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DISSERTATION ABSTRACT 

The primary concern of this dissertation is developing artistic 

musical performance at the high school level which is a consequence of 

a comprehensive background in individual musicianship. The document 

presents suggestions, ideas, and procedures which the orchestral 

director can utilize In developing stimulating experiences in music 

for individual orchestral students. 

The scope of the investigation includes a fundamental approach 

to acquiring a consummate background in musicianship during the 

orchestral rehearsal, in terms of: (a) music theory, as related to 

orchestral literature, (b) improved technical skills, by means of 

group practices, (c) challenging musical performances through concerts, 

solo and ensemble recitals, and (d) guided listening to music designed 

to evoke aesthetic responses by cultivating taste and discrimination 

in listening habits. 

The introductory chapter defines music as an academic discipline 

and establishes its need in the contemporary high school curriculum. 

Attention is focused on the orchestra through pertinent concepts and 

principles which will help add dimension to the rehearsal. 

The dissertation is divided into eight chapters, the bulk of 

which is absorbed by Chapters Two, Three, and Four on music theory, 

instrument playing techniques and listening skills. For music theory, 

. ix 
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a sequential and. continuous plan of study Is outlined far each year the 

stutest participates In orchestra. Bie material presented provides 

both aural and written experiences vlth key signatures, scales, 

intervals, triads, four-part chord progressions, and their signi­

ficance In the melodic and harmonic structure of the compositions 

being rehearsed and performed. Procedures designed to aid the 

student In acquiring a musical vocabulary place emphasis on termi­

nology associated with tempo, dynamics, and musical symbols. 

The practices outlined In Chapter Three are aimed at improving 

individual technical facility by means of group experiences. The 

content is organized to help refine: (a) bow and breath control, 

(b) tone quality and intonation, (c) balance and dynamic contrast, 

(d) articulation, (e) meter, tempo, rhythm, and (f) style, interpre­

tation, and expression. Suggestions far purchasing quality instruments 

and acknowledgment of the private music teacher's role in helping to 

develop the Individual student's musical potential conclude the chapter. 

Chapter Four on listening promotes a unique kind of experiment 

with all experiences centered on specific Individual responses in 

listening activities. Fundamental assumptions concerning the components 

of listening and hearing are established; substantial attention is 

given: (a) the composer as a listener, (b) the orchestral performer as 

a listener to technical aspects of orchestral playing, and (c) the 

student as a listener to live and recorded music per se. A Selective 

Listening Program far each of four years the student may participate 

In orchestra completes this section. 



xi 

The remainder of the dissertation is devoted to special 

projects in music purposely coordinated to stimulate: (a) aesthetic 

sensitivity, ("b) factual knowledge about the history and structure of 

music, and (c) activity and interest in performance. Music is ; 

purported to be an indispensable factor in communicating ideas, moods, 

and emotions; consequently, assignments are structured to Increase 

efficiency in analytical criticism through required essays, discussions, 

and contact with live and recorded music. 

Tangible vays of becoming personally Involved with the 

organizational framework of the orchestra give prominence to it as a 

social force and. means of artistic expression. Pertinent data Is 

presented on the significance of performance as a discipline for both 

student and audience. In addition, a schedule of yearly activities 

acts as a guide for potential participation. 

When combined with elements of sound educational practices, 

the suggestions, ideas, and procedures presented in this dissertation 

can result in an accumulation of desirable musical traits, skills, 

and understandings. This plan of study is proposed for all students 

participating in the high school orchestra and attempts to add 

significant dimension to an education in music gained through 

participation in such an orchestra. 



CHAPTER ONE 

INTRODUCTION: CONCEPTS AND PRINCIPI£S 

I. The Arts As Academic Discipline 

Consistent with the complexity of the contemporary American 

scene are sane plausible explanations about the divergent concepts of, 

contemporary education. Society undergoes constant and rapid change; 

hence, the educational values of this society must reflect these 

changes in the structural framework of its system. The characteristics 

and controlling principles which make up society and establish its 

ideals and standards must include the divergent needs and interests of 

the people whd are an integral part of the environment. Similarly, 

the American school system must be structured and functionally designed 

to meet the needs and interests of all students who are to be educated. 

The arts have become a significant part of the cultural 

heritage of our society. If this heritage is to be passed on to 

succeeding generations, the educational curriculum must include them. 

If there is to be any balance between a student's present activities 

and his life as an adult, he must have experience in the fine arts. 

It should be recognized that the disciplines in the arts are no less 

exacting than those of any other field of learning.^ 

1. William C. Hartshorn, "Music for the Academically Talented 
Student in the Secondary School," national Education Association 
(Washington, D-C-: the Association, 19^0), pp. 16-17• 

1 
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Music As An Academic Discipline 

The arts as a major discipline have been recognized by-

discerning minds throughout the history of civilization. Kresteff 

says, for example, "Of all the arts, music has had the unique privilege 

of being the only one included in every major system of learning and 

education during the entire course of Western Civilization. As a 

discipline, it has been considered the basis of all true knowledge. 

The Educational Policies Commission gives focus to these 

caraments by indicating that: 

The abilities involved in perceiving and recognizing pattern 
in a mass of abstract data are of considerable importance in 
learning to analyze, deduce, or infer. These abilities may 
be developed in a course of mathematical study, but they may 
be developed as well through experiences in aesthetic, 
humanistic, and practical fields which also involve 
perception of form and design. Music, for example, 
challenges the listener to perceive elements of form within 
the abstract.3 

With these words the Commission validates the place of music 

in the curriculum on the basis of the study of form and design, a 

study which necessarily is oriented intellectually. It means that 

music will be studied as a process of inquiry into its nature, 

2. Assen D. Kresteff, 'fausica Discipline and Musica Sonora, " 
Journal of Research in Music Education (Washington, D.C.: Music 
Educators National Conference, Volume X, Number One, Spring, 1962), 
p. 13. 

3. Educational Policies Cataraission, '^Fhe Central Purpose of 
American Education," The Scholars Look at the Schools (Washington, 
D.C.: National Education Association, 1962), pp. 17-18• 
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meaning, and structure, rather than em the accumulation of predeter­

mined facta about it* When students listen to a recording, is their 

response merely a pleasurable reaction to the total effect of the 

music, or do they Inquire into the relationships among the constituent 

elements that comprise the whole? 

In the orchestra, do the students only rehearse, or do they 

take time to listen, to study the structure and form of the music, 

to analyze and to discuss the most important rhythmic, melodic, and 

harmonic characteristics of the music being rehearsed? Introducing 

into rehearsals such learnings as the history of music, the theory of 

music, and the literature of music will make these rehearsals more 

broadly educative, and the performance more intelligently conmunl -

ii 
cative. 

Musical growth is in itself a discipline and by its very nature 

becomes a part of all academic disciplines; therefore, the criteria 

established far de-veloplng intellectual growth are applicable to music. 

Mursell concludes: 

1. Musical growth, like all mental growth, la a process in 
which essential meanings are clarified, deepened, and 
broadened. 

2. Musical growth, like all mental growth, is continuous. 

3. Musical growth, like all mental growth, is a jwrpoaire 
process. 

it. William C. Hartaharn, 'Mtie Study of Music as an Academic 
Discipline," Music Educators Journal (Washington, D.C.: Music Educators 
National Conference, January, 196j), p. 26. 



k. Musical growth, like all mental growth, involves a 
shaping up, a reorganizing, a reorienting of the 
entire personality.5 

Thus, music must be recognized as an integral part of human 

culture and an influential factor in establishing an American heritage. 

Although music is an important part of entertainment, it should not 

be considered merely as a pleasant pastime or as a background, for 

conversation. In essence, music i3 a universal language which for 

centuries has been associated closely with the mores of each society. 

It cannot be termed as the expression of an individual or small group, 

but rather the expression of universal significance. 

Music education, then, has a truly unique obligation in our 

contemporary American education—to provide varied, significant, and 

cumulative musical experiences for every American child. The scope of 

the music curriculum should be designed to promote the development of 

musical responsiveness and musical understanding on the part of all 

pupils in the school. The function of the music instructional 

program initially is to provide qualitative opportunities through 

which every pupil can develop to the maximum his abilities, needs, 

desires, and interests in the area of music. In general, music 

education's aim is threefold: 

A. To promote musical understanding and technical proficiency. 

B. To engender creative potential in and through artistic 
expression. 

C. To refine and elevate aesthetic perception. 

5. James Mursell, Education for Musical Growth (New York: 
Qinn and Company, 1<&8), pp. 50, 55, 65, 69. 
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II. The Need For Developing Musicianship In 

High School Music Students 

The recognition of the need for secondary high school music 

students to have fully developed backgrounds in musicianship has 

been the concern of music educators for a number of years. 

significant correlation between highly developed, musicianly back­

grounds and proficiency of performance is accepted by most music 

educators. Commensurate with this correlation is the increased 

understanding and enjoyment of the literature being rehearsed, 

performed, and listened to as a result of this acquired musicianship. 

Instructional Program 

The well conceived instrumental program in music has three 

main concerns: 

- 1. To satisfy the needs, desires, and interests of each 

student, and through his active participation in a 

performing organization provide him with the necessary 

musical stability to meet constant and progressively 

difficult challenges. 

2. To effect academic and artistic change in order to 

furnish opportunities for the systematic growth of 

individual patterns of behavior, and by this means 

assimilate a variety of the potentials of students 

represented. 



3. To provide a reservoir of vital musical experiences which 

will contribute to the sequential and continuous evolve-

ment of the individual's knowledge, values, and skills. 

The instructional program acquires additional consequence 

when the music educator discovers it is his responsibility to rake 

provision for the future musical activities of his students as well aa 

to mold their present musical environment. He must determine if the 

program under his guidance will contribute to the musical maturity of: 

1. those students preparing to enter college for a career 

in music. 

2. those students who will enter another profession or 

vocation whose only contact with music will be through 

community or church music groups. 

3. those students who will not participate in a performing 

group after graduation bub whose future in music will be 

limited to listening to recordings and attending an 

occasional concert. 

Objectives 

Once the instructional aspects of the program are defined 

clearly, the possibilities for a functional curriculum with deep-

rooted objectives will result. A musiciaiily background in individual 

music students adds dimension to the entire scope of the music program. 

It allows the curriculum to emerge as a creatively constructed organism 

which permits students to grow according to their own potentials 

rates of achievement. 
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The objectives which may be associated with the development 

of a musicianly background are those which must be a part of every 

curriculum. Objectives that are concise, curriculum construction 

that is flexible, course content that is functional, methods of 

teaching that are in 'tune" with contemporary trends, and supervision 

and administration which are comprehensive are all a direct reflection 

of the concepts and philosophies of the teacher and the school. It 

is the teacher, however, who is responsible for organizing his 

classroom for learning experiences. Biese experiences are brought 

to focus by the educational objectives established for the particular 

environment in which the teacher is involved. 

Leonhard and House support this principle by indicating that 

"objectives have their source in individual needs and social 

conditions."^ The following list of questions should be answered 

before establishing a music curriculum: 

- What musical information can people use, and what skills 
would improve their command of the art? 

- To what extent is their musical taste to be developed, 
and what direction should it take? 

- What opportunities for participation in the musical life 
of the community are open to the student? 

- How can the director exert his influence toward more 
flourishing musical activity in our society?? 

6. Charles Leonhard and Robert W. House, Foundations 
Principles of Music Education (New York: McGraw-Hill, Inc., 1959), 
p. 148. 

7. Ibid., p. 148. 
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Once the objectives of the music curriculum are determined, 

significant recognition must be accorded to the role of the teacher. 

This factor becomes the most important influence in guiding all 

learning experiences. The student's individual achievement potential 

is then established as the focal point of all activities so that a 

dynamic instructional program can develop. The synthesis of these 

elements of sound educational planning and organizing will result in 

an accumulation of desirable traits of musical behavior. 

III. Ifce Orchestra As Fart Of The High School 

Music Curriculum 

Historical Background 

The growth and maturity of the symphony orchestra in the 

latter part of the nineteenth century is commensurate with the develop­

ment of the orchestra in secondary school music education. The first 

school orchestras were formed, developed, and guided by private music 

teachers in the community. Groups of young instrumentalists frequently 

formed orchestras which were forced to conduct their rehearsals after 

school hours. Participating members, furthermore, were recruited 

from the ranks of private instrumental students. One of the early 

pioneers in instrumental music, Will Earhart, is lauded for his 

contributions in Felix E. McKernan's doctoral study. He indicates 

that one of Earhart's first innovations in Richmond, Indiana was the 

formation of a high school orchestra in 1898, when such organizations 
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were almost unknown. Under his direction the Richmond High School 

Orchestra became what was probably the first high school orchestra 

in the country to achieve symphonic proportions. At Earhart's 

request, harmony and musical, history were established as accredited 

electives in the high school curriculum by 1900. By 1905 he 

obtained accreditation for participation in the high school orchestra 

a full twenty years before high school credit was awarded in general 

for this activity.® 

Although the status of the orchestra at that time was one of 

an unaccredited subject, the attitude of school administrators was 

cordial to it as an extracurricular activity. With the help of 

pioneering educators, the high school orchestra took a prominent 

place in American music education during the first quarter of the 

twentieth century. 

Since its development, great composers have used the medium 

of the orchestra to express their thoughts, ideas, techniques, and 

emotions. An impressive description of the modern orchestra appears 

in a book which contains same of Will Earhart's well-known literary 

contributions on music. 

The modern orchestra is, of course, the most comprehensive 
and pliant tonal medium that musical art possesses. Here 
we find the entire range of pitches satisfactory to the 
musical ear; any and every tonal color wanted; a vast 

8. Felix E. McKernan, "Will Ear hart-His Life and Contributions 
to Music Education" A doctoral dissertation, The University of 
Southern California, Los Angeles, i960, cited in Will Earhart's 
A Steadf&st Philosophy (Washington, D.C.: Music Educators National 
Conference, 1962), p. 131. 
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diversity of parts that permits an infinite number of color 
combinations and the most intricate rhythmic and melodic 
weavings; the distinguishing characteristics that arise 
from generating and termination of noises, and. the distinctive 
types of phrasing that arise from varied modes of operation 
peculiar to the instruments.9 

Scope of the Orchestra 

The orchestra in the contemporary high school has been 

established as an integral part of the music curriculum; therefore, 

it is extremely essential to be aware of it as a medium of artistic 

communication. There is probably no single word that can describe 

adequately the variety of tone colors resulting from the combination 

of the four sections of instruments that comprise the orchestra. 

Recognizing the strings as the core of the instrumentation, the 

expressive forces of the orchestra are realized by the balance and 

blend of all sections. These unique resources achieve richness through 

the appropriate interpretation of the musical symbols and the artistic 

qualities inherent in musical composition. Under the guidance of a 

sensitive conductor, the orchestra emerges as an indispensable part 

of the total music program. 

The music student as a participating member in such an 

organization becomes the focal point of all activities. Effort 

should be made to emphasize the important musical characteristics 

which are inherent in a fully developed background in musicianship. 

Individual patterns of musical behavior, various levels of achievement, 

9. Will Earhart, A Steadfast philosophy (Washington, D.C.: 
Music Educators National Conference, 1962), p.99. 



11 

and the vocational ambitions of each student merit careful atterrtion. 

The intensity of each music student's concentration must be regulated 

and guided by the teacher's observations and evaluations of classroom 

performance. The teacher can then discern what aspects of the 

curriculum need to be highlighted or what portions of the course 

content need to be restructured. 

Orchestras in American high schools differ in their organiza­

tional needs, make-up, rehearsal time, and scope. Whatever the total 

amount of time assigned to the orchestra during each school week, a 

portion of the time should be devoted to the development of specific 

experiences in music theory, technical skill, muslclanly performance, 

and aesthetic understanding. Hie time apportioned to ensembles, 

sectional rehearsals, and individual growth should be in accordance 

with the needs of the organization, the facilities of the physical 

plant, and the resources of the director to evaluate his present 

curriculum and make provision for improvement in those areas where 

weaknesses are Indicated.-

IV. Alms Objectives of Thi3 Dissertation 

In any established curriculum, the objectives must form, of 

necessity, the basis for planning educative experiences and must 

provide the criteria for evaluation of instruction. Almost every 

text which is concerned with the principles and problems, methods 

and procedures, and philosophy of education lists many well thought-out, 
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intellectually conceived, and educationally sound purposes. These 

come to fruition when the orchestra director assimilates the concepts 

and evolves a philosophy of music teaching which concentrates its 

attention on the total musical developaent of the student. Musician­

ship is in itself an intricate quality. Its scope of influence 

embraces many facets of a person's musical development; nonetheless, 

the term musicianship can be defined briefly as an accumulation of 

desirable musical characteristics which became a functional part of 

a musician's personality. Succinctly, musicianship is musical growth 

and responsiveness. Mursell aptly states, ..musical responsiveness 

is the process of becoming a musical person. 

Thus, the overall aim and objective of this dissertation is 

to suggest a plan which will motivate the orchestral director's 

ideas, planning, and procedures. Such a process will add dimension 

to the rehearsal by presenting materials that ai*a to utilized during 

portions of the orchestra's allotted time. 

Process of Development 

Bie process for the development of this plan, both for the 

group and individual participating members, will evolve during the 

rehearsal by providing stimulating and creative experiences which 

will challenge the abilities and curiosities of all students in terms 

of music theory, technical skill, musiclanly performance, and aesthetic 

10. James L. Mursell, op. cit., p. 22. 



understanding. Bie resulting musical growth and musicianship will 

stem from a thorough background in technical skills and an acute 

awareness and understanding of the intrinsic beauties in music. 

The treatment for the development of this musical plan will 

be threefold: 

1. To create a plan of musical growth which will be 

accumulative and sequential over a prescribed period 

of time and which will provide all students in the 

orchestra diversified experiences in the following 

areas: music theory, technical skill, musicianly 

performance, and aesthetic understanding. 

2. To present original material especially conceived to 

broaden the student's perception of music theory, 

technical skill, musicianly performance, and aesthetic 

understanding. 

3* To further the development of musical discrimination 

in the more talented orchestral students by means of 

especially selected projects, 3uch as ensemble 

performance, guided listening to music literature, 

conducting, composing, and research. 

Detailed definitions, specific explanations, and instructional 

materials planned for each of the areas of musical experience 

established in number one will be discussed in the chapter divisions 

which follow. 
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Specific Limitations 

It would be impractical in a discourse such as this to 

establish specific limitations as to the amount of time it would 

take for the suggestions and procedures outlined in this dissertation 

to be implemented. The instructor must continuously observe 

evaluate in order to determine this factor. On the other hand, 

when the material becomes a functional part of the student's musical 

knowledge and vocabulary, it would be safe to assume that the 

information has been absorbed. 

The director should encourage his students to master the 

specific skills assigned to the music theory plan, to accumulate 

some serious listening habits, and to become alert to the cultural 

opportunities available in the community. New music students should 

be given a written and performing examination when they express a 

desire to become a pert of the orchestra. By this means, it will be 

possible to discover extraordinary talent, or the lack of it, and 

place each student in his proper musical surroundings. 

At any time during the student's development, a written 

theory examination such as the one found in Appendix B may be 

administered. Students want to know if they are progressing in their 

musical disciplines; an evaluation of this type provides an immediate 

answer. 
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A resourceful undertaking like the teaching of musicianship 

by means of the orchestral rehearsal may seem like a monumental 

task. It may veil be, depending upon the enthusiasm, background, 

and oreativity of the person assuming the assignment. The need for 

thorough and methodic planning is obvious if these experiences are 

to become a prodigious reality. 

It is further necessary to understand that the purpose of 

this dissertation is not to present a method of teaching music 

theory, or the techniques of instrument playing, or the procedures 

of critical writing. It is assumed that the instructor is equipped 

with a more than adequate knowledge of these aspects in his field 

and is familiar with the many fine texts which can be used for 

reference material. More accurately, this dissertation is an attempt 

to present ideas and approaches to teaching musicianship during the 

regularly scheduled orchestral rehearsal. 

A school orchestra meeting five times per week during a 

ten-month school year should devote at least one period per month 

to each of the outlined areas of study: (l) music theory, (2) listening, 

(3) musicianly performance, and (4) aesthetics. The plan, consequently, 

will absorb one rehearsal p ;riod each week specifically organized to 

include activities aimed at developing the above mentioned areas of 

musicianship. 



These weekly lectures, discussions, and demonstrations 

should be designed to impart information, data, rules, and 

regulations concerning the topic. Occasional assignments which are 

to be completed after the school day or at harae, will focus the 

student's attention on his classroom experiences. The ensuing 

musicianship hopefully will enhance and give significant dimension 

to the study of music. In addition, well-developed musicianship^ 

contributes to proficient and artistic performances whose aesthetic 

qualities can be enjoyed by both performer and audience. 

The minimal suggestions as conceived and developed in this 

dissertation were organized to indicate the scope of possibilities 

involved. The most consequential factor to be emphasized is that 

the skills which are inherently a part of the study of music, must 

become a part of the student's musical expression. How this 

ultimately is accomplished will, of course, be the responsibility 

of each orchestral director. 



CHAPTER TWO 

POUR-YEAR DEVELOPMENTAL PLAN TO PROVIDE KNOWIEDGE AND 

UNDERSTANDING OF MUSIC THEORY THROUGH (SOUP EXPERIENCES 

I. Definition of Music Theory 

If music can be defined briefly as the art of combining tones 

to form expressive composition, and theory as the formulation of 

principles underlying certain observed phenomena, then, music theory 

can be described as the principles of the art of combining sounds 

scientifically to express individual creative thoughts and ideas. 

Although music theory may be the accumulation of facts and 

principles about the formation and notation of music, it becomes 

meaningful and useful when these facts and principles are applied to 

actual creative musical experiences, both aurally through listening 

skills, and visually through written examples and illustrations. 

In the curriculum experiences planned for the orchestra, the scope 

of music theory should Include development in the following areas: 

structure of music, harmony, ear-training, and analysis. The 

elements which are a part of each of these areas of concentration 

appear under their appropriate headings. 

17 
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Structure of Music 

1. pitch (high and low) 
2. intensity (loud and soft) 
3. duration (long and short) 
4. timbre (quality of sound; 
5« grand staff and clefs 
6. note and rest values 
7. other characteristics of notation 
8. meter and pulse 
9« terminology 

1. scale construction and key signatures 
2. recognition of intervals 
3. triad and chord construction and their inversions 
4. harmonization of simple melodies 
5• harmonic progressions and cadences 

Ear-training 

1. sight-reading materials designed to develop 
aural discrimination 

2. dictation of melodic, rhythmic, and harmonic 
patterns for the purpose of aural analysis 

Analysis 

1. harmonic analysis involving primary and secondary 
chords and their inversions 

2. structural analysis involving simple form and 
design such as: motive, phrase, and period 

3. orchestration and instrumentation 
recognition of repetition, contrast, and 
variation when analyzing literature 

t 
These experiences in theory are not to be considered as 

especially designed for a specific theory class and the fev students 

vho choose to take it. Bather, they are systematic and practical 

skills which are an outgrowth of every musical activity in the 

curriculum, and especially, the performing organization. By means 

of these acquired skills In theory, the student should gain a 



musicianly background that will contribute substantially to his 

technical proficiency as a performer in the orchestra. Naturally, 

additional dimension and more acute learning vill be achieved in the 

special theory class if one can be included in the curriculum. 

When such a class is available, the serious music student should be 

encouraged to participate in it. 

The experiences in music theory which are a part of the 

orchestral rehearsal can best be developed over a period of three or 

four years, depending upon the academic framework of the school. 

In this manner, a logical sequence of learning can be developed; 

furthermore, it will provide the student with an essential background 

in the knowledge and understanding of many phases of theory by the end 

of his high school career. Much of the success in developing these 

sequential musical skills depends upon the enthusiasm and background 

of the teacher. The theory of music should not be approached as dull 

and uninteresting material, nor taught as isolated rote learning. 

Ideally, music theory should be an outgrowth of the literature 

being studied, rehearsed, and performed. Undoubtedly, certain isolated 

factors will be discussed on a lecture-centered basis; however, if the 

student can relate these facts to the symbols he actually encounters 

in his music, then the learning experience becomes important and the 

knowledge has a greater chance of being retained. 

It has been suggested earlier that one full period each month 

be devoted to music theory lectures and demonstrations. Lessons 

should be methodically planned and focused on orchestral music 
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whenever possible. For the most part, this limited contact will allow 

the instructor time to explain only the basic and fundamental rules. 

Much of the growth in theory will be accomplished during the 

rehearsal as these rules and regulations which govern harmony are 

applied to the literature being rehearsed. 

The bulk of the activities, procedures, and suggestions 

presented on the following pages are the highlights of the systematic 

and sequential patterns of musical growth for the freshman year. 

Many of the experiences suggested for the subsequent sophomore, 

junior, and senior years will duplicate the procedures for the 

freshman year progress plan. 

Naturally, the content and emphasis will be more involved and 

allow for broader development to take place. A Music Theory Progress 

Plan has been constructed carefully for each year the student 

participates in orchestra. Quite obviously, students achieve at 

varied rates of speed. Often, this is more noticeable in the study 

of music; therefore, the director must utilize these progress plans 

in a flexible manner allowing for functional activities to result. 

II. Initial Experiences for All Orchestra Members 

When the director first introduces planned experiences in 

music theory during the orchestra rehearsal, all students should 

participate in the class activity, even those with a background in 

the subject area. The first concentration should be on the basic 
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rudiments of music as they relate to orchestral performance. An 

enthusiastic approach on the part of the director can capture the 

interest of all students. With sane expert planning, the discussions 

and illustrations can be directly related to each individual's 

instrument and the clef in which he plays. The student should become 

familiar with the definition and function of general rudimentary 

elements like staff, degree names, clefs, scales, and meters. 

Information such as this can be imparted quickly and easily during 

the first few weeks of school as the director begins to organize his 

personnel, library, and folios. Once the plan of instruction is in 

complete operation, former students can be concerned with mechanical 

features of class organization, such as assorting the music, preparing 

the folios, and the like, a3 new members became involved in theory; 

nevertheless, a portion of each scheduled rehearsal should be devoted 

to the use of the chalkboard for explanation. This will help place 

into focus musical notation, symbols, and terminology. Any information 

pertaining to the structure of music should be applied carefully to 

the student's instrument and the clef in which he usually is playing. 

Information sheets on the basic rudiments of music similar 

to those which appear in Appendix A should be distributed for hone 

study. During the preliminary stages of development evaluation can 

be based on the data corrtained on these information sheets. Once 
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these elementary procedures have been presented adequately, the 

director should follow carefully the Music Theory Progress Plan 

especially designed for the freshman year. Hie plan is presented in 

detail on the following pages. 

III. Music Theory Progress Plan for the Freshman Year 

Rudiments of Music 

1. Grand 3taff; treble, bass, and alto clefs 
2. Note and rest values 
3. Characteristics of sound 
4. Meter and pulse: 2 3^6 

k, k, 8 
5. Terminology as it appears in the literature, plus 

specific activities designed to develop a functional 
musical vocabulary 

Harmony 

1. Major scales: C, G, D, A, F, Bb, Eb 
2. Intervals: major, minor, and perfect 
3. Triads and inversions: major and minor 

(Same key signatures as in No. l) 
Harmonic progressions: I, V, I; I, IV, I; 
I, IV, V, I; I, IV, V7, I-

5. Cadences: perfect authentic and perfect plagal 

Ear-training 

1. Recognition and performance of rhythmic patterns; 
complete familiarity with whole, half, quarter, 
eighth, and sixteenth notes; various combinations 
of these note values as they appear in the scores 
being studied 

2. Recognition of intervals, triads, and primary 
chords as played by the orchestra and/or the piano 

3. Recognition of syncopated passages 
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Analysis 

1. Form and design: march, waltz, and polka 
2. Orchestration: easy folk songs, phrases and 

themes from larger compositions, and fanfares 
3. Knowledge and recognition of motives, phrases, 

and periods 

Terminology 

As the semester progresses, more intricate terminology 

should be assimilated as it appears in the literature being studied 

and performed. One effective procedure is to have students look 

through their scores for unfamiliar terms which are used as expression 

and tempo markings. These terms and their meanings should be printed 

on an attractive chart and placed in a strategic corner of the roan 

so that the students can see the chart as they rehearse. The chart 

should be large enough to include additional terms as the year s 

progresses and the repertoire varies. Occasionally, take-home 

examinations can be administered to discover if the information is 

being retained. The value of this type of examination is obvious. 

If the terminology has not been absorbed at school, additional research 

will be necessary to complete the assignment at home. By the end of 

the school year, twenty-five to thirty-five terms could became an 

integral part of the student's vocabulary. When applied to rehearsal 

procedures and performancea, this acquired vocabulary will enhance 

the student's ability to perform in a more artistic manner. 

Once the terms are defined and understood, then various n*>«rm 

should be employed to utilize these terms during discussions and 



demonstrations in rehearsal, in sectionals, and during ensemble 

sessions; furthermore, they can become a meaningful part of warm-up 

procedures when passages can be played several ways. Terms such as 

marcato, tranqulllo, poco a poco accelerando can be demonstrated by 

suggesting individual members of the orchestra play a passage from 

their part of the score using a specific dynamic or tempo marking of 

their own choosing. After this aural experience, various members of 

the orchestra should be asked how the music was performed, e.g. 

staccato, legato, marcato, espressivo, and the like. If the group 

has difficulty with this type of response, the passage should be 

repeated requesting that the group's attention be directed to the 

precise characteristic which will provide a clue to the correct term 

desired. As many students as possible should be given an opportunity 

to participate in such an activity. Examples of terminology exam­

inations and terminology crossword puzzles appear in Appendix C at 

the end of this dissertation. They provide a unique and effective 

means of evaluation. 

Scale Construction and Key Signatures 

Knowledge of and experience with scale construction and key 

signatures should be developed so that the orchestral student can 

play and write the various scales and keys selected fox* the freshman 

year theory plan. By the end of the first year, a student should be 

familiar with the following major scales and key signatures: C, G, 

D, A, F, Bb, Eb. It will be necessary (because of the demands made 
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upon the orchestra's rehearsal time) that written assignments be 

accomplished outside of class* On occasion, it may be possible that 

several individuals will not be needed during a portion of the 

rehearsal. These students can be excused to complete a written 

assignment in one of the practice studios, if available, or at another 

part of the room. Young people enjoy the actual feat of music 

manuscript writing. With some coaching on the proper way to form 

notes and other symbols, many excellent examples of fine manuscript 

will result. 

In developing an aural awareness of scale construction and 

key signatures, students should be encouraged to listen to themselves 

play as they build the scale. Their attention should be focused on 

the whole and half-steps, and the sharps and flats. It is advantageous 

to have two students work together, each listening to the other's 

playing and commenting on intonation, tone quality (evenness of tone), 

and rhythmic steadiness. At the end of a prescribed period of time, 

section leaders can be called upon to evaluate the specific scale 

and key being studied for accuracy of performance. A grade should 

be kept on record for both the student and the director to consult. 

Although perfection is often a goal when evaluating technique, the 

section leader should be instructed as to the expected achievement 

of the individual. 
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Intervals 

Since the Student now should be avare of the fact that a scale 

is a series of whole and- half-step intervals in a specific pattern, 

>he should be alerted to the possibilities of developing other intervals 

within the scale. During the first year, concentration should be on 

the perfect, major, and minor intervale. Any approach to the study 

of intervals must define an interval as the difference between two 

pitches. Using a purely mathematical system, however, an interval 

can be identified by merely counting the number of lines and spaces 

that separate two notes, beginning with the lowest of the two notes. 

used to illustrate how the intervals are formed when the tonic tone 

remains constant. A portion of the orchestra should play the 

ascending scale and the remaining students should play the sustained 

G, listening carefully as the intervals are formed. Each tone should 

be treated as if it were accompanied by a fermata so that the interval 

is sounded clearly before moving on to the next step. 

The G major scale which appears below (Figure l) can be 

Figure 1 
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Since playing intervals per se will be an infrequent 

experience for an orchestral player, the literature being rehearsed 

should be examined carefully to locate intervals which the student 

should recognize. It is virtually impossible to secure literature 

which has been composed exclusively to illustrate a specific harmonic 

progression, melodic sequence, rhythmic pattern, or interval 

relationship; therefore, only those features of the composition which 

are significant to the learning experience should be emphasized. If 

a student inquires about an interval which, due to its unusual spacing 

he cannot identify, he should be informed that altered intervals 

exist. Additional information at this time may cloud the group's 

knowledge and understanding of the major-minor concept of intervals; 

further discussion should be reserved for a private conference. 

Students should be expected to reproduce both in writing and on their 

instruments all intervals which are part of the scale and in the 

specific key signatures assigned to their progress plan. 

The following examples (Figures 2-5), include excerpts from 

literature playable by most high school groups. Numerous illustrations 

of the use.of intervals are found in every composition since the 

fabric of all compositions is developed through the musical 

interaction of intervals. Original examples for study could be 

created by both student and director as well. 
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Rhythm 

Psychologists vrlU agree that rhythmic consciousness la an 

Innate response; however, these responses must be stimulated! 

developed, and disciplined by musical sounds. By using rhythmic 

patterns as a stimulus, the student's ears and intellect as a 

receiver, and the orchestra as the medium of communication, a variety 

of rhythmic activities can develop as an outgrowth of rehearsal 

playing techniques. The following procedure of combining scale 

construction with rhythmic patterns can be cultivated to provide a 

rewarding experience. 

1. A selected member of the orchestra should improvise 
a brief original rhythmic pattern for the group 
on his instrument. 

2. Making certain of the group's attention, the 
pattern should be played once again. 

3. Another member of the orchestra should be asked to 
reproduce this same pattern on his own instrument. 

4. After discussing the meter signature, the pattern 
should be pletced on the chalkboard. 

5. Once the entire orchestra has heard the pattern 
three times, and has seen the notation on the 
board, it should be able to reproduce the 
pattern as an entire group. 

6. Then this pattern should become the rhythmic 
pattern for playing each tone in a major scale; 
for example, assume that the rhythmic pattern 
found on page 32 (Figure 6) was performed by a 
member of the orchestra. 
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I t f  u  f  f  l o u t  f  I  
Figure 6 

Since the example contains two measures, the scale 
pattern will require two measures for each pitch. 
The ascending scale will be sixteen measures in 
length. After placing a fermata on the last note, 
the scale should be played again in descending 
order. This type of rhythmic development is not 
designed for one rehearsal period. Hie experience 
should mature throughout the school year. The 
illustration which follows (Figure 7) develops the 
pattern on the G major scale. 
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Variation in many of these exercises can be accomplished by 

changing the tempo and dynamics. Although many young musicians 

prefer to play fast and loud, the director should encourage his 

students to play slow and soft for much of the time. This will give 

the student an opportunity to improve tone quality as well as 

intonation. 

Harmonic Rhythm 

Once rhythmic responses have become a part of regular 

procedures, additional interest will develop by having each section 

of the orchestra (strings, woodwinds, brass, and percussion) play a 

scale pattern entering at different times. At the beginning, the 

best sound occurs at the interval of a major third. In this case, 

each section must wait until the previous section has played two 

pitches in the scale before entering. The example on page 3^ 

(Figure 8) illustrates the recommended procedure to follow. The 

complete triad Is formed in the ninth measure as the strings begin 

their passage. Whenever possible, the entire scale should be played 

for a range of two octaves, both ascending and descending. When the 

percussion enter at measure thirteen have as many students from that 

section perform as are present. 3he non-pitched percussion instru­

ments should be used to play the rhythms and the pitched Instruments 

for the melodic line. Once again the exercises can be varied by 

changing the level of dynamics and tempos. 
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Colorful harmonic effects will result "by having sections of 

the orchestra play these scale-rhythmic patterns entering at the 

interval of a ^th, 5th, or the like. This type of activity can be 

taught by rote having the studerrts occasionally glance at the pattern 

on the chalkboard should they need to be reminded of the rhythm. 

If too much time is absorbed by having each student contribute 

original material, the instructor always should have available 

collections of his own patterns designed to illustrate a particular 

figure. Of course, as these experiences are broadened, the patterns 

should become more complex. Rhythmic patterns cited in Figure 9 may 

be useful in developing these exercises. Accent marks have been 

placed strategically throughout the examples; students are expected 

to execute them carefully. 

Butf tilL11«f Lj r Bu Lr t BLrs^ 

Figure 9 
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Once the students are familiar with this technique, an 

impojrtant contribution to their performing efficiency can be achieved 

by utilizing rhythms that are found in the musical scores they are 

rehearsing. The following extracts (Figure 10) from compositions 

suitable for high school orchestras are substantial illustrations 

of how technical problems can be made feasible via warm-up procedures. 
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Scale construction awareness can be achieved in numerous ways. 

Students must be alerted constantly to the scales and key signatures 

for which they are responsible. Giving special attention to these 

scales and keys by creating original exercises like the following 

deepens their understanding and enhances their playing. One approach 

is to develop exercises using both the treble and bass clefs. Since 

orchestral students are playing music which involves one clef, 

exercises which use two clefs as in a piano score will provide an 

initial experience with score reading. Hie students quickly should 

associate themselves with one of the clefs. Inasmuch as these early 

experiences may not include the alto clef, students in the viola 

section may be called upon to listen and comment on the ensemble's 

intonation and tone quality. On the other hand, they can be taught 

to transpose from the bass clef. TSie technique used is described on 

the following page. Comments are focused on Figure 11. 

Aidant* 

Figure 11 
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It should be Indicated verbally that G major scales occur at 

letters A, B, and C. The violas should be made aware that at the 

asterisk (Measure 5, Figure 11), the celli and bassoons probably will 

play the whole note D. For the violas, this note is the D above 

middle C or the viola's second string open D. It should be suggested 

that they Join the others by playing these four whole note D's, forming 

the fifth of the G major triad. In essence, this is a rote procedure 

because the alto clef does not appear in the score and viola players 

are being asked to transpose mentally from the bass clef as they play. 

In the exercise illustrated in Figure 12, the violaB could 

play the descending whole note scale beginning on D as notated in the 

bass clef. ®ie scale as it appears in the score is written lover than 

the possible playing range on the viola; hence, it should be played 

one octave higher. The mental concentration necessary to develop this 

skill is a valid and challenging discipline. It will provide a link 

to the students' eventual transposing experience with the treble clef. 
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On the following pages vill be found short exercises in the 

keys of C, G, D, A, F, Bb, and Eb. They are designed to develop an 

awareness of key feeling, scalewise progressions, transposition, 

rhythmic variation, terminology, and symbols of musical notation. 

These examples can be used at any time during the rehearsal to 

illustrate a specific skill or teaching point. More logically, they 

should be a part of lessons devoted to the development of music 

theory. Figure 13 illustrates an exercise based on the 0 major scale. 

Figures lU through 19 employ various key signatures. 

connw 

Figure 13 
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Triads 

The orchestral student should be able to define, recognize, 

and construct a major and minor triad both on manuscript paper and 

on his instrument in arpeggio style. At first, concentration should 

be on the tonic, dominant, and subdominant triads and their inversions. 

Students who are aware of these technical names should associate 

them with the Roman numerals as they are used to designate chords. 

Experience with intervals and their function within the scale 

to the study of triads as three-toned chords formed by mjor 

minor thirds placed in vertical order as illustrated in Figure 20. 
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When these tones are played together in close order, the 

lovest tone is called the root and the chord is named from its root 

tone. The second tone is the third, because it is three steps above 

the root, and the last tone of the triad, always identified in 

ascending order, is the fifth of the triad. 

In addition to the technical name which is applied to a 

triad, a number and letter name which correspond to the scale of 

which it is a part are used also. Since a chord or triad can be 

built on each step of the scale, there are seven possible triads in 

each given scale. In the key of G major, the G triad is labeled I 

because it is the key tone and the first step of the scale. 

Similarly, the C triad would be IV and the D triad would be V. The 

remainder of the triads function in the same manner. (Figure 21.) 

T i 
Cr e » 

Figure 21 

Concomitant with the study of triads is the study of their 

inversions. The three primary triads should be placed on the 

chalkboard in root position. 



The first position of the tonic triad (i) is illustrated easily 

by placing the root of the triad one octave higher, while the third 

remains the lowest note. Likewise, the second position of the triad 

develops when the fifth of the chord remains as the lowest note, with 

the third placed one octave higher. (See Figure 22.) 

Hpdt position FiWt position SecetiA fostt&en 

II fir II I 
Z(Wic) 

Figure 22 

Numerous examples of the triad in arpeggio form appear in 

folk song literature. Even the opening tones of the national anthem 

can be used to illustrate a tonic triad. Bxe following excerpt from 

"Dixie" (Figure 23), illustrates the use of a I triad or triad in 

the key of major. This phrase conveniently includes the tonic 

triad in its inversions in measures five, six, and seven. Hie 

students should play the melody, form the triad and its inversions, 

and discover what possibilities there are for orchestration. 

D i x i e  

Figure S3 



Literature playable by high school orchestras is abundant 

with examples of the vise of triads as a compositional technique. 

Figures 2k to 28 are significant. Once again, original student 

orchestrations of these brief passages can enhance the learning 

experience. 
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Orchestration and Instrumentation 

Forming triads with individual students each playing one tone 

provides an opportunity for an immediate and practical experience* 

Since each player is not equipped vith a full score, it will be 

necessary for the conductor to point out where the triads appear in 

the compositions being studied* ScHetines, triads wqr be hidden "by 

orchestration techniques, syncopated rhythms, or levels of dynamics. 

Triads played with different combinations of instruments can 

demonstrate the many excellent possibilities of orchestral tone color. 

A prolific use of triads can be found in the brass fanfare. After 

students have had experience in listening to several examples of 

fanfares, seme may want to write their own. At first, the scope of 

these endeavors should be limited by suggesting the use of only 

three instruments and the I, IV, V triads and their inversions. It 

would be advantageous to have these primary triads placed on a chart 

for dally observation. The key signatures represented should be the 

same as the keys that will be played during that day's rehearsal. 

Naturally, activities of this kind can be accomplished only with 

advance planning. As the triad chart is developed, the scale should 

be included as veil. Figure 29 &» b, and c can act as a guide. 
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An interesting example of the use of triads appears in the 

fanfare from Act II of Puccini's Boheme. After having this 

excerpt (Figure 30) played on the piano, students should listen to a 

recording of the opening of the act in order to analyze the orches­

tration technique used by the composer. Same students should arrange 

the excerpt for three trumpets, trombones, or French horns. These 

arrangements can be performed and compared in class; furthermore, by 

combining one example of each trio a totally different effect will 

result. This manner of developing aural discrimination contributes 

to an awareness of tone color, balance, blend, and instrumentation. 

If an opaque or overhead projector is available, It would, be advisable 

to place these arrangements on the screen for the entire orchestra 

to see. 
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In order for students to relate their efforts to the personal 

Influence and concern of the teacher, the director should provide a 

creative endeavor of his own for students to observe and analyse. 

The fanfare for brass instruments and tympani Illustrated In Figure 31 

on the following pages is an example. 

This f&nf&re Is developed using only the I, IV, and V 

triads and their Inversions. At the eleventh measure the tympani 

enter as the entire passage is repeated in F minor. An additional 

four measures bring the selection to a close with a Tierce de 

Picardie" in the final measure. 

Once the fanfare has been presented via the piano, chaUcboard, 

or projector, certain students should be assigned to extract the 

parts from the full score. This will create an opportunity to 

practice music manuscript writing and give a keener insight into 

orchestration techniques. Parts from the orchestration should be 

assigned to instrumentalists who would prepare the composition by 

themselves. !Bae director can motivate this activity by allowing 

these individuals to take a few moments from the daily rehearsal to 

develop the project. 
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Four-Part Chord Construction 

A logical and sequential application of triads would be their 

use in the development of four-part chords. Since the student will 

be acquainted with triads in closed position, his initial experience 

should be with the triad in the treble clef and the doubled chord 

tone in the bass clef. Figure 32 on page 55 illustrates the procedure. 

In Figure 33 this technique is used to harmonize a simple folk melody* 

After a brief discussion ot the distribution of the chord 

tones, the chord progression should be played by the orchestra. 

Each chord tone should be assigned within the section in the manner of 

SATB choral group. Likewise, the division can be made among entire 

sections. 

Number Name Section 

8 (octave) Root Upper woodwinds 
5 Fifth Upper brasses 
3 Third Upper strings 
1 Root Lower woodwinds, 

brasses, and strings 

The demonstration can be continued by playing a I, V, I 

progression in several key signatures. The following progressions 

are examples which may fill a particular need. In addition, 

illustrations of folk song excerpts emphasizing I, IV, V, I chord 

progressions should be used both visually and aurally. Some students 

are capable of improvising these fragments at sight. This will create 

significant interest, skill, and mental discipline. 
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Assuming that theory lessons absorb a fraction of each week's 

total rehearsal time, and that the sequential pattern of growth Is 

progressing veil, ve can predict that experiences vlth four-part chords 

will take place during the second semester. It Is important to recog­

nize that the orchestral student vlU be Involved in listening, 

performing, and research projects also - all vital areas of his 

musical development. 

Cadences 

The I and V chords are the most frequently used in music. 

Examples of the interplay between their melodic and harmonic elements 

are numerous. With sane guidance, students should begin to recognize 

the harmonic skeleton of a composition and understand how it contri­

butes to the development of the structure of the work. Phrases, 

periods, and entire sections which end with specific chord progressions 

should be highlighted. The term cadence now becomes significant. It 

needs to be defined as well as its Latin origin cadere meaning 

"to fall." 

Although various cadences exist, at first the student should 

be responsible for two, the authentic and the pl&gal. 3bey are 

defined on page 57. Notated illustrations appear in Figures 3^ a, b, 

and c, and 35 a, and b. 



authentic cadence - authentic because the 
chord progression V to I definitely esta­
blishes the tonality of the key. It is 
called perfect when the root of the I 
chord occurs in the tvo outside voice 
parts with the root of the preceding V 
chord in the bass. Any other arrangement 
of tones would make It an Imperfect 
authentic cadence. 
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2. plagal cadence - plagal from the Greek plaglos 
meaning sidewise, and hence, Indirect. Bie 
IV to I progression of this cadence Is used 
sometimes as a substitute for an authentic. 
Most often It Is found at the end of hymns. 
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Figure 35 

Students should become familiar vlth the sounds of cadences 

and discover them in the literature they play. At this time, the 

introduction of the V7 chord would make the student cognizant of the 

widely used harmonic progressions I, IV, YJ, I. The resolution of 

the seventh step of the chord and its dissonant features should be 

analyzed carefully. Since practical use of these chords in aural 

and written exercises will contribute to the best means of retaining 

their comprehension, students should be assigned to write and play 

the progressions in four-part harmony. Those with sane keyboard 

facility will find the challenge exciting. Once again, additional 
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dimension is developed by having various sections and then the entire 

orchestra perform these progressions in as many keys as possible. 

When the orchestra is divided into four different ensembles representing 

the four grade levels in the orchestra, specific assignments designed 

for the particular level of proficiency will augment the experience 

and develop the skill at a faster rate of speed. Ho matter hov 

awkward the instrumentation may seem, it is at times like these that 

the freshmen may he concerned with chords in root position as 

sophomores become involved in chord inversions. 

In Figures 36 and 37> original cadential progressions are 

presented. Figure 36 illustrates the popular 1, YJ, I progression 

three ways by placing the soprano on different steps of the scale: 

(a) 8, 7, 8, (b) 3, h, 3, and (c) 5, 5, 5-

Figure 36 

4 
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In Figure 37> the progression is augmented to include the 

XV chord. The cadence at the end in each case is perfect. 

'jcj it & 
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35: 3 £ i  a  i  in  
Figure 37 
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Figures 38 to 42 are examples from the standard high school 

literature. Mozart's masterful expression in perfect form is 

illustrated by the two brief passages which follow. In Figure 38, 

the chords are presented in block form. 
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On the other hand, in Figure 39 the harmonic development 

steins from the treatment of the melodic line in arpegglated style. 
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Figure 39 

The Haydn excerpt cited in Figure k-0 once again illustrates 

block chord progressions. 
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In Figure 1*1, a passage is presented which illustrates the 

repetitive use of the V7 to I progression. 
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In Figure U2, a unique treatment of the plagn.1 cadence is given. 

iUrite««*4i V»U«TrWe siMtuit 

Figure 42 



IV. Music Theory Progress Plan for the Sophomore Year 

The planned experiences in theory for the sophomore year are 

continuous and contingent upon the student's accompliBhments daring 

his freshman year. A quick glance at the Student Progress Record 

(discussed in detail in Chapter Six) vill reveal those areas or 

skills which the student has mastered successfully. The following 

plan suggests the material a sophomore should became familiar vith 

during the year. 

Rudiments of Music 

1. Clefs: review of treble, bass, and alto 
2. Meter: (Alia Breve) 3 9 12 

8, 8, S 
3. Transposition: B flat instrument players to read 

from concert pitch; treble to bass clef; bass clef 
Terminology as it appears in the literature 

Harmony 

1. Scales: review of first year scales; addition 
of harmonic minors plus two new keys of E major 
and A flat major -

2. Intervals: review of major, minor, perfect; 
addition of diminished and augmented intervals 

3. Triads: review of major and minor; addition of 
diminished and augmented in all keys of progress 
plan 

4. Harmonic progressions: I, IV, TJ, I and their 
inversions; introduction of anticipation and 
suspension 

5. Cadences: half (semi) and deceptive 

Ear-training 

1. All above-mentioned scales, intervals, triads, 
and harmonic progressions presented aurally 
via the orchestra or the piano 
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2. Rhythmic dictation: more intricate patterns 
including triplets, syncopation, and 
dotted rhythms 

3. Melodic dictation: recognition or repetition, 
contrast, and variation 

Analysis 

1. Form and design: etude, fugue, suite, chorale 
2. Orchestration: longer pieces for duet, trio, 

quartet 
3. Two and three part song forms; rondo, minuet 

Rudiments of Music 

Included in the mechanical or technical aspects of music 

theory are transposition techniques. Simple melodies such as those 

appearing in Figures 1*3 and hk can be assigned to the student for 

written experience. He should be expected to transpose to any of 

the key signatures which are part of his progress plan. 

a M oĴ rato German FoK Son$ 

• I J ® X7 I 

Figure 1+3 
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When transposing Figure 44, the student should transpose the 

notes into the bass clef as veil. 

Moderato Hungarian 

m 

§ § 
9t.*»Fiae 

Figure U4 

The student's aural skill will develop when he is called 

upon during class or at a special audition period to play these 

melodies on his instrument. Although he may be familiar with them 

in written form, performing them on an instrument is an entirely 

different experience. 
* 

Since the prime source of the student's musical development 

will be with music that is being rehearsed and performed in class, 

then this literature should be highlighted. Extracts from the 

scores in the orchestra's library are valid means of developing 

most phases of music theory. 
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In the Brahms excerpt (Figure 1*5), the following points 

should be taught. 

1. minor mode 
2. long lyrical phrases ending on definite cadences 
3. six measure phrases, repeated four times forming 

complete period 
1*-. rhythmic syncopation throughout the composition 
5. melodic line usable for transposition purposes 
6. terminology (An example of a terminology examin­

ation which utilizes terms found in high school 
orchestral scores appears in Appendix C.) 

Allegro motto 
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Harmony (Triads) 

The elements of harmony on which a sophcmore should concen­

trate are similar to those In his previous year. The application 

of each skill, however, should receive a more significant emphasis. 

In the Bizet excerpts which follow (Figure 46 a, b, and c), triads 

are illustrated in three ways: 

Figure 46 

a. arpeggiated in pizzicato style 
b. as an accompaniment with the triad played 

over an octave and a half 
c. in a rhythmical, fanfare-styled brass passage 
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Figure 46 a 
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Each of these triad passages can be manipulated to give the 

student an opportunity to form major, minor, augmented, and diminished 

triads aurally or through written exercises. The final ending, for 

example, of Anderson's "Belle of the Ball" (Figure 1*7)* Includes a 

chromatic triad passage for brass Instruments. These triads can be 

played as minor, augmented, and diminished chords in order to make 

comparisons of sound and interval relationships. If the passage Is 

used in concert pitch as illustrated, the trumpets will need to make 

use of their transposition techniques. Broader development will 

result if the passage is played in several keys. 
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Four-Part Chords 

Since students are familiar with chord progressions in root 

positions, examples illustrated in Figure 1*8 should be presented 

again vith specific instructions on changing them into inverted chords. 
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One procedure for gaining experience vith inversions is to 

present a number of bass melodies utilizing the notes of the root, 

third, and fifth tones of I, IV, and V chords. Students should 

consult the chords in Figure Ufl and rearrange the notes being aware 

of the proper doublings. Once this written procedure is assimilated, 

they should experiment by forming these chords aurally within a 

small ensemble. 



The following bass melody in Figure 1+9 is conceived to 

employ the inversions of the I chord. 

Figure k9 

In Figure 50* "the "bass line is harmonized using close 

position chords in the treble clef. 

m 
Figure 50 

Figure 51 contains a bass melody which permits additional 

inversions to be used. The suggested harmonization is presented in 

four-part open style. 

LA 

Figure 51 
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Cadences 

An important element in understanding the structure of form 

in music is developed through a sensitivity to cadential feeling. 

Once the students have had experiences with the formation of authentic 

n-nri piagal cadences, the procedures for the half (or semi-cadence) 

and the deceptive cadence are simplified. The following is a 

succinct definition of a half cadence. 

Definition: 

A hpif cadence results when a phrase ends on any 
tone of the dominant chord giving a feeling of 
incompleteness to the phrase. As a rule the 
root of the V chord is used on the closing beat 
of the phrase. 

The following excerpt from Frescobal&i' s "Toccata" (Figure 52) 

illustrates an ideal example of the half cadence. Students should 

analyze the remainder of the score to determine how the composer 

develops this process. 

AIU3V0 qmiW J'ftt 
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Figure 52 



For many students, a more unique and musically appealing 

experience results from the sound of a deceptive cadence. The 

sensation of surprise and suspense captivates the listener's ears 

and immediately focuses his attention on the harmonic textures of 

the cadence. 

Briefly, the temporary substitution of the VI chord for the 

I chord in an ending is called a deceptive cadence. This device is 

sometimes used to extend the phrase and to give more prominence to 

the ending of the composition. 

Suspension and Anticipation 

When introducing the suspension, a simple verbal explanation 

can be enhanced with some visual examples. Biis should be followed 

by illustrations extracted from scores found in the music department's 

library. In addition, listening activities will reinforce aurally 

these elements of music structure. The following procedure concerning 

suspensions can be used. 

1. Definition: 

A suspension is a note which often is suspended 
over the bar-line, many times tied to the 
preceding note of the same pitch. It is not a 
member of the chord over which it is suspended, 
but makes a natural resolution downward on the 
following beat. It has three characteristics: 
the preparation, the suspension, and the 
resolution. 



2. Examples of suspension: 
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Figure 53 

3. The following illustrations of suspensions are taken from 

standard literature. Scores should be available for the students to 

identify preparations, suspensions, and resolutions. Certain scores 

can be arranged for small groups of orchestral instruments. 

HatuUi 
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Figure 5^ a 
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The term anticipation is normally applied to a note which 

seems to appear too soon in the harmonic structure of a passage. 

The anticipation occurs on an unaccented beat; it is usually 

shorter than the note it anticipates. In most cases, instead of 

being tied, the note is repeated when the chord changes. 

Murphy and Stringham cite an excellent excerpt (Figure 55) 

which illustrates three important embellishments: deceptive cadence, 

suspension, and anticipation. 

HatwUl .  1 ^ 1  

dMptfv# CAtienCS 
AfftfeSflaton 

Figure 55 

When analyzing the above excerpt from Handel's "Largo," the 

student should be aware of the following: 

In measure 1, the C (identified by x) belongs to the preceding 
chord and i3 called a suspension. On the other hand, the C at 
the end of measure 4 belongs to the chord of measure 5- Such 
a tone that anticipates the chord to which it belongs is called 
8111 anticipation. Note that, in relation to the chord background, 
it is the exact opposite of the suspension. Unlike the suspension, 
however, the anticipation progresses in either direction and, 
occasionally, may even be introduced by skip. 

1. Howard A. Murphy and Edwin J. Stringham, Creative Harmony 
and Musicianship (New York: Prentice-Hall, Inc., 1951)j P* 9^* 



Ear-training 

The term ear-training is accepted to mean the training of the 

listener's ear to heax those aspects of musical structure which will 

clarify and crystallize his aural perception of sound. The music 

educator, however, must recognize it is actually the mind of the 

music student that is being cultivated by means of his ears. The 

ears merely act as organic receptors which transmit sound waves to 

the human brain; consequently, any processes developed to train the 

ear must be conceived of in terms of intellectual discipline. 

. Probably the most basic activity germane to the student's 

development is continued experiences with rhythms. One way these 

experiences are manifest is through percussive sounds. In Figure $6, 

the director is provided with numerous rhythmic patterns to help 

augment the student's background with rhythms. 

pfgp 

iv-m u r f ft dr r ilt U f 11* m p he^j f  

ntf'? tijr»  

Figure 56 
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More challenging learning results vhen a melodic line is 

added to already familiar rhythms. In Figure 57* for example, three 

rhythms are cited from Verdi's "Grand March" from Aida. Once the 

rhythms have had time to mature, the melodies should be added for 

aural dictation. Helping the student visualize both the melody and 

rhythm on the chalkboard will clarify the procedure. 

fifKwiiHavch Vevdi 

Figure 57 

Experiments with poly-rhythms (Figure 58) often attract the 

interest and curiosity of all those participating in such activities. 
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The rhythmic patterns in Figure 59 are presented in 

6 
8 meter. Most of them are used in the melodic line appearing in 

Figure 60. Original contributions by the students and director are 

bona fide endeavors for developing rhythmic sensitivity. 

J> J> J fit i J J. i J |*I J! J J n J | 

Figure 59 
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Analysis 

In developing the variety of procedures concerning analysis 

in music, the director's attention should be focused on two broad areas: 

a. the musical repertoire which appears in the student's 
Selective Listening Program found at the end of 
Chapter Pour on listening 

b. the music which will be studied, rehearsed, and 
performed from the Selected List of Fifty High 
School Orchestral Scores as presented in Appendix E. 

Included in both these areas is enough material to absorb 

any reasonable amount of concentration on the development of form 

and design in music. If supplementary examples are necessary, 

original passages such as those appearing in Figures 6l to 63 can 

be created easily. 

MtfltOi Soltcmito 
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Figure 6l 
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Figure 63 

Ideally, the student with initiative Should be encouraged 

to consult as many texts on theory as his time will permit. Biis 

will provide him with numerous approaches to his study; it will give 

him an opportunity to select and absorb information which he feels 

is most pertinent to his development. 
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V. Music Theory Progress Plan for the Junior Year 

Depending upon the structural framework of a high school, 

the student may attend three or four years. The junior and senior 

years of the music theory progress plans are designed to be absorbed 

by one another. Naturally, if a student does attend a full four-year 

period, broader and deeper learning will result. 

Rudiments of Music 

a. Clefs: tenor and movable 
b. Meter: 2 3 5 5 also compositions utilizing a 

2, 2, h, 8, 
variety of signatures 

c. Transpositions: written and aural; exercises for 
and ED instruments; A trumpet and A clarinet; P horns 

d. Terminology as it appears in the literature; 
concentration on proper pronunciation of Italian, 
German, and French terms 

Harmony 

a. Scales: all major and harmonic minors; chromatic 
b. Intervals: all major, minor, perfect, augmented, 

and diminished 
c. Triads: all major, minor, diminished, and augmented 
d. Harmonic progressions: review of former chords; 

addition of II, VI; introduction of neighboring 
tones, passing tones, and appoggiaturas 

Ear-training 

a. Rhythmic dictation: intricate patterns as they 
appear in the literature 

b. Melodic dictation: motives, phrases, as they 
appear in the literature 

c. Harmonic dictation: recognition of unique 
progressions from the literature 
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Analysis 

a. Form and design: sonata, symphony, concerto, 
overture, cadenza 

b. Orchestration: small ensembles, brass choir, 
woodwind quintets, string quartets 

Rudiments of Music 

Clefs. Primarily, those students who play cello, bassoon, 

and trombone are the orchestral players who perform in the tenor and 

movable clefs. After initial discussions and demonstratioris concerning 

the function of these clefs, these students should be trained as a 

separate group. If this is not feasible during class time, the 

director should make arrangements to coach special sessions before 

and after school utilizing the help of a colleague or apprentice 

teacher. 

Meter. Problems concerning meter, on the other hand, are of 

great importance to all students. It would be advantageous to include 

in the orchestra's repertoire works that present unique examples of 

the use of meter. Although the Menotti excerpt (Figure 6b) is 

technically and stylistically difficult for most high school 

orchestras, a director who possesses a well-developed violin section 

should attempt thi3 worthy composition. In any case, by making use 

of an overhead projector, the students can visualize Menotti's 

craftmanship on the screen. The entire score is abundant with 

fascinating treatment of rhythms, meter, and orchestration techniques. 
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Another Menotti score which hears careful investigation is 

his "Sebastian Ballet Suite." llie metric signs read much like a 

mathematical table. The composer's masterful interaction between 

7 6 and 5 meter signatures is matched by equal interplay of 2 
8, 8, 8 k, 

3 k and 5 meters. Qhis score is not playable by high school 

K * 

groups; however, the numerous excellent recordings that are avail­

able make it an intriguing listening experience. 

Transpositions. The director should provide opportunities 

for his B flat trumpet and clarinet students to gain playing experi­

ences with literature scored for A pitched instruments. By the Junior 

year, the serious clarinetist will more than likely own or be familiar 

with an A clarinet. Tftis is not necessarily true concerning the 

trumpet student; nonetheless, with some private coaching, these 

youngsters can be taught successful ways of transposing from their 

parts. If necessary, the student can rewrite his part, giving him 

additional experience with the technique of transposing music. 

Before the composition involved is to be rehearsed by the 

entire group, it would be advantageous to make available to the 

student the part that needs transposing. This will save valuable 

time which can be devoted to other aspects of rehearsal procedures. 

Similarly, French hornists who encounter parts that are not in F or 

B flat should become involved in the same procedure. More recently, 

publishers are providing transposed French horn parts which are an 

attractive feature of published orchestrations. 
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Those students who play transposing instruments can enhance 

their orchestration techniques by arranging simple folk tunes for 

small groups of like instruments; e.g. four clarinets, trumpet trio, 

horn quartet. After these orchestrations are played as written, they 

can be performed in other keys at sight. If transposing procedures 

have become a part of the student's playing technique, this will be 

a pleasant but challenging assignment. 

Terminology. At all, times, terminology as it appears in the 

literature should serve as a means of providing additional depth to 

each learning situation. In the Junior year, however, proper 

pronunciation, accurate interpretation, and correct application of 

terminology should receive primary concern. 

Italian is the language principally used in musical scores • 

because the early practice of indicating tempo and expression began 

in Italy. Although Italian still is universally employed, composers 

of the nationalistic movement during the last centviry began indicating 

tempo and expression markings in their native tongues. Prominent 

among those who followed this trend were Richard Wagner, Richard 

Strauss, Claude Debussy, and more recently, Paul Hindemith. 

Since some of the scores the students will be playing will 

incorporate languages other than Italian, it would be desirable for 

them to become familiar with the commonly used terms of tempo and 

expression in German and French. A terminology examination utilizing 

a combination of Italian, German, and French terms appears in 

Appendix C. 



Harmony 

Chromatic Passages. By the time most high school brass and 

wind players have become Juniors, they can perform the chromatic 

scale with a certain amount of security. This feat is not accom­

plished easily on stringed instruments and in many respects, is 

not as vital as on a wind instrument. There are, nonetheless, a 

number of group procedures which can be used to develop this kind 

of skill. 

The orchestra's initial experience may be with a passage 

that is especially written for the group. The chromatic passage 

in Figure 65 illustrates the following items. 

1. half note ascending chromatic passage in bass clef 
2. half note descending chromatic passage in alto clef 

creating contrary motion 
3. interplay between half, quarter, and eighth-note 

chromatic passages in treble clef written for 
two independent voices 

4. gradual crescendo from Piano at the beginning, to 
Forte at the end of the passage 

5. use of three clefs to facilitate transposition 
techniques 

After a brief but thorough analysis of the chromatic passage, 

each student will discover some section he can play. The French 

horns may be able to play the same melodic line as the violas, 

transposing from the alto clef. Since the bulk of the passage is 

in half notes, this can be accomplished easily. When executed by 

string basses, trombones, bassoons, cellos, and tuba, the bass line 

completes the passage. 
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Intervals. A good procedure which, can be used for a number 

of creative assignments involves interval relationships. The director 

should select a passage from the orchestra's repertoire whose 

intervallic structure is illustrated clearly. Ike clarity and 

transparency of Mozart's "Romance Theme" from Eine Kleine N«^ht-m»gik 

makes this a good example. In duet style as presented in Figure 66, 

students will recognize an interplay of interval relationships in the 

key of C major. 

Andante Jnoo fine Klein* 

Figure 66 
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As a written assignment, each of the intervals formed by the 

two melodic lines should he identified. It would be beneficial to 

have the entire passage written in C minor using the harmonia minor 

form. By indicating the resulting intervals once again, a comparison 

of the two examples can be made. The discerning director should 

suggest that students working as a team can play the passage as well 

as write it. Essentially, real growth and maturity with theoretical 

experiences is a consequence of the aural contact with the actual 

sounds of the music being studied. Additional dimension will ensue 

if other analytical features of the work are observed. Even the 

brief passage cited illustrates Mozart's use of perfect form through 

his elegant manipulation of cadential chords and I, IV, V harmonic 

progressions. 

Inasmuch as the orchestral student should expand his knowledge 

of chords in his Junior year, immediate attention should be focused 

on the formation of the II, III, and VI triads of the major scale. 

Clarity of presentation will enhance each learning situation. 

Experience with new chords should take the following visual form 

(Figure 67). 
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Placing the triad in close position in the treble clef vith 

the bass line in root position seems to attract the learner's 

attention more rapidly. Further development should augment this 

procedure to include four-part harmonization activities. In Figure 68, 

the VI and II chords axe used in a typical harmonization of these 

chords. 
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In Figure 69, a longer harmonization utilizes the same chords. 
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It is almost impossible to ascertain which harmonic embellish­

ments axe most valid to the orchestral student; nevertheless, the 

following items should be added to the list: neighboring tones, 

passing tones, and appoggiaturas. These non-harmonic tones are used 

exclusively for embellishment purposes and are named according to 

their function within the melodic and harmonic structure of the 

composition. 

Neighboring tone. The following illustration (Figure 70) 

provides a clear picture of neighboring tones. 

j j 1 j 1 

Figure 70 

A characteristic of the neighboring tone is that it must 

return to the same harmony tone which precedes it; furthermore, it 

may be either above or below and may be diatonic or chromatic. 

Passing tone. Probably one of the most frequently used 

musical embellishments is the passing tone. Its primary purpose is 

to provide a link between two tones; it can move to another tone of 

the same harmony or to a tone of a different harmony. It most often 

occurs on an unaccented beat and allows for forward motion and 

smoothness to result (Figure 71). 
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Figure 71 

Walter Piston gives the following explanation of a passing 

tone. 

Passing-tones are tones which fill the space between two 
different harmonic tones not necessarily members of the 
same chord. This interval will be either a third, fourth, 
or second and may be bridged diatonically or chromatically, 
or by a combination of both, as long as the melodic 
progression contains no skip.2 

Appoggiatura. Examination of an appoggiatura will reveal 

that this non-chord tone frequently is entered by skip, but always 

resolved by step. Once again Piston's definition is presented because 

of its brief but concise explanation. 

As its Italian name implies (appoggiare - to lean), the 
appoggiatura is distinguished by its rhythmic stress, or 
melodic weight. It appears on the beat most effectively 
with a change in harmony. It may enter by skip, step, 
or repetition, and resolves by step up or down, to a 
note of the chord.3 

Musical examples are presented in Figures 72 a, b, c, and d. 

2. Walter Piston, Principles of Harmonic Analysis (Boston: 
E. C. Schirmer Music Company, 1933)* P» 30. 

3. Ibid., p. 31. 
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Ear-training 

The rhythmic, melodic, and harmonic material available in 

high school orchestral literature is expansive. The director must 

select with discretion the material that will serve best the purpose 

of developing ear-training skills. Although each orchestra is composed 

of the same basic organizational and musical elements, there are 

environmental influences which make each group a unique and wholly 

individualistic organism. Normally, the director is the only person 

aware of the intricate problems concerning his group, the variety of 

personalities and abilities which make up its membership, and the 

scope of the program in which he is working. 

The director who seeks material which lends itself to develop­

ing ear-training skills should take into consideration the following 

passage (Figure 73) from Mozart's Cosi Pan Tutti. Naturally, the 

entire score should be consulted to discover (a) imitation in voice 

parts, (b) repetition of melodic motives, and (c) orchestration 

procedures. 

uCo* FWTutU* 

Flute MoxaVt 

Figure 73 
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In the next excerpt (Figure 7*0 the objective is to hare the 

stvident recognize the couxrtennelody while the main theme is being 

played above it. Each melody should be d-1 coated separately, preferably 

being played by an orchestral instrument. Then the student should 

determine at what places in the orchestration these melodies are 

heard again. He should indicate also which instruments are assigned 

to each melody. 

Animato 
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Figure 7^ 

Other aspects to be considered include the recognition of 

phrases, periods, cadences, and harmonic progressions. 



Analysis 

Soon the third year student will discover a need to became 

familiar with the large forms in music such as sonata, symphony, 

concerto, and overture. In addition, the term cadenza, closely 

connected with some of these forms, should became a part of his 

vocabulary. 

In many cases, the playing technique of a Junior in high 

school has reached a maturity where sonata literature for solo and 

piano accompaniment is desirable and playable. Some students are 

advanced enough to perform movements of concertos and occasionally, 

entire concertos. Accordingly, the student's analytical studies in 

music theory will familiarize him with the structure and design 

of these forms. 

Pertinent historical information about the development of 

the sonata would be significant in order to establish it as the 
» 

forerunner of all major forms of Western world music. Aaron Copland 

cautions the student to be perfectly clear on the distinction between 

sonata and sonata-form. His explanation is quoted below in its 

entirety because of the succinctness of his statements. 

Of course, it must not be forgotten that when we speak of 
sonata form we are not discussing only the form to be found 
in pieces that axe called sonatas, for the meaning of the 
term is much more widespread than that. Every symphony, 
for example, is a sonata for orchestra; every string quartet 
is a sonata for four strings; every concerto a sonata for a 
solo instrument and orchestra. Most overtures, also, are in 
the form of the first movement of a sonata. The usage of 
the term sonata itself is generally confined to compositions 
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for a solo instrument,, with or without piano accompaniment; 
but, as may easily be seen, that is not nearly broad enough 
to include the varied applications of what is, in fact, 
sonata form to different mediums.^ 

It is sufficient that the student understand that a sonata is 

a composition written for a variety of individual solo instruments or 

combinations of instruments, and that the sonata as a whole is a 

composition with three or four contrasting movements, often fast-

slow-moderately fast-very fast. Some characteristics of these 

movements are listed below. 

Sonata 

a. First movement: conceived in sonata-allegro form 

b. Second movement: slow movement, sometimes a theme 
and variations, or slow version of a rondo form; 
or a regular three-part sectional form 

c. Third movement: minuet or scherzo (The minuet 
appears in earlier classical works of Haydn and 
Mozart, while the scherzo is the contribution 
of Beethoven.) 

d. Fourth movement or finale: an extended rondo 
form or sonata-allegro form 

Sonata-Allegro Form or Sonata Form 

Briefly, the term sonata-allegro form is applied to the 

structure of the first movement of the solo sonata, concerto or 

symphony. There are voluminous texts and references which present fine 

definitions and analyses of this aspect of form in music. For detailed 

descriptions the director is encouraged to refer to these texts. 

4. Aaron Copland, What to Listen for in Music (New York: 
Mentor Books, Revised Edition, 1963)> P» H2. 
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The treatment of the melodic and harmonic materials as used 

in the sonata-allegro form becomes clear through actual listening 

experiences with selected literature. The diagram in Figure 75 helps 

visualize these structural elements for the student. Those orchestral 

performers who have keyboard facility will discover that the Beethoven 

piano sonatas are excellent examples of the form. On the other hand, 

the serious listener should be referred to recordings of these 

compositions. 

Pevelogmetit Lort 
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Figure 75 

Upon assimilating the background, structure, and expressive 

qualities of the sonata, the forms of the symphony, concerto, and 

overture should be investigated. Inasmuch as the structural designs 

•pf these forms are unique in their similarity, their characteristics 

are clearly observable. Detailed comparisons should be made. 
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Symphony 

a. composed in three or four large sections called 
movements 

b. conceived in contrasting moods of expression 

First movement: . FAST, most often in 
sonata-allegro form 

Second movement: SLOW, often in lyrical 
song form 

Riird movement: DANCE, often a minuet or 
scherzo 

Fourth movement: FAST, often a rondo 

c. symphonies created in three movements omit 
the dance section 

d. scored for orchestra (compare instrumentation 
of classical, romantic, and contemporary 
orchestras) 

Concerto 

a. composed in three sections called movements 

b. composed for solo instruments and orchestral 
accompaniment 

c. characterised by a cadenza near the end . of the 
first and third movements (cadenza: an un­
accompanied passage played by the soloist 
designed to display his virtuosity.) 

d. conceived in contrasting moods of expression 

First movement: FAST, often dramatically- spirited 

Second movement: SLOW, often lyrical and poetic 

Third movement: FAST, often sparkling and 
vivacious 



101 

Overture 

The form of the overture is attributed to the French 

composer Lully. In his hands the French overture was established as 

one of the prominent forms of the seventeenth century. It is 

conceived in the following structural form: 

a. SLOW, majestic, chordal introduction with 
frequent use of dotted rhythms 

b. FAST, often an allegro, loosely constructed 
in contrapuntal style 

c. SLOW, often a return to the beginning tempo 

The Italian opera overture called "sinfonia" which 

provided a model for the French copy has as its original purpose the 

characteristics of an introduction to an opera, de form soon evolved 

into a new structural design which treated the sections in the 

following manner: 

a. FAST, usually, an allegro 

b. SLOW, usually a lyrical andante 

c. FAST, a finale sometimes in dance style 

This newly developed style of the early seventeenth 

century became the forerunner of the solo concerto. It sometimes 

assumes the proportions of a symphonic first movement, with occasional 

overtures conceived in a sonata-allegro form. 

By becoming familiar with the overture styles of Mozart, 

Beethoven, and Rossini, the orchestral student will be provided with 

an adequate means for making comparisons. The elegance and clarity 
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of expression in Mozart's operatic overtures indeed will be appreciated 

by all who hear and analyze them. Beethoven, on the other hand, 

presents in his concert overtures dramatic and heroic interpre­

tations in a bold and defiant manner. Rossini, however, is considered 

the master in "the style." His spirited and animated ideas combined 

with his gift of melody seem to captivate the attention of the listener. 

Orchestration. In the Junior year, the development of 

orchestration techniques assumes a more specialized role. Not every 

student is interested or especially talented in orchestration 

procedures. The student who does exhibit this curiosity and ability 

must be encouraged to became familiar with the technical and expressive 

qualities of each orchestral instrument. Bie following characteristics 

concerning orchestral instruments become pertinent. 

a. the tone quality or timbre of an instrument 

b. the tonal range of each instrument so that 
extreme or impossible demands Eire not requested 
of the player 

c. the technical flexibility of the instrument so 
that awkward rhythmic and melodic lines are 
not a consequence 

d. the expressive powers of the instrument so that 
effective sonorities and dynamic contrasts are 
composed in an artistic manner. 

Joseph Wagner makes the following comments concerning 

orchestration. They are presented here as a final thought for 

preparing experiences and activities in orchestration techniques. 
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Rimsky-Korsakov has been credited with the assertion that 
"orchestration is composition." This truism emphasizes 
the importance of thinking orchestral!y vhen composing 
for orchestra. Orchestration is not a subject that can 
be mastered by textbook study only. It requires infinite 
curiosity about what has been done and what is being done 
by writers of orchestral music at all periods. Textbook 
study and application serve as a guide in stimulating 
purposeful thinking and offer sound advice on all practiced, 
and technical matters. It is for the student to put these 
elements into practice by following the procedures which 
will help the eyes to hear, for, after all, notes are not 
sounds but symbols for sounds.5 

The director of the high school orchestra must be constantly 

aware of the possibilities involved 

He should encourage his students to 

literature, as well as folk songs, 

opportunities for orchestrating for 

in orchestration assignments, 

seek material in piano and vocal 

This exposure will provide ample 

small ensembles of mixed 

instruments, brass choirs, woodwind quintets, and string quartets. 

In addition, the director should allow these orchestrations to be 

performed in class in order for the sounds to be heard, assimilated, 

and evaluated. 

5. Joseph Wagner, Orchestration (New Tork; McGraw-Hill Book 
Company, Inc., 1959)> p. 8. 
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VI. Music Theory Progress Plan for the Senior Year 

Initial Considerations 

The high school student's senior year usually represents the 

culmination of an important phase of his educational endeavors. His 

studies are intensified, his attitude is serious, and his goals for 

the future are being developed and formalized. It is a year which 

sees an increase in the number of 

- projects that are initiated for his pursuit 

- special assignments which must be completed 
before graduation 

- social obligations that vie for the student's 
attention and participation 

The music director should plan for an instructional program 

of experiences and activities which is informative, purposeful, and 

flexible. Logically, this should take the form of a series of related 

proceedings which will permit the student to apply his previous 

knowledge and skills to areas of learning where assiduous growth in 

depth will result. 

The scope of the course content should include greater 

concentration on the growth of the individual. Emphasis on the art 

of conducting will find its proper place at this stage of the young 

musician's development. This area of musical expression can become 

an integral part of his musical environment. 
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Although conducting itself is not considered a part of theory, 

a well developed background in theory is necessary for the student to 

become a proficient conductor. The seriousness of the involvement 

quite naturally will be based on each student's interest and potential 

ability; however, all senior students should be trained in baton 

techniques and procedures of interpretation. Taking these factors 

into consideration, the following outline emerges as the course of 

study in music theory for the senior music student. 

Rudiments of Music 

a. Meter: 7 7 9 
8, 4, k 

b. Terminology as it appears in the literature; 
complete understanding and correct pronun­
ciation of Italian, German, and French terms 

Harmony 

a. Scales: review of all major and harmonic minor 
scales in a variety of rhythmic patterns 

b. Harmonic progressions: III, VII: development 
of keyboard facility; improvisation 

Ear-training 

a. Melodic, rhythmic, and harmonic patterns as 
they appear in the literature being studied 
and performed 

b. Application of accumulated ear-training skills; 
development of a keener discrimination of 
quality in performance 
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A-PalyBls 

a. Form and design: theme and variations; 
tone poem; classical dance suite 

b. Orchestration: easy songs for full orchestra; 
string orchestra; woodwind and brass ensembles 

Conducting ' 

a. Experience with basic baton technique 

b. Seminars in conducting to become familiar with 
Instrumentation and interpretation procedures 

c. Activities in full score reading 

d. Actual conducting assignments with the orchestra 
at assemblies, demonstrations, and concerts 

Rudiments of Music 

Since unusual meter signatures like 7 7 and 9 frequently 
8. b, k 

appear in contemporary scores, the senior should be expected to gain 

experiences with these meters by consulting the contemporary scores 

which are included in the music department's library. In view of the 

fact that individual research for the high school senior is not an 

uncommon procedure, the director will discover he can assign musical 

projects designed to pique the student's curiosity. 

Many twentieth century composers have contributed scores 

which, through their craftsmanship and prodigious treatment of the 

contemporary idiom, are abundant with illustrations of modern 

orchestration and composition techniques. Some suggested composers 

and compositions to investigate would include the following: 
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1. Bart ok: "Concerto for Orchestra" 

2. Copland: "Connotations for Orchestra" 

3- Schoenberg: "Theme and Variations for Orchestra" 

4. Shostakovitch: "Symphony No. 11" 

5. Stravinsky: "Symphony of Psalms" 

In addition to providing unique applications of melodic, 

rhythmic, and harmonic materials, the terminology used for directive 

and expressive purposes is often intricate. A terminology examination 

utilizing some unusual terms appears in Appendix C at the end of the 

dissertation. 

Harmony 

During his final year, the senior music student's participation 

in auditions, festivals, and/or competitions frequently increases. 

Oftentimes, as part of regular audition requirements, the student is 

expected to execute all major and minor scales. At the very minimum, 

all scales up to five sharps and flats are requested. On these 

occasions, it is virtually impossible for the director to schedule 

individual coaching sessions concerning the assimilation of major 

and minor scales. This aspect of the student's technical development 

should have been achieved in the Junior year. On the other hand, 

continuous practice is necessary to maintain a high level of technical 

proficiency. The director's emphasis on scale-oriented exercises 

during warm-up procedure will contribute a generous amount of practice 
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for the entire group. Those students especially involved in preparing 

for a particular festival or competition can he granted some time off 

from the regular rehearsal to practice their scales in a music studio 

if one is available. Usually, the student who is curious enough to 

participate in these kinds of events is benefiting frcm private 

lessons as well. The orchestra director's main responsibility is to 

keep his students informed of the scheduled events and the require­

ments needed for active participation. 

Experiences with complex harmonic procedures in the senior 

year should be limited; however, the diligent application of those 

aspects of harmony which the student has already learned will be 

significant. The senior music student should became proficient at 

written harmonizations of melodies from the standard folk song 

literature. Ideally, it would be desirable for each student at this 

stage of his experience to develop a fundamental facility on the 

piano keyboard. Theoretical lessons through which the student had 

gained his early experiences now can be utilized, this time to evolve 

a keyboard technique. The use of primary chords in simple piano 

accompaniments is to be encouraged, thus contributing to a natural 

development of improvisational procedure. These sessions in improvising 

at the keyboard will act as a motivation for original composition 

endeavors. 
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Ear-training 

Continuous ear-training skills for the senior music student 

involve melodic, rhythmic, and harmonic patterns as they appear in 

the literature. The application of these skills in developing a 

keener discrimination for quality of performance allows the senior 

to assist the director in making critical judgments concerning the 

performance of the orchestra. The advantages of having a person 

specifically assigned to observe rehearsal procedures as a critical 

listener are significant. Hie student's attention should be directed 

to the troublesome places in individual or sectional playing and the 

specific places in the score wherein crucial attacks and releases 

are evident. As the student becomes adroit with the skills of 

critical listening, he can be expected to listen for the more 

sensitive elements of intonation, tone quality, dynamic effects, 

balance, and blend. 

From the very beginning of the school year, one senior each 

day can act as the critical listener, nils process could be repeated 

on a rotation basis until the end of the year so that all seniors 

receive several opportunities of becoming an assistant to the director; 

furthermore, the student's comments should be recorded on paper so 

that subsequent conferences could be arranged with the director, 
4 

This procedure might be simplified by providing the student with an 

adjudication sheet which includes a list of specific aspects of 
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performance on vblch he should focus his attention. Occasionally, 

verbal discussions with the entire orchestra inmediately after the 

student has made his observations are more valid. 

At subsequent rehearsals, the critic-student could be assigned 

to work with individuals or an entire section of the orchestra. 

Naturally, the director must use his discretion in determining which 

students are capable of such an important responsibility. 

The role of critical listeners in helping improve the perform­

ing proficiency of the orchestra should not be minimized. The 

director can participate in these sessions as well by taking a back 

seat as a student conducts the group. 

Analysis 

The two important factors which permeate every analytical 

experience concern the technical and artistic components of musical 

composition. Having accumulated workable knowledge and vocabulary, 

the senior music student should be able to make valid Judgments 

pertaining to the ways composers manipulate technical materials to 

create expressive, artistic sounds. 

Once again, the three main elements of all musical expression, 

melody, rhythm, and harmony, become focal points of concentration. 

The young analyst should be aware of the functions of each in the 

hands of the creative artist. Experience in recognizing their uses 

through repetition, contrast, and variation is important. 
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Joseph Machlis contributes 3cane eloquent statements about 

these constituents of music. In reference to melody he says, 

"...melody is the essential unit of connmxnication in music; the 

direct bearer of meaning from composer to listener. His tribute 

to rhythm is refined and distinctive. He claims that rhythm 

"permeates every aspect of the musical process. It shapes the melody 

the harmony, the form of the music. It binds together the parts 

within the whole: the notes within the measure, the measures within 

the phrase, the phrases within the period. 

He goes on to comment about harmony and its relationship to 

the entire structure of the composition. "Harmony pertains to the 

movement and relationship of chords. The chords are the framework 

of a composition. They form the substructure that holds it together. 

It is suggested that the student apply this wisdom to the 

compositions he listens to from his Selective Listening Program, 

Additional insight will develop by consulting the following scores 

and recordings. They provide examples of theme and variations, tone 

poems, and classical dance suites. As many as possible should be 

analyzed taking into careful consideration the structure, design, and 

the use of melodic, rhythmic, and harmonic materials of composition. 

6. Joseph Machlis, The Enjoyment of Music (New York: 
W. W. Norton and Company, Inc., 1957)> P* 15* 

7« Ibid., p. 26. 

8. Ibid., p. 17. 
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Theme and Variations 

a. Beethoven: '^Thirty-three Variations on a Walts 
by Diabelli" 

b. Bach: "Goldberg VariationsH 

c. Elgar: 1 Enigma Variations" 

d. Brahms: "Variations on a Theme by Paganini" 

Tone Poems 

a. Strauss: ?Thus Spake Zarathustra" 

b. Liszt: "Lea Preludes" (or any other) 

c. Sibelius: "The Swan of Tuonela" 

d. Ravel: "La V&lse" (choreographic poem) 

Dance Suites 

a. Purcell: "Harpsichord Suites" 

b. Bach: "English and French Suites}" "Partitas" 

c. Handel: "Fifth Suite" from First Collection 
of Suites (This suite Includes the ftomous 
Harmonious Blacksmith variations as veil.) 

3he orchestration experiences that the musia senior encounters 

should be broad and meaningful. His assignments may Include scaring 

far string orchestra, woodwind and brass ensembles, and full orchestra. 

If the time is appropriate, the student's interest in Jazz music can 

be exploited. Often, the older high school music student has formed 

Jazz combos or full dance bands which are excellent outlets for 

improvisational techniques. If this situation prevails, it may be 

rewarding to assign compositions to be arranged and orchestrated for 

Jazz combinations. 
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The following German air (Figure J6) lends itself to an 

arrangement for brass instruments. At first it could be orchestrated 

using only four instruments, two trumpets and two trombones. For 

those who are interested in further exploration, they can orchestrate 

it for all brass and woodwind instruments. Students should take note 

of the imitation in measures 1 and 2 and again in measures 5 and 6. 
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In the "Little Jack Horner" nursery rhyme (Figure 77), the 

young orchestrator may vish to score the piece for wind instruments 

only. The counterpoint suggested in the alto clef is for use by 

those students who may desire to add stringed instruments, or to 

arrange the tune exclusively for strings. On the other hand, the 

student may want to transpose the passage to the bass clef and assign 

it to a bassoon part. 
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The harmonization of 'Mary Had a Little Lamb" (Figure 78) 

is arranged on four staffs with the suggested instrumentation for 

full orchestra. In spite of the fact that only the viola is scored 

in the alto clef, the counterpoint illustrated in that melodic line 

can be transposed and assigned to several other instruments. A 

simple explanation concerning transposition from the alto clef will 

be necessary; furthermore, a few moments devoted to rehearsing that 

melodic line alone will help facilitate the entire reading session. 

With care, the technical subtleties such as tied notes, eighth note 

passages in the bass line, and stressed notes can be highlighted to 

add sophistication to the orchestration. 
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The Italian folk song "My Banjo" (Figure 79) on the following 

page is presented in a three-line score. It should be assigned as an 

orchestration exercise for full orchestra. These orchestrations can 

be rehearsed whenever feasible in order for the director to make 

pertinent critical remarks concerning the playability of the 

composition. It would be important to point out the various aspects 

of the song to highlight in the orchestration: the syncopated effect 

in the bass line by stressing the weak beat; the countermelody in the 

alto clef which appears in measure nine (9); the sixteenth note passages 

in the bass clef; and the suggested dynamic coloration throughout the 

song. Additional interest develops by suggesting that words be added 

to the melody. 
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Creative endeavors in orchestration and original composition 

are held in high esteem by young musicians; hence, time should be 

devoted to these projects as the group's interest warrants. Possibly 

an entire veek at the end of the semester can be utilised to read 

these works. On the other hand, it may be a change of pace to perform 

some of these orchestrations during an interlude when one concert has 

Just been completed and preparations are being made to embark on a 

completely new program. Whenever possible, work submitted by under-

classmates should be heard as well. Then, outstanding orchestrations 

could be performed for a select audience of parents and friends. 

The entire project is enhanced by tape recording each 

orchestration for future listening. The opportunity to rehear 

these works will help the student assimilate the sounds, evaluate 

them, and make Improvements in subsequent assignments. 

Conducting 

It has taken the art of conducting over 150 years of develop­

ment to emerge as a most revered and coveted means 6f musical expres­

sion. This artistic means of expression has permeated the classroom 

by placing an increasing amount of attention on the development of 

high-school-age conductors. There is a significant need for concen­

trated emphasis on individual musicianship and course content designed 

to contribute to the total musical growth of young musicians. Realis­

tically, the classroom is the place for future conductors to be 

discovered and cultivated. 



119 

Continuous evaluation of existing music programs will 

contribute to significant changes in curriculum development. In 

many programs, experiences in conducting for the more serious and 

mature student are a regular part of music activities. It is 

important, however, to recognize the need for a competent and 

industrious student when selecting young musicians for conducting 

assignmenta. To place the entire ensemble in the hands of a student 

with lesser qualifications would jeopardize the stability of the 

group; consequently, it may be advisable to limit these oppor­

tunities to selected senior students. 

By means of established procedures in conducting for these 

students, the director soon will observe a number of youngsters who 

possess significant sensitivity to the art. All seniors should 

purchase a baton and participate in periodic discussions and 

demonstrations on baton technique. Brief coaching sessions at 

which standard beat patterns are executed will provide the student 

with some material for home practice. Once the student is familiar 

with the basic conducting patterns, brief conducting assignments 

with the orchestra should begin. 

At first, the student could be allowed to conduct warm-up 

exercises, or prepare a march for an assembly program. As the 

semester progresses and additional conducting techniques have been 

absorbed, the director may want to use his students to conduct 



sectionals rehearsals. By preparing the student-conductor with 

suggestions on those aspects of the score to which he should give 

his attention, a beneficial project for all participants will 

result. 

Continued progress in developing left-hand gestures, and 

assimilation of conducting terminology should lead to a project 

of conducting a major work at a public concert. Full details 

concerning this conducting project appear in Chapter Six on 

Special Projects. Bie chapter includes suggestions for developing 

the technique of conducting and indicates the possibilities of 

experiences available to the student. 



CHAPTER THREE 

DEVELOPMENT OF PLAYING TECHNIQUE IN INDIVIDUAL 

ORCHESTRA MEMBERS THROUGH GROUP PROCEDURES 

I. The Need and Importance of Technique 

Development of playing technique in individual orchestral 

members through rehearsal procedure is a challenging task. Many-

school orchestra directors will admit that the moat rapid progress 

in technical development results from private music lessons; however, 

public schools that provide their students with individual instrument 

study offer excellent opportunities for additional growth. 

In situations where students are unable to obtain either 

school music lessons or instruction from a private teacher, their 

only contact with music will be during the daily orchestral 

rehearsal. These youngsters, if they are to became musicianly 

peopleJ must be provided with experiences especially designed to 

contribute to the technical aspects of their musical growth. In a 

valid discourse on technique, Whybrew indicates that "Technique is 
1 

the means by which the end—appreciation and understanding of music 

as an art—is attained. 

1. William Whybrew, "Art in Technique in Music Education," 
Music Educator's Journal (Washington, D.C.: Music Educators National 
Conference, February-March, 1963)* P« 82. 

121 
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Of vital concern for each director Is the recognition of the 

various degrees of technical, development among the personnel of his 

orchestra. The levels of ability represented may range from very 

advanced to those who are beginners on their instruments. Some high 

schools make provisions for an intermediate or training ensemble for 

those students whose technical facilities require additional attention 

and training and/or those students who express a desire to study an 

instrument for the first time. This kind of activity program is 

desirable, but the majority of high schools are not able to schedule 

more than one orchestral organization in the music curriculum; 

consequently, daily procedures must be organized and developed to 

provide adequate growth for all students participating in this group. 

Student Ability 

Frequently the director will encounter the type of student 

who lacks either talent or an intensity of purpose. This type of 

student needs to be reminded that technique is an integral part of 

musical expression. At times he needs to be motivated, coaxed, and 

on occasion, coerced into practicing technical exercises beneficial 

to musical growth. He must be made to realize that problems with 

difficult passages are solvable through slow, sustained practicing 

and by mastering a specific technical skill. 
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A completely reverse situation develops with the well-advanced 

and extremely talented music student. He is often the kind of person 

who is intrigued by glamorous displays of technical facility. He 

focuses the bulk of his energy on the study of technical skills so 

that he may play more progressively difficult literature. The world-

famous violinist Mischa Elman, commenting on the overemphasis placed 

on technique by some young violinists, has this to say. "I regret 

deeply that the trend today seems to place too much stress on sheer 

mechanics. Students are prone to lose sight of the nature of their 

instrument as a medium second only to the human voice as expressive 

of tonal beauty.1^ Although Mr. Elman's comments are limited to the 

playing of the violin they are applicable to all orchestral instruments. 

Technical developnent is necessary for adequate musical expression, 

but it must never be out of proportion to, impose itself on, or act 

as a substitute for the artistic qualities of the medium. 

The high school orchestra normally includes a majority of 

students who possess an average playing ability. Their participation 

in the organization tends to temper the two extremes cited above. 

The director's mandate is to fuse the diversity of these personalities 

and abilities into one cohesive unit of musical expression. 

The responsibility for making discriminating Judgments and 

analyzing a student's continuous growth is the job of a superior 

teacher. By means of these observations the director will be able to 

2. Samuel and Sada Applebaum, With the Artists (New York: 
John Markert and Company, 1955)t P« 
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decide how much emphasis should be placed on the development of 

technical facility in order for the individual to attain the degree 

of artistic competency desired. The intensity of this technical 

emphasis is determined and influenced by each student's real and 

potential ability; furthermore, the director must utilize all 

resources at his command to achieve the goals and objectives 

established for his group. "Any device, procedure, or technique which 

will save rehearsal time, stimulate the players to greater effort, 

and thus point the way to a musically adequate final performance 

may be regarded as a legitimate part of the technique of conducting."3 

Conducting vs. Teaching 

In essence, exceptional conducting is synonymous with 

exceptional teaching. Hie conductor who is thoroughly schooled in 

the technical aspects of his art and possesses an unusual ability to 

discern the intricacies of the young musician's problems will be capable 

at once of making accurate judgments. 

The instructor must dissect the compositions being studied 

and discover those technical problems which may be troublesome to 

his students. He must be able to present these compositions so that 

the students receive a clear and precise picture of the structure of 

the work. He must possess an unusual amount of insight and imagination 

in order to understand the student's powers of perception and stimulate 

his artistic sensitivity through imaginative procedures. 

3. Charles Boardman Righter, Success in Teaching School 
Orchestras and Bands (Minneapolis: Schmitt, Hall and McCreary, 1959), 
p. 21. 
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The significant contributions made by the conductor as a 

teacher and the teacher as a conductor in directing the experiences 

and activities of a high school orchestra need constant attention and 

evaluation. The conductor's influence on the total musical growth of 

his students is inestimable and Indeed unmatched by any other educa­

tional endeavor. Righter makes a valid contribution by indicating 

a number of other responsibilities which a conductor-teacher becomes 

involved in. He claims, "He [the conductorj faces the problems of 

developing basic techniques, of translating innumerable musical terms 

and symbols, and of 'selling' good music to a generation which is 

satiated with jazz."1*' In addition, he is faced with the problem of 

"trying to compensate for the poor instruments with which his players 

are provided, and of trying to keep these instruments in a reasonably 

acceptable state of repair."^ Probably, one of the conductor's most 

formidable tasks is that of "holding the interest of both advanced 

and beginning players in one organization with music of the same grade 

of difficulty."^ 

This last observation is the crux of all teaching procedures. 

Once the interest of a student has been motivated and maintained, then 

effective teaching is possible with meaningful learning as a consequence. 

It is the exceptional conductor and the exceptional teacher who is 

U. Righter, og. cit., p. 17. 

5. Ibid., p. 18. 

6. Ibid., p. 18. 
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capable of selecting literature suitable for all levels of ability, 

literature that vlll be challenging material and at the same time 

satisfying to the curiosity of the student. 

In the final analysis, playing technique for high school 

orchestral players emerges as a complex area of development requiring 

the constant and assiduous attention of the director. The purpose 

and function of this acquired technique and its role in the total 

musical growth of the student is of salient importance. Whybrev 

observes that "Appreciation and understanding of the art are dependent 

upon adequate technique when performance is the means, but it ia true 

that development of technique itself is no guarantee of successful 

attainment of the prime objective.1^ The author gives additional 

focus to his statements by suggesting "Only if a clear distinction 

between end and means serves as a guidepost for the conduct of the 

activity will desirable outcomes result. Too often in such activities, 

technique itself becomes the prime objective. 

Presented on the following pages are some suggested devices 

concerning the development of technique through group activities and 

experiences. They can be adapted easily to each director's personal 

needs and become a logical part of the operations of his organisation. 

7. Whybrew, op. cit., p. 82. 

8. Ibid., p. 82. 



127 

II. Group Practices 

There are a number of commercially prepared orchestral studies 

designed for group use. Upon evaluating the material available, those 

exercises which will be most beneficial to the group should be 

selected. Many of these studies are written as unison passages 

illustrating specific technical problems. Some are devoted to the 

improvement of group phrasing-, others to scales, and still others are 

designed to improve group articulation. The following publications 

feature methods devoted to unison exercises. 

1. 101 Rhythmic Beat Patterns, Qrover C. Yaus, 
published by Belvin. Designed expressly for 
teaching division of measure, tempos, and 
rhythms. 

2. Orchestra Rehearsal Fundamentals, Merle J. Isaac 
and Fred Weber, published by Belvin. An all-
purpose rehearsal book containing selections on 
scales, chords, arpeggios, chorales aimed at 
developing orchestral musicianship. 

3. Orchestral Exercises, Part I, II, III, 
Merle J. Isaac, published by Carl Fischer, 
Artistically conceived unison passages based 
on the major and minor scales (for full orchestra). 

Creative use of these exercises develops when they are played 

in a variety of tempos, dynamic levels, and stylistic interpretations. 

Each time an exercise is used, whether it be during a warm-up 

procedure, sectional rehearsal, or the regular rehearsal, the purpose 

of the drill must be distinctly understood by the students performing 

it. 
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The director who possesses the enthusiasm for creating 

original material should be encouraged to write his own exercises, 

conceived to develop additional technical facility. Some examples 

of original material appear in Chapter Two on music theory. 

By developing group procedures intent on overcoming the 

technical complexities of instrument playing, the entire orchestra 

and each of its individual members become actively engaged in and a 

part of the total group process. Opportunities for sectional 

rehearsals and like-instrument rehearsals should be encouraged and 

held during the regular rehearsal whenever possible. Through the 

help of section leaders (students who have been carefully selected 

because of their musical ability and leadership qualities), apprentice 

teachers, or the team-teaching system, these opportunities become 

realistic elements in the student's daily musical environment. 

Bow and Breath Control 

The benefits of legato playing for young musicians are well 

known. Unfortunately, the director is often the only person aware 

of these benefits. The student often lacks the necessary patience 

for 3low, sustained practice. This is especially time when he must 

practice by himself in the confines of his home. Surprisingly 

enough, slow, sustained, and legato playing is more palatable when 

performed within a group. The director should take advantage of this 

environmental condition and make every effort to devote a substantial 
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portion of his rehearsal time to playing music in this manner. 

Warm-up procedures are particularly suitable for this type of 

playing since most exercises are reasonably short and varied. 

Continued emphasis on legato playing develops by using 

literature containing cantabile phrases or chorale-styled passages 

that are melodically and harmonically interesting. The literature 

is abundant with suitable material. Some suggested titles follow. 

1. "Chacone," Maurice C. Whitney, Witmark and Sons 

2. "Harvest Hymn, " Percy Grainger, G. Schirmer 

3« "Im Balladenton," Edvard Grieg, Transcribed for 
String Orchestra by J. E. Maddy, Remick Music Corporation 

4. "Fantasia on the Alleluia Hymn," Gordon Jacob, Mills Music 

Maddy and Giddings claim, "Legato playing is the open sesame of 

musicianship because of its influence on intonation and the develop­

ment of the player's ear. "9 The director will discover that "It takes 

an appreciable time for the ear to hear and classify tones as to the 

pitch, especially for beginners, so the longer the tone the more 

time the ear has to Judge of its pitch and the more accurately it 

can be done. 

An adjunct of good bow and breath control is proper phrasing. 

Good phrasing bears a direct relation to the control of the breath 

and the bow and is a logical outgrowth of this discipline. At one 

9. Joseph E. Maddy and T. P. Giddings, Instrumental Technique 
for Orchestra and Band (Cincinnati, Ohio: Willis Music Company, 
1926), p. 33. 

10. Ibid., p. 33. 
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time, phrasing In music vas left to the discretion and artistry of 

the performer. It was necessary, nevertheless, for him to be 

thoroughly familiar with the composition he was playing and the 

stylistic characteristics of the period of writing. Today, this has 

changed considerably since all scores, especially those published 

for educational purposes, are marked well. In some cases, the 

publisher leaves very little to the imagination or interpretation of 

the conductor. He indicates every detail of each dynamic, tempo, 

phrase, and accent mark. Of course with contemporary scores this is 

desirable and many times an invaluable aid to improving the performance 

of the composition. Be that as it may, the instructor should utilize 

these symbols and directions in an attempt to develop keener 

musicianship in his students. 

Returning to phrasing for a moment, the teacher is asked to 

reflect upon the correlation made between good bow and breath 

control and good phrasing. Assuming that this positive condition 

does not exist, consider a negative restatement of the relationship. 

Poor phrasing is attributed to lack of bow and breath control. What 

is the remedy? The initial step would be to determine if the student 

is actually aware of the exact function and purpose of the phrase 

marks as indicated in his music. Before attempting to evolve a 

smooth phrasing technique this clarification must be made; furthermore, 

the student should come in contact with these techniques of phrasing 

during the rehearsal or in a special assignment for sectional practices. 
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The tendency in many cases is to interpret a phrase in one 

or two ways: (a) by allowing too much time to elapse between phrases 

consequently contributing to lack of continuity, and (b) by not 

permitting a complete musical idea to develop due to insufficient 

pause in between phrases. The director can help solve some of these 

inaccuracies by isolating certain passages for concentrated study. 

Brief discussions about the stylistic period in which the composer 

wrote will provide additional understanding about the compositional 

techniques used. 

The variety of phrasing styles will create often the same 

variety of problems in execution. The conductor should make frequent 

use of this teachable material. The actual score then becomes a 

valid resource guide and provides ample material to develop creative 

assignments. Prior to rehearsing a score, the conductor should analyze 

carefully those passages which he feels may be troublesome to his 

group. This preparation allows the conductor to be alert and ready 

for problems that may arise; however, under no circumstances should 

he anticipate a problem before it becomes one. The students in the 

orchestra should be given every opportunity to sight read the 3core 

as best they can. After the initial reading, concentrated drill 

could be used as a device to develop difficult passages. 

Imitation often provides an efficient way of learning; the 

proper playing of troublesome phrases should be demonstrated either 

by the teacher, an advanced student, or a ,recording. After sane drill 
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during the actual rehearsal, the student should be assigned the task 

of mastering the passage outside the regular rehearsal period. 

Periodic auditions can be scheduled to determine whether these skills 

are being assimilated. The director should be cautious about the 

amount of time devoted to this learning experience. Placing the 

responsibility for auditions with the section leader will help 

release some of the director's time for other duties. The section 

leader's evaluation can be placed in the Student Progress Book for 

both the director and student to consult. 2fcis record book Is 

described fully in Chapter Six on special projects. 

Emphasis on the control of bow and breath will allow the 

instructor to guide students in molding musical phrases and producing 

the nuances which are necessary for beautiful expression. Through 

serious and concentrated experiences this aspect of performing 

technique will become a vital asset in influencing the improvement 

of other technical problems. In addition, there will be a noticeable 

improvement in intonation, balance, blend, and dynamic control. It 

is important to impress upon each player the value of these experiences 

which can be accomplished only through the combined efforts of 

individual members of the orchestra. 

Finally, one crucial point must be given serious attention, 

the conservation of bow and breath while playing sustained music. 

Usually there is a strong tendency to exhaust one's breath or bow at 

the beginning of a phrase. 53iis often leaves little provision for 
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the remaining section of the passage. The string player must learn 

how to divide his bow to meet the demands of the music j the wind 

player must learn how to control his breath so that the entire phrase 

receives consistent support. Elizabeth Qreen feels the young musician 

would be vise to follow the example set by the professional. She 

explains that 'TChe fine professional players know how to execute a 

sustained tone so exquisitely that it can blend itself into the quiet 

texture of the whole chord and lose its identity for the time being. 

It is a wonderful art. 

Tone Quality and Intonation 

Probably the two most important characteristics of good 

orchestral playing involve (a) quality of tone, and (b) accuracy of 

intonation. Basic to the development of these characteristics is the 

control of bow and breath. A student who cannot play a sustained tone 

with a reasonable degree of evenness will not make acceptable progress 

toward the development of good tone quality and accurate intonation. 

Tone production in essence is the responsibility of each performer. 

On the other hand, since all aspects of good instrumental playing are 

based on the conductor's ability to assimilate and evaluate sound, 

the students depend upon him for musical sensitivity and critifeita* • 

11. Elizabeth A. H. Qreen, The Modern Conductor (Englewood 
Cliffs, New Jersey: Prentice-Hall, Inc., 1961), p. 203. 
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The skill of listening becomes a vital factor for both 

student and conductor. The conductor makes aural judgments determined 

by his concept of good tone. He teaches his students similarly to 

discipline their hearing to do the same. A conductor is not expected 

to have a fully developed facility on each instrument of the 

orchestra; however, by means of resources in the community, or recorded 

devices, illustrations of good tone on each instrument of the 

orchestra axe available. The orchestral student should be exposed 

to good tone whenever possible. 

More pertinent to this listening skill would be the taping 

of specific passages from the orchestra's performing literature. 

A master tape can be made available for the students' use in studying 

and analyzing good tone. The important element is to listen so that 

comparisons can be made during daily rehearsal procedures. Leeder 

and Haynie claim, "Although listening may be a lost art in conversa­

tion, in music we must absolutely insist on it for the development 

of aural attentiveness. The practice of 'sustain and listen' and of 

playing in slow choral style will effect great improvement in pitch 

and tone. 

A methodical approach to the development of good tone and 

intonation will permit a plausible sequence of experiences to emerge; 

for example, the conductor's first concern should be with bow and 

12. Joseph A. Leeder and William S. Haynie, Music Education 
in the High School (Englewood Cliffs, New Jersey: Prentice-Hall, Inc., 
1950), p. 13^. 

1 
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breath control. Secondly, he should help develop within his students 

an ability to sustain and listen to tone. Thirdly, he should teach 

them to evaluate the sound being produced and decide whether or not 

it is in tune. Tuning the instruments, consequently, becomes the 

next procedure upon vhich to concentrate. 

Most orchestral directors tune to A 440 as played by the oboe. 

Normally, the oboist carries a tuning fork vhich, when struck, 

produces the pitch A ¥K). He matches this pitch with his instrument 

and sustains it for the entire orchestra to hear. Biis standard 

approach to tuning, however, is time-consuming and does not give any 

guarantee that each player has tuned his instrument properly. 

Individual tuning is merely one small step to ensemble tuning which 

is the ultimate goal of the conductor prior to beginning the rehearsal. 

A more common trend today is to use an electronic device 

which produces the tone A 440 without any deviation of pitch. Some 

directors place one of these devices in a strategic corner of the 

rehearsal room, or in a practice studio. Students can use it as 

frequently as the need arises without disturbing the remainder of the 

group. Every student should be expected to tune his instrument to the 

electronic A kkO BEFORE assuming his rehearsal position in the 

orchestra. Once again this does not guarantee the orchestra will be 

playing in tune. It is merely a timesaving device. The conductor 

will supervise additional tuning at the beginning of the rehearsal. 

It is at this time that the conductor must tune individual players 



136 

and. various sections to each other. Additional finesse results when 

the conductor devotes time to chord tuning. This procedure involves 

building intervals and then chords as the players listen to the 

blend of the tonal vibrations. Bie more acute the tuning, the more 

proficient and enjoyable the playing. Once these procedures become 

part of each rehearsal, less time will be consumed achieving 

desired results. , 

When the ensemble has been tuned properly, the rehearsal can 

proceed with a more positive approach to a study of the musical score. 

With very young and inexperienced performers, problems in intonation 

will permeate the entire rehearsal each day. Many factors must be 

taken into consideration: the temperature of the room, the 

condition of the instrument, the mental alertness of the performer, 

and the specific limitations of each instrument as a resvilt of its 

manufacturing. Righter makes some pertinent observations which are 

significant to the understanding of the problems inherent in tone 

quality and intonation. "The battle against faulty intonation will 

be half won when the conductor succeeds in establishing a pitch-

consciousness throughout his organization."^3 He goes on to say, 

"This cannot be achieved merely by talking about pitch, or even by 

13- Righter, og. cit., p. 166. 
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devoting rehearsal time to the ordinary tuning practices. The 

players must be led into a deeper appreciation of the value of fine 

intonation by having their attention called to any chord which is 

perfectly blended and tuned. 

The development of good tone quality and accurate intonation 

is a time-consuming task requiring constant practice and patience. 

Many music educators tend to overlook this aspect of performance and 

concentrate on technique and sight reading because these seem to be 

achieved more rapidly. Bie conductor would be wise to recognize 

that all of the constituent elements of instrumental playing as 

outlined in this chapter merit careful attention and should permeate 

daily teaching procedures. 

Balance, Blend, and Dynamics 

The proper balance and blend of each section of the orchestra 

is another aspect to consider when developing group techniques. 

Closely associated with these elements is the use of dynamics «.nH 

its function in tonal contrast and intensity. Slow and sustained 

playing again becomes a beneficial ingredient when inaccuracies in 

balance and blend seem to interfere with the progress of the ensemble. 

Examples of harmonic progressions which can be used for these 

purposes appear in the preceding chapter on music theory. On the 

other hand, passages with more melodious appeal can be found in the 

orchestral literature itself. The key factor in helping to solve 

14. Ibid., p. 166. 
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problems In balance and blend is listening. As an aid to the student, 

a number of harmonic progressions should appear on the chalkboard 

each day. Various sections should be asked to play them slowly, 

listening for the balance and blend of each tone in the chord. 

After careful analysis, necessary adjustments can be made. 

Depending upon the orchestration of the composition, woodwind 

and brass sections frequently are scored to play sustained passages 

as the strings are performing another style of playing. The tendency 

is for wind sections to overplay and thus create an Imbalance in 

dynamics. Performers should be reminded that overplaying or playing 

continuously too loudly tends to distort tonal quality and destroy 

the possibilities of adequate blend. If proper breath control has 

been developed, the wind student possesses the technical discipline 

necessary to overcame this difficulty. One remedy is to insist upon 

soft, sustained playing during warm-up procedures so that individual 

players can listen to the balance of parts. In addition, the director 

should select some literature which is conceived to be played quietly 

and sustained without too much dynamic contrast. Two good examples are: 

1. Excerpts from the First Movement of "Symphony No. 2, 
Romantic," Howard Hanson, Carl Fischer, Inc. 

2. "Adagio" from Farewell Symphony, Joseph Haydn, 
Oliver Ditson and Company. 

The director's credo concerning slow and sustained playing 

cannot be overemphasized and must receive constant and prominent 

attention. When rehearsing troublesome passages, it would be 
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advantageous to stop on specific chords and listen as the group 

analyzes their structure. The director should determine the function 

of each chord tone in its relationship to the whole; for example, 

which instrument is assigned the root, which the third, and so on. 

Those tones which are apparently out of tune should be isolated and 

corrected. In many cases the inaccuracy may be corrected by merely 

having the individual performer humor the tone until the entire chord 

is blended properly. Additional skill in hearing results when certain 

students are asked to play their tone considerably louder than the 

others so that its importance and function within the chord structure 

is highlighted. Chord-doubling, color-tones, and other aspects of 

harmony used by the composer or orchestrator to create harmonic effects 

are valid areas for discussion. 

Another procedure which involves dynamics tests the player's 

ability in duration of sound. Once again specific chordal passages 

should, be played very softly. The dynamics can be tempered by 

instructing the students to increase gradually the volume to forte 

and follow this by a slowly executed decrescendo until the passage 

reaches its original very soft dynamic level. This should be 

accomplished on one breath or stroke of the bow. 

The amount of time it takes to execute the entire process 

(very soft...to forte...back to very soft), should be extended with 

each experience so that the player becomes comfortable with long, 

sustained phrases. This type of technical discipline is valuable 



aAo 

and matures with time; however, it requires the patience of both 

student and director. Each attempt to develop this kind of control 

requires exercises which must be executed slowly, gradually changing 

dynamic levels. 

Stein claims that "Dynamics on a small scale serve to shade 

the melodic design, to accentuate the rhythm, and balance or 

differentiate the strands of the texture. His comments are 

supported and amplified by Leeder and Haynie who reveal, '^Phe inter­

polation of dynamic effects requires expert musical Judgment. These 

effects may be suggested by phrase line, melodic texture, harmonic 

tension, dramatic content and numerous other considerations. 

They continue to say, 'It is true that the conductor must go beyond 

the notes to effect a real musical performance, but craftsmanship 

and judgment are necessary for balance. 

Finally, two important considerations emerge as vital factors 

essential to good balance, blend, and dynamic contrast. Biey are 

(a) the structure of music and (b) the structure of instrumentation. 

Structure of Music. A lengthy and detailed discourse on 

the structure of music is beyond the scope and purpose of this 

dissertation; however, a fundamental part of structure concerning 

the principle of melody and accompaniment must be presented. 

15. Ervin Stein, Form and Performance (New York: 
Alfred A. Knopf, 1962), p. 56. 

16. Leeder and Haynie, op. cit., p. 140. 

3-7. Ibid., p. UU. 
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Melody is the spine of music. It is the backbone on vhich 

composers build their materials in Individual creative styles to 

express their thoughts, ideas, and emotions. Accompaniment, on the 

other hand, enhances, cajoles, and gives musical support to the 

melodic fabric of the composition. To deny the interplay of each of 

these elements vould be to prostitute the very purpose of music as 

a means of expression. 

Young musicians normally understand that melody being one of 

the most Important elements in music must permeate the entire 

performance of a composition. The procedure involved in achieving 

this result is not minimal. Bie conductor, of course, plays a 

prominent role. It i3 his responsibility to interpret the composition 

to his students so that they are fully aware of the melodic structure 

of the composition. Specific melodic passages should be isolated and 

performed separately so each member of the orchestra recognizes their 

thematic logic in the design of the work and, furthermore, which 

instrument the composer vised to express the idea. By featuring the 

continuity of the melodic structure of the composition, the rise and 

fall of the melodic phrase, the student will become alerted to these 

elements when the orchestration is being rehearsed and performed. 

If he reflects upon the importance placed on these themes through 

isolated drills, he will be inclined to contribute to better balance 

and blend by means of this additional sensitivity. 
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Although the accompanying musical phrases of a composition 

are treated as secondary features, their importance in the under­

standing and appreciation of the composition is significant. Melodic 

lines of a contrapuntal nature which accompany the main theme of a 

composition require special attention and rehearsing. They must be 

executed with clarity and indeed perfect intonation, for they often 

form a means of harmonic expression as well. In addition, features 

of an accompaniment like block chord passages or arpegglated phrases 

must be heard, understood, and performed with precise accuracy. 

The entire lucidness of the performance depends upon the meticulous 

execution of the inner voices of a composition. The master composer 

will take many of the idiosyncrasies of the instrument into 

consideration when composing his score; nevertheless, the performer 

must assume much of the responsibility for the final result. 

Structure of Instrumentation. The second consideration, the 

structure of instrumentation of the orchestra, needs constant study. 

Many of the mechanical features of this problem become obvious when 

the necessary instrumental players for a complete ensemble are not 

available. The director should consult with his instrumental 

colleagues in the elementary and Junior high schools. Through periodic 

conferences, discussions, and piw-nnj ng sessions, a program be 

developed so that a nucleus of players on a variety of orchestral 

instruments will reach the high school each year. Much of this 

responsibility lies with the district Director of Music, or Supervisor 

of Music if one is employed by the school system. 
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Another factor in instrumentation is the nature of the 

construction of orchestral instruments themselves. Research on the 

manufacturing peculiarities of instruments should be a part of every 

student's learning experience. In like manner, the elements concerning 

each instrument's volume and potential strength in ensemble playing 

must be analyzed. Orchestral students, for example, must recognize 

that many more stringed instruments are needed to compensate for the 

volume of tone produced by one brass instrument. 33ie piercing 

qualities of same woodwind instruments, for instance, need to be 

heard, assimilated, and then compensated for during performance. 

One helpful procedure is to conduct an experiment at the beginning 

of the school year by having one violinist and one trumpet player 

perform a passage in unison at the same dynamic level. Hie procedure 

becomes valid as other violinists are added to the ensemble one by 

one until a balance is obtained. When applying this kind of an 

experiment to the literature, the style and period of the composition 

as well as the orchestration techniques used by the composer will be 

additional factors to consider. Experiments, therefore, with balance 

and blend must be made throughout the year. 

The director should make a precise evaluation of his instru­

mentation and determine the weaknesses indicated. Once the group 

becomes aware of these, occasional reminders to the brasses and 

woodwinds will focus attention on their potential strength and result 
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In an effort to control the blend In the ensemble. Naturally, all 

string players should be made to share the responsibility of balance 

and blend by producing the maximum tone possible on their instruments. 

Articulation 

Eae aspects of proper articulation in music once again 

require the concentrated efforts of two key personalities, the indi­

vidual orchestral member and the conductor. The individual's 

responsibility lies in the manipulation of his instrument and the 

technical problems inherent in the playing of It. The conductor, on 

the other hand, is responsible for the articulation of the entire 

group as a vhole unit of expression. 

From a listener's viewpoint, enjoyment and satisfaction 

result from a performance wherein obvious emphasis has been placed 

on attacks and releases. The precision in the execution of these 

elaments of articulation focuses the listener's attention on the 

clarity of performance. It helps highlight the importance of the 

various sections of the orchestra and their function in the total 

orchestration of the composition. 

A number of procedures can be devised to aid the articulation 

of a group; however, the one which seems to provide the quickest 

result Is drill. The'conductor should select those sections of a 

composition which may be troublesome such as group attacks, entrances 

i 
after a long rest, and percussive 'effect. Biese passages should be 

practiced and executed with acute accuracy. It would be wise to 
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concentrate exclusively on those places in the scare without 

proceeding to subsequent phrases. This Is especially true when 

attempting to execute a precise attack from an entire section. 

The Initial chord In this type of passage Is the significant one. It 

alone determines the precision of the attack. 

She conductor's baton gestures are exceedingly important in 

helping students develop the skill of attack and release. In 

addition, his facial expressions must reflect the style of the attack 

desired and closely relate to the beat pattern of the baton. Conmu-

nlcatlon with the eyes, an exact conducting gesture, and a student 

who has been trained to artlcxilate on his instrument will insure 

greater proficiency In performance. 

The mechanical features of articulating notes are Important 

factors in good instrumental playing. Each section of the orchestra 

has its specific charge. Bie woodwinds and brasses must develop 

finger and tongue co-ordination. String players find their 

co-ordination exists in the developnent of finger and bow movement. 

On the other hand, the percussionist needs a highly co-ordinated 

facility in the movement of his fingers, wrists, and sticks. These 

skills can be developed through carefully selected exercises which 

allow the elements of articulation to mature methodically. At 

every opportunity In the scare, the conductor should apply these 

acquired techniques. ^ gested instructional material Includes 
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the following: 

1. Elizabeth A. H. Green, Musicianship and Repertoire 
for the High School Orchestra, Theodore Presser and 
Company, two volumes. 

2. Elmer P. Magnell, 68 Pares Studies (Designed to 
acquire a command of the fundamentals of musicianship. 
Includes articulated studies, warm-up exercises and. 
related chord studies.), Belwin, Inc. 

Of particular concern to the director should be the control 

of tutti pizzicato passages. There is a caramon tendency among young 

string players to play these passages hurriedly, contributing to lack 

of control and unsteady rhythmic pulse. One of the biggest obstacles 

with pizzicato passages is holding the bow with the right hand as the 

fingers pluck the string. A few moments of drill changing from arco 

playing position to pizzicato playing position will be very beneficial. 

When playing pizzicato the string player should be taught to use his 

discretion so that the note preceding the pizzicato passage is played 

a bit shorter in order to execute the change in position. Whenever 

possible, other sections of the orchestra should lend their support. 

Bie brasses and woodwinds can simulate a pizzicato effect by playing 

staccato. Overemphasizing notes and exaggerating the amount of space 

between them will help control the pulse of the passage as well. The 

string player contributes his share by being taught to control pizzicato 

playing by exaggerating his hand movement as it leaves the string. 

This is especially true of long pizzicato passages which require 

extreme precision of control. Tutti pizzicato chords, however, can 

be controlled by the baton of the conductor. 



Leader and Haynle claim, "Flawless and flexible conducting 

is an absolute necessity for ensemble attack and release. The 

conductor must be certain that his gestures are clear visually, 

rhythmically, and in style. "13 This is especially true when the 

articulation of accent marks like marcato, sforzato, and forte-

piano are Included in the scare. Bie precise meanlng of these terms 

must be understood, and emphasis should be placed on the proper use 

of finger, tongue, and bow placement. Accurate articulation allows 

an amateur orchestra to emerge as an ensemble intent upon clarity 

of performance and intensity of purpose. 

Meter, Rhythm, Tempo 

Consistent with the diversity of the musical scare are the 

elements of meter, rhythm, and tempo. Dae complexity of the 

characteristics which. are a part of these elements becomes mare 

intricate vhen they are each applied to the orchestral scare being 

rehearsed. Confusion arises when it becomes obvious that the 

composer'a treatment of meter, rhythm, and tempo varies with each 

style of composition and period of writing; consequently, it would 

be perilous to allow students to develop their individual musicianship 

wfttpiout a clear concept of the function of each element. • Herein 

lies the problem. Numerous definitions of these are available; 

however, many relate the elements in different ways. Some use the 

terms meter and time interchangeably, same time and tempo, tempo »rVi 

18. Leeder and Haynle, og. cit., p. ll*3. 


