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ABSTRACT

This document is a study of five selected works for wind band, each requiring
vocalization by the wind band members. The primary focus will be on improving the
performance of the vocal passages by addressing proper vocal pedagogy and techniques
for each work. A significant amount of the modem wind band repertoire calls for use of
the human voice as a pitched or non-pitched instrument. In some wind band works the
ensemble members sing in unison, while in others they sing separate vocal parts. A
number of pieces require speech vocalization without any specific pitch requirement.
Some use text while others require only vowels or syllables. The intent of this study is to
give conductors tools and information to aid them in their teaching of vocalization in
rehearsals and in performances of these five pieces: ...and the mountains rising nowhere
by Joseph Schwantner; Apotheosis of this Earth by Karel Husa; The Soaring Hawk by
Timothy Mahr; In the Spring at the Time When Kings Go Off to War, by David
Holsinger; Cloudburst by Eric Whitacre.
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CHAPTER I
INTRODUCTION
This study involves five wind band pieces, each requiring the use of the voice by
band members with both pitched and or non-pitched vocalization. Some compositions
use text while others use vowels and syllables. The five pieces are examined with
particular attention paid to the use of voices. A specific prescription is offered for each
work addressing the vocalization within the piece. It is the opinion of this author and of
many professionals interviewed that wind band pieces requiring vocalization are rarely
performed with proper style or technique. Performance of the vocalization in band works
can be significantly enhanced with proper tools and information.

No one has yet created a study and approach to works for wind band that require
ensemble members to vocalize. Therefore, this document is unique to our field. Through
discussion with the composers and consultation with choral directors, detailed
information is presented on how a conductor might approach the vocalization
requirements of each work. Scores and recordings were given to choral directors and
discussion followed on how one might approach the vocalization within each
composition. The composers received identical sets of questions regarding the use of the
voice in their pieces. Responses came from the composers by e-mail, the telephone and
in tape-recorded interviews. Texts and articles on proper vocal techniques and vocal
pedagogy were consulted. All of this information is synthesized with this author's
experience as a band and choral director. This document provides information and

11
pedagogical techniques for band directors and ensemble members to effectively and
properly vocalize the various passages in five modem works for wind band.

a. Apotheosis of this Earth by Karel Husa, which originally appeared in 1970, uses
rhythmic speech on the words "beautiful earth" throughout the final movement.
The words are placed on non-pitched sextuplets with staggered entrances by the
voices. In 1972 Husa arranged this work for orchestra and chorus, and in 1990 he
created a version for wind ensemble and chorus.

b. The Soaring Hawk, winner of the 1991 American Bandmasters Association
"Ostwald Award," was written by Timothy Mahr. In it the band members sing
the primary musical theme on "ah," "ee,'" "oh," and "wah." Each note
corresponds with a syllable, so that when the pitch changes, the syllable changes
as well. This programmatic work represents the peaceful and exciting flight of a
hawk.

c. ...and the mountains rising nowhere, written in 1977 by Pulitzer Prize-winning
composer Joseph Schwantner, uses a sixteen-voice "celestial choir" comprised of
woodwind and brass players. These players begin by singing "n" on a unison Bnatural, and as the music progresses, they add the pitches C-sharp, then D, and E.
Each singer is eventually given complete rhythmic independence, and the result
creates a tone cluster on the notes B, C-sharp, D, E, F-sharp, G, and A. This work
is both programmatic and aleatoric, using a large percussion battery, piano, and
crystal glasses, as well as a full complement of winds and voices.

d. In the Spring at the Time When Kings Go Off to War, winner of the American
Bandmasters Association "Ostwald Award" in 1986, was written by David
Holsinger. Throughout the work, band members shout, chant, and in the final
section sing in a rhythmically independent setting using vowel sounds for each
pitch.

e. Cloudburst, was originally written for chorus in 1991 by Eric Whitacre and
arranged for wind band by the composer in 2001. The piece incorporates fourpart harmonization on a D-flat major chord in second inversion on the Spanish
words "la lluvia," meaning "the rain." Half of the vocalists then move down a
whole or half step while the others remain on their original pitches forming a tone
cluster of c, d-flat, e-flat, f, g, and a-flat. This aleatoric and programmatic piece
reproduces a thunderstorm and incorporates the audience in creating the rain.
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CHAPTER II

...and the mountains rising nowhere by Joseph Schwantner

GENERAL INFORMATION

The Composer
Joseph Schwantner was bom in Chicago, Illinois in 1943. In 1961, he began
studies at the Chicago Conservatory where he studied composition with Bernard Dieter.
Schwantner completed his first work for orchestra, Sinfonia Brevis in 1963 and graduated
in 1964. Continuing his education, he went on to Northwestern University in Evanston,
Illinois where he served as a teaching assistant, receiving a Master's degree in 1964, and
a Doctorate in 1968. During his studies there, he also wrote a number of award-winning
works for soloists and small ensembles performed by the students at Northwestern
University.
After completing his degrees, he served on the faculties at both the Chicago
Conservatory College in 1968 and Pacific Lutheran University in Tacoma, Washington in
1968-1969. In the following year he joined the faculty at Ball State University in
Muncie, Indiana (1969-1970). In 1970 Schwantner joined the faculty at the Eastman
School of Music as assistant professor of theory and composition. In 1979, he became
the chairperson of the composition department.
His awards and accolades are numerous including the Pulitzer Prize in 1979 for
his first major orchestral work, Aftertones of Infinity. He served as Composer-in-
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Residence with the Saint Louis Symphony Orchestra from 1982-1985. Two of his pieces
recorded by the St. Louis Symphony were nominated for a Grammy Awards. In the
"Best New Classical Composition" category Magabunda "Four Poems of Agueda
Pizarro," was the winner in 1985, and in the "Best Classical Composition category," and
A Sudden Rainbow was the winner in 1987.'
In 1977, Schwantner completed his first piece for wind ensemble .. .and the
mountains rising nowhere. Commissioned by the Eastman Wind Ensemble and funded
by a grant from the National Endowment for the Arts, the work was premiered at the
College Band Director's National Association convention in 1977. It is considered by
many conductors to be one of the most important works for the wind band written in the
past twenty-seven years, and because of its popularity with wind conductors, it set off a
unique compositional movement for composers and the wind band medium. This work
continued the evolution of Schwantner's own compositional style as he completed his
first major work for orchestra, Aftertones of Infinity}

Overview and Intent of the Work

Schwantner dedicated the eleven-minute work to Carol Adler whose poem
brought about the compositional inspiration.
Arioso
bells
sepia
moon-beams
an afternoon sun blanked by rain
' Popejoy, James. "From The Dark Millinium Comes The Music Of Amber, A Comparative Study
of Two Works by Joseph Schwantner." (DMA Dissertation, University of North Texas, 2000), 1-4.
^ Ibid. 6.
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and the mountains rising nowhere
the sound returns
the sound and the silence
chimes

Schwantner designed the piece so as not to sound like a conventional wind band
work and integrated his own style of composition. He gives the percussion section equal
importance to that of the winds and effectively weaves together both tonal and atonal
musical ideas. He also augments the timbral spectrum of the ensemble by incorporating
singing, whistling, and the playing of glass crystals.
The instrumentation calls for expanded wind ensemble minus saxophones and
euphonium. Schwantner used this particular instrumentation in hope that the work would
also be played in the orchestral world. He states, "Orchestras will play Messiaen 's Et
Expecto Resurrectionem which doesn't have strings, but the worlds [between wind band
and orchestra] are really very dissimilar. The piece is certainly available, but there hasn't
been a lot of interest from professional orchestras."
Schwantner uses six motives and two motivic variations as seminal material for
the composition. This material is intertwined rhj^mically, harmonically, and
melodically throughout the piece. ...and the mountains rising nowhere has a total of nine
•1
sections plus an mtroduction and a coda. In the second section, measures 8 - 36,
Schwantner calls for a "Celestial Choir." This choir is formed using voices of the wind
players. In measure 16, the brass players stop singing and begin to whistle producing a

^ Renshaw, Jeffrey. "Schwantner's First Work for Wind Ensemble." The Instrumentalist 45
(January 1991): 35.
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double canon with the singing woodwinds. The piano and percussion continue to a
sforzando in measure 37, completing section two, and ending the choral section.
The entire work is in a ternary from of A - B - A\ The introduction through
section 3 is the first A section. Sections 4 - 7 are the B section, and A^ is section 8
through the coda. The large A sections are encompassed with "free time" notation. In
her analysis of four compositions by Schwantner, Cynthia Folio partitions the work using
pitch class priority with the first emphasis being on the pitch B-natural. The second
section shifts to A-flat and the final section returns to B-natural."^ Pitch class is
determined by the duration, repetition, and prominence of the notes B-natural and A-flat
in any octave. B-natural is also the primary pitch for all of the vocalization in the work.

SYNOPSIS OF VOCAL USAGE

The "Celestial Choir" sings in the second section, beginning in measure 8. The
choir, consisting of sixteen woodwind players and thirteen brass players, begins with an
almost inaudible B-natural in unison just below middle C. The choir begins singing on
an "n" sound from a triple piano dynamic level.

Folio, Cynthia. "An Analysis and Comparison of Four Compositions by JosephSchwantner;
...and the mountains rising nowhere; Wild angles of the Open Hills: Aftertones of Infinity; and Sparrows.
(Ph.D.dissertation, University of Rochester, 1985), 43.
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Excerpt 2.1 ...and the mountains rising nowhere by Joseph Schwantner, mm. 8-10
Schwantner scores voices on a whole note while the percussion play for three
measures. It is interesting to note that the string bass plays the same pitch as a harmonic
throughout the section underscoring the importance of the B-natural. The mallet
percussion and piano outline the B Aeolian mode, while the crystal glasses continue
playing their tone cluster also based on B Aeolian from the opening of the work.^ In the
third measiu^e (10) the vocalists gradually crescendo as they open their mouths from the
closed "n" to an "ah" sound at a pianissimo dynamic level. It is also here that the horns
stop singing and begin playing a D with a glissando down to C sharp.
In measure 11 the singers are instructed to alternate pitches in free rhythm,
moving from B-natural to C-sharp on "ah" while still at a pianissimo dynamic level. The
score is marked ''lontano - tenuto sempre e delicato, legato [translated; from a distance frill value, delicate and smooth] (free rhythm - each singer, sing independently)."

^ Ibid.
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Excerpt 2.2 ...and the mountains rising nowhere by Joseph Schwantner, mm. 11-13.

The four trombones gradually diminuendo as vocalists and begin playing C-sharp and D
in measure 12. In measure 13 they glissando to a cluster of B, C-sharp, D, F- sharp, G
and A with the horns and fade out. In measures 14 and 15 the voices ad.lib. freely on B,
C-sharp, adding D, and E still at pianissimo moving to a crescendo in measure 15 at a
piano level.
All of the brass now stop singing or playing and begin to whistle in measure 15 at
a pianissimo dynamic on B and C-sharp in free rhythm. The string bass player continues
playing but also begins to whistle. In measure 16, the ensemble crescendos and in
measure 17 both the singers and whistlers are at a piano level and begin a slow
crescendo.
The singers in measure 16 add to the cluster an F-sharp and G while still in free
time. The entrance of whistlers at measure 16 creates the beginning of a double- canon

between the "Celestial Choir" and the whistlers offset by six measures.® The score is
marked for whistlers "molto legato e delicato (whistling sounds 8va or 15 va)." The
whistlers begin to crescendo in measure 17 to piano in measure 18. In measure 18 they
change pitches to a B and a D while continuing to crescendo. In measure 19 they again
move on to the pitches C-sharp and E while continuing the crescendo.
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Excerpt 2.3 ...and the mountains rising nowhere by Joseph Schwantner, mm. 15-18
In measure 20, the choir adds an A to complete the B Aeolian cluster while
singing in free time. The dynamic level is now approximately at mezzo forte and the
percussion and piano underscore the canon using the same dynamic levels. In measure
21 the whistlers add an F-sharp and G to the cluster as all continue to crescendo through
measure 22.

® Renshaw, Jeffrey. "Schwantner's First Work for Wind Ensemble." The Instrumentalist 45
(January 1991): 35.
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Exceq)t 2.4 ...and the mountains rising nowhere by Joseph Schwantner, mm.19-25

The "Celestial Choir" reaches its climax in measure 23 with a dynamic offorte
and each person assigned a specific pitch in the B Aeolian cluster. The cluster is
sustained along with the glass crystals playing the same pitches an octave higher.
The choir of whistlers is exactly six measures behind the "Celestial Choir" in the canon.
They continue their crescendo as well as add pitches to the cluster. In measure 25 an A is
added to finish the cluster while at the same time singers 1 through 4 cease to sound as
they have diminished completely. In measure 26 singers in groups 5 through 8 complete
their diminuendo and stop singing.
The glass crystals and singers, in measures 9 through 26, continue to sing on "ah"
at a dynamic offorte when suddenly all singing stops at the end of measure 26. The oboe
players, who were playing the glass crystals, stop and begin to whistle in measure 27 for
the climax of the choir of whistlers finishing at a dynamic of fortissimo. All whistlers,
each assigned a specific note, sustain this tone cluster. The percussion and piano are at a
forte dynamic level and crescendo to fortissimo levels at the very end of measure 29.
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The flutes and clarinets begin to play for the first time in measure 27, forming the
same cluster. The piano introduces motive 4 in measure 27, an octatonic scale (minus the
G) on a quintuplet motive. At the end of measure 29 all whistling ceases and the canon is
complete as the piece moves into section 3.
The coda of the work also uses the voices but this time in a different format. The
coda, beginning in measure 134, starts with glass crystals playing the B Aeolian cluster of
seven notes from measiire 133 and adding the horn section and the piano playing B and
F-sharp in measure 134. The percussion and winds in measure 133 are at a dynamic of
triple forte, leading to a staunch contrast of soft sustained pitches in free time to begin the
final section.
After six seconds the "Celestial Choir" enters on the pitches B and F-sharp
slowly fading in from complete silence up to a pianissimo dynamic level. They will sing
on "ah" for just under sixty seconds. The two vibraphones enter during this time at a
triple piano dynamic level playing a tremolo with pedal between the pitches B and Fsharp as the horns fade out completely. All instruments will continue to sustain their
pitches until the very end of the piece where they will fade out completely.

1
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.and the mountains rising nowhere by Joseph Schwantner, mm. 135.
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After approximately forty seconds, the piano enters playing the A-flat Aeolian
motive on sextuplet figures, then, it moves to the B Aeolian motive in an eight-second
period. In the final five seconds the four piccolos and two flutes enter on a C-sharp,
starting almost inaudibly with a crescendo to mezzo piano and back to complete silence.
The glockenspiels, vibraphones, and crotales enter with one final occurrence of motive
2A that began section two. All sound fades to silence.

VOCAL PRODUCTION

Vocal Techniques and Issues
The entire "Celestial Choir" is in the same tessitura ranging from B below middle
C to A above middle C spanning the range of a minor seventh. All voices are required to
sound each of these pitches at some point as the vocalization progresses. The singing
outlines the seven notes of a B Aeolian mode without the upper B. The composer asks
for the sound of a "distant ethereal choir" and states that there should be no vibrato.
Because the pitches are in a high tessitura for the average male voice, the men should
sing in a falsetto or light head voice, as this will give the proper effect. The voicing is
low for most untrained sopranos at B, C-sharp, and D and may present a challenge along
with teaching the men to sing in this tessitura J One way to develop the falsetto voice for

^ McKinney, James. The Diagnosis and Correction of Vocal Faults. (Nashville: Genevox Music
Group, 1994), 111.
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men is to have them sigh from the top of the register. Another possibility is to work from
a puppy sigh or whimper.^
Before the performers get out their instruments the entire ensemble should
perform a brief upper body and vocal warm-up. This process will directly and positively
affect the vocal performance. The director must lead and model the warm-up, because
this will encourage participation in the singing. The first step is for the entire group to
stand and stretch. Have the group put both arms in the air. Take the left arm with the
right hand and pull to stretch the arm and back muscles then do the same with the other
side. Now put both hands behind the head and move the upper body, stretching the
intercostals, back, shoulder, and arm muscles. Have the players turn and massage the
shoulders of the person next to them. Turn and repeat the massage to the person on the
other side.^
The vocal warm-up should focus on the same notes and style of singing as that
called for in ...and the mountains rising nowhere. This involves the pitches in a unison
B-natural minor scale from B just below middle C and ascending nearly one octave to the
A. The warm-up is also a good opportunity to begin working on the vocal pedagogy as
all men will sing in falsetto or light head voice, and the group will strive for a pure unison
sound on "ah." The director or pianist should lead these exercises on the piano. Begin
on the A just below middle C having the group sing "ah" in unison up and down a fifth.
Ascend one-half step to B-natural repeating the exercise using the pitches found in the B-

^ Chamberlain, Bruce. Interview by author. University of Arizona. Tucson, 5 May 2005.
' McKinney, James. The Diagnosis and Correction of Vocal Faults. (Nashville: Genevox Music
Group, 1994), 35-36.
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natural minor scale. It is important to note that the correct sound is "ah" and not "awe"
which requires the jaw to drop down further. Continue stepwise within the B-natural
minor scale imtil E is the final starting pitch, singing up a fifth and back down. Perform
each pitch slowly as a half note so that the vocalists can also focus on blending their
sound.
The opening pitch for the choir is a unison B beginning on a closed "n" with the
sound emerging from the sound spectrum at triple piano. The blade of the tongue will be
pressed against the hard palate and the singers will feel a buzzing sensation on the upper
palate when this is done properly. After approximately eight seconds the singers
gradually open their mouths to sound an "ah" over the course of about four seconds. This
is done slowly with the final result being a unison pitch from all singers. When executed
properly the vocalist will have the feeling of a smile on the inside of the mouth and the
lips and jaw will feel slightly more stretched than usual. Form an "oval" in the oral
pharynx with the outside circumference of the lip muscles serving as a general guide. If
the oral pharynx is correctly shaped and the hps adequately opened, the sound will be
sufficiently projected and will be slightly brighter.
The singers can breathe at will as they are all singing the pitches in free time at
individual tempi. As the choir crescendos and pitches are added, breath support becomes
more important for projection. The singers should sit toward the edge of their chairs with
backs and necks straight, and chin parallel to the floor. The breathing technique is the
same as that of playing a wind instrument. Proper execution of the outward flow of

Geston, Mary Kay. E-mail interview by the author. 20 March 2005.
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breath is vital to this particular piece, as the singers should not have any vibrato. The
singers must focus on an even thrust of air in both volume and speed to accomplish this.
If they breathe often, rather than waiting until the air supply is nearly diminished, this
will inhibit fluctuation in the sung pitches, and alleviate cumulative tension in the jaw,
tongue, and neck. The volume (amount) of air that passes through the vocal cords
controls the dynamic level.
As the crescendo takes place, more air is needed for the sound to grow. The
singers should be aware of this so that their increase of airflow is even and gradual. The
antithesis of this is also true: with a decrescendo, the volume of the air diminishes with
sound continuing until the vocal cords are no longer vibrating. While singing the forte
tone cluster and entering from staggered breaths, the members should start quietly, then
quickly crescendo to the forte. Otherwise, the sound of their individual entrances may
become evident in the cluster. Half of the group fades out at will during this forte cluster
and with the entrance of the whistling choir. The fade will be virtually inaudible within
the aural texture so no attention to this will be necessary.

Ensemble Balance
In rehearsals it is important that no voice be heard above any of the others. The
director will need to listen for balance, encouraging some to sing louder and others to
sing a little softer. Begin addressing the balance by working with each line individually
at measure 17. Work this section in unison, though eventually it will be performed in

" Ibid.

free time. Have the piano play along, as this will also aid in learning pitches and in
developing pitch independence. Once all eight vocal lines are balanced, put them
together to include the free-time singing at measure 17.
The balance between the instrumentalists and vocalists should also be addressed
as the tendency is for the vocalists to sing too softly within the overall aural spectrum. It
is also quite easy for the instruments to overpower the voices, so it is imperative for them
to perform their parts at the correct dynamic level relative to the desired overall balance.
According to the score, the voices should sound as loud (or as soft) as the instruments
throughout this section, meaning that they should be heard at the same dynamic levels as
the instrumental parts.

Approach to Teaching the Vocal Passages
The initial rehearsals of ...and the mountains rising nowhere should not include
specific work on the vocal parts. The performers will need to play through the piece to
gain an understanding of the work and how their parts fit into the composition. After this
point, specific rehearsal times should be set-aside for the sixteen-voice choir without
winds and percussion.
In the vocal rehearsal the group should work through the prescribed warm-up
routine. After this, have the performers sit and begin rehearsal with the first vocal
entrance. The opening bars are in unison and gradually add pitches. All singers should
perform this in unison during this rehearsal so that they become comfortable with the

pitches. The pitches are not difficult to sing and the focus can be on the technical details
of singing. Once this is learned, have them sing this section in free time.
In measure 16 each of the eight parts must be broken down into individual lines
and rehearsed in unison with piano playing the pitches. This will take much of the
rehearsal time, as all of these parts incorporate a number of difficult intervals such as
augmented fourths and minor sixths. This section can be worked in subsequent
rehearsals to help the performers in learning their parts correctly. An alternative method
to the group rehearsal is the assignment of sectionals during this time, which substantially
cuts the amount of time spent learning the parts. It is recommended that the choir of
whistlers also have individual sectionals because the two choirs have identical parts in
canon form offset by six measures.
Once the individuals are comfortable with their lines, have the groups sing
according to the written parts, which requires vocalization in free time. Do not
incorporate the instruments until the balance, blend, and pitch centers have been properly
addressed. The group should sound as a pure tone cluster with no vibrato from any voice.
Finally, rehearse with full instrumentation and monitor the balance between
voices, whistlers, and instrumentalists. The choir of whistlers should not use vibrato and
the conductor should have the same expectations of this group as of the singers and
instrumentalists regarding balance, blend, and intonation. This information equips the
director and performers with important tools and knowledge and will help to improve the
singing portions of this work.
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CHAPTER III

Apotheosis of this Earth by Karel Husa

GENERAL INFORMATION
The Composer
Karel Husa was bom in Prague in 1921, and he began to study the violin at the
age of eight and the piano at thirteen. In 1941 at the age of twenty he was accepted into
the Prague Conservatory of Music. Once he completed his studies in Czechoslovakia, he
moved to Paris to pursue degrees at the Paris National Conservatory and the Ecole
Normale de Musique. He studied composition with Nadia Boulanger and Arthur
Honegger and conducting with Andre Cluytens, who was the opera conductor at Lyons,
as well as Eugene Bigot and Jean Foumet. Husa soon was in great demand as a
conductor and composer having won both the Lili Boulanger Prize in 1950 and the
Bilthoven Festival Prize in 1951.*^ In 1954 he accepted a three-year position at Cornell
University as the orchestra conductor (for a one-year replacement) and as a member of
the composition faculty. He became a United States citizen in 1959 and remained on
Cornell faculty until his retirement in 1992. His awards and honors are of the highest
ranking including the Pulitzer Prize in 1969 for String Quartet No. 3. Other accolades are
a Guggenheim Foundation Fellowship, Koussevitzky Foundation commissions,
American Academy and Institute of Arts and Letters award, Czech Academy for Arts and

Hartzell, Laurence W. "Karel Husa: The Man and the Music." Musical Quarterly 52 (1976): 87-

88.

Sciences Prize, and grants from UNESCO and the National Endowment for the Arts. In
1996 his workLe^ Couleurs Fauves was premiered at the Midwest Band and Orchestra
clinic.
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In 1968, he completed Music For Prague 1968 and Apotheosis of this Earth with
both of these pieces eventually proving to be landmark works for the wind band genre.
Husa's compositional style is strongly rooted in traditional techniques. His
writing can be succinctly described as neoclassical using modem devices. He composes
with great clarity, balance, and with strong development of phrasal/pitch relations.^"^
Husa uses rhythm in two contrary compositional devices fox Apotheosis of This
Earth. The first is rapid rhythmic cycles found in the second movement, and the other is
long sustained sonorities found in the first movement. The unusual characteristics of the
first movement are matched by Husa's unique use of effects in the third movement where
the composer requires the wind band members to vocalize the phrase "this beautiful
earth."^^
Overview and Intent of the Work
The Michigan School Band and Orchestra Association commissioned Apotheosis
of This Earth in honor of William Revelli. The University of Michigan Symphonic Band,
with Revelli conducting, premiered the work in 1971. In 1972 Husa re-scored the piece

Scatterday, Mark. "Karel Husa: Apotheosis of this Earth." Band Director's Guide 29
(September/October 1993): 10.

''' Hartzell, Laurence W. "Karel Husa; The Man and the Music." Musical Quarterly 52 (1976): 93.
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for orchestra and separate chorus and in 1990 he updated it once more adding the choral
parts from the orchestral arrangement to the original band parts.Part of his reasoning
for writing in a separate chorus was because the original use of band members as
vocalists did not work very well.'^
In 1969, he wrote Apotheosis of this Earth as a way to call attention to the
destruction of earth through the abuse of its resources. In the score Husa writes:

The composition of Apotheosis of this Earth was motivated by
the present desperate stage of mankind and its immense
problems with everyday killings, war, hunger, extermination of
fauna, huge forest fires, and critical contamination of the whole
environment.

Man's brutal possession and misuse of nature's beauty - if
continued at today's reckless speed - can only lead to
catastrophe. The composer hopes that the destruction of this
beautiful earth can be stopped, so that the tragedy of destruction
- musically projected here in the second movement - and the
desolation of its aftermath (the "postscript" of the third
movement) can exist only as fantasy, never to become reality.

In the first movement, "Apotheosis," the Earth first appears as a
point of light in the universe. Our memory and imagination
approach it in perhaps the same way as it appeared to the
astronauts returning from the moon. The Earth grows larger and
larger, and we can even remember some of its tragic moments
{as struck by the xylophone near the end of the movement}.
The second movement, "Tragedy of Destruction," deals with the
actual brutalities of man against nature, leading to the destruction

Scatterday, Mark. "Karel Husa: Apotheosis of this Earth." Band Director's Guide 29
(September/October 1993): 10.
" Husa, Karel. 2005. Telephone interview by the author, 3 January 2005.
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of our planet, perhaps by radioactive explosion. The Earth dies
as a savagely, mortally wounded creature.
The last movement is a "Postscript," full of the realization that so
little is left to be said: The Earth has been pulverized into the
universe, the voices scattered into space. Toward the end, these
voices - at first computer-like and mechanical - unite into the
words this beautiful Earth, simply said, warm and filled with
regret... and one of so many questions comes to our minds:
"Why have we let it happen?"

The third movement simply asks the question, in retrospect, "Why have we let it
happen?" In the original score Husa entitled the movement "P.S.," as if writing a letter to
tell us that all that has transpired will take place unless we stop descending down the path
of destruction. After the initial performances, the third movement was criticized for the
depressed mood that it creates and the "unmusical and radical" vocalization parts. It was
even suggested that Husa should end the work with the exciting and thunderous second
movement and simply drop the third. Husa asserts, "The Postscript had to come" as a
"natural outgrowth of the entire work."^®

SYNOPSIS OF VOCAL USAGE

In the original version, Husa calls for voices in the third movement only. As
stated earlier, he was criticized for his unusual orchestration of the third movement, in

Scatterday, Mark. "Karel Husa: Apotheosis of this Earth." Band Director's Guide 29
(September/October 1993; 16.
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particular the use of vocal recitation. The voices are interspersed throughout the
movement, speaking only the words "This," "Beautiful," and "Earth" on sextuplet
figures.
The first entrance of voices is in measure twelve with the upper woodwinds,
saxophones, and several percussionists reciting one of the three words. The trumpets and
homs are muted with the trumpets utilizing rhythmically open then closed Harmon stems.
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Excerpt 3.1 Apotheosis of this Earth, by Karel Husa, mm. 12-13

In measure 23 the entrances of voices are offset by one beat per entrance, each
stating their word syllables in five to eleven beats. The sound from the ensemble, in
sixteenth-note sextuplet beats, should be that of staggered words entering on beats 1,2,
and 3 of this measure; "Thi-s-s-s-s-s," beat 2, "Beau-u-u-u-u-u," and beat 3 "Ear-th-th-thth-th," with each of the syllables continuing through subsequent measures.
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perdendosi

Excerpt 3.2 Apotheosis of this Earth, by Karel Husa, mm.23-24

In measure 36 Husa uses a similar technique to the above with offset word
entrances. Beat 1 is "Thi-s-s-s-s-s," beat 2 enters "Beau-u-u-u-u-u" on the downbeat and
the second syllable of the word "Beautiful", "Ti-t-t" on the upbeat with different
vocalists. Beat 4 is the entrance of "Ear-th-th-th-th-th" with each of the other voices
continuing on their individual sextuplet for approximately ten measures.
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Excerpt 3.3 Apotheosis of this Earth, by Karel Husa, mm.36-37

Measure 42 gives the full statement staggered throughout the voices, "This, "Beautifiil,'
and "Earth" with sustained cluster chords played by the winds.
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Excerpt 3.4 Apotheosis of this Earth, by Karel Husa, mm.42-43
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The rhythm changes in measure 47 for most of the voices, slowing the rhythmic
drive to a triplet figure over two quarter beats.

Beau

Excerpt 3.5 Apotheosis of this Earth, by Karel Husa, mm.47-48

In measure 57 there is a uni-rhythmic statement in the voices with the low brass and
Contra bassoon continuing "th-th-th-th-th-th" in sextuplets.

This

Beou-^- ful Earth

is

1
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Excerpt 3.6 Apotheosis of this Earth, by Karel Husa, mm.57
As the work stands poised for closure a final solo voice states "This beautifiil
earth." The xylophone plays it's final quintuplet rhythm repeated at will and ending on
"A" just as the piece began.

Solo voice*I
Beou-ti - ful

Earth

Excerpt 3.7 Apotheosis of this Earth, by Karel Husa, mm.63-64
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VOCAL PRODUCTION

Vocal Techniques and Issues
The objective in this section is to provide a clear approach for the vocalists to
achieve clarity of speech, uniformity of sound and the proper amount of projection.
Nearly all of the vocalization in the third movement is placed in a sextuplet figure using
the broken words. The word "This" becomes "Thi-s-s-s-s-s." "Beautifiil," is broken into
it's three syllables, "Beau-u-u-u-u-u," "Ti-ti-ti-ti-ti-ti," "Fu-fu-fu-fu-fu-ful," and "Earth"
becomes "Ear-th-th-th-th-th." The challenges of reiterating the sounds of each broken
word or syllable must be addressed according to their inherent spoken properties.
Energized breathing and a sufficient and consistent airflow are essential to achieve the
ultimate goal, which is for the text to be heard with clarity.
Husa introduces the three broken words in measure twelve as they sound
simultaneously on identical rhythms in this measure. The final "s" of the word "This" is
repeated over and over for two full measures. The piccolo, oboes, bassoons, E-flat
clarinet, and all percussion are the vocalists here. There are two primary ways to
articulate at this speed. Since "s" is an unvoiced consonant, the first is to add an "ih" to
the "s" for a short "is" sound. With the vowel in the mix, the vocal cords can be
activated giving more presence to the speech and allowing for more volume and
control.'^ The alternative is to use only the "s" with a short hissing sound. This is
accomplished by using the diaphragm muscle to push air through the passageway

Miller, Richard. The Structure of Singing. (New York: Macmillan, 1986). 69-70.
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creating the "s" sound. A good breath should be taken prior to the recitations. Once the
"s" is articulated, the airflow will be inhibited at the front teeth (incisors), making the "s"
sound. The vocalists will feel the air bottleneck at the front teeth when doing this
properly. As with all of the sextuplets, the first of each quarter beat should be slightly
emphasized in order to keep clarity in the rhythm.
The word "Beautiful" is broken into three different syllables throughout the
movement. The first appearance at measure 12 is that of "Beau-u-u-u-u-u," with "u-u-uu-u-u" recited five additional times. The speaking group includes the contra-bass clarinet
and saxophone players. They repeat the syllable "eau," pronounced "you," over and over
again after the initial "Beau." The best way to recite this is to use a fast and small jaw
motion. When executed properly, the tongue will have limited contact with the back
portion of the upper palate and rear molars.^®
The "ti" enters in measure 36 sounding simultaneously with the "Beau" which
began a half beat earlier. The saxophone and percussion players begin at a piano
dynamic level with a slow diminuendo through measure 38. The syllable "ti" has an "ee"
at the end with the resulting sound of "tee" repeated over and over in the sextuplet figure.
Because the consonant "t" is very similar to the "tah" articulation used in wind
instrument playing, it should be fairly simple to reproduce. For the percussion, the
tongue should be kept forward and close to the upper palate, making the repetition easier
to manage.^^

^°Ibid, 73.
McKinney, James. The Diagnosis and Correction of Vocal Faults. (Nashville; Genevox Music
Group, 1994), 146-147.
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The completion of the broken word "Beau-ti-ful" is found in measure 42 with the
"fii" overlapping the "Beau" and the "ti" beginning on beat four. The percussion section
recites the sextuplet figure nine times with a continuous diminuendo. The sound of "fii"
leading to the final "ful" should be the result. The tendency of the players is to
incorrectly say "fa" so they will need to attempt to say "ftil" without the "1" in order to
phonate the text properly. To produce the sound rapidly, the lower lip meets the edge of
the top fi-ont teeth and the tongue is low in the mouth.^^
The "Ear-th-th-th-th-th" recitation begins at the same time as the other words in
measure 12. The trombones, baritones, tuba, and string bass repeat the sextuplet figure
eight times in measures 12 and 13. The "th" is very similar to the "tah" articulation used
by brass players. If the tongue is placed between the teeth rather than on the front of the
upper palate the players should be able to execute this with relative ease. Articulate the
phrase as if saying the word "the." The use of the vowel sound sets the vocal folds into
motion, allowing for more control over the repetition and volume.^^
Toward the latter part of the piece, all three words are finally brought together,
and spoken as a phrase. The passage simply needs to be articulated with clarity. The
best way to accomplish this is for the players to focus more on the consonants in the text.
The players will feel as if they are mouthing the words to someone who is reading their
lips. Add sound to this "mouthing" and the vocalization will be done correctly.

Ibid, 156-157.
Ibid, 99-100.

Ensemble Balance
The conductor should strive for the text to have clarity within the sound spectrum
of the work. The dynamics given to the vocalists are subject to the balance of the entire
ensemble. This depends on the scoring and the ability of the wind and percussion players
to perform a piano or pianissimo. The director should ultimately listen and balance them
in the hall where they will perform, standing where the audience is seated. This will give
the clearest picture of how the vocalists and players should adjust their volumes. The
vocalists will need to face the audience rather than directing their soimd toward each
other. If the vocalists are required to recite at a pianissimo level it means they should
sound at that level within the context of the music. If they are not clearly audible, then it
is too soft, or the other instruments are too loud. This is part of the difficulty Husa
himself ran into when the piece was first performed, as the vocalists could barely be
heard over or even within the ensemble.

Approach to Teaching the Vocal Passages
The director should spend part of several rehearsals addressing only the
vocalization. The rhythm is quite simple so it will not be a concern except for precision
within the sextuplet figures, which will be an issue. The director should strive for a
unified presentation of each broken word. Since there is no singing, a singing warm-up
will not be necessary. However, it is important for the players to prepare their mouths
and jaws for speech. A simple stretching of the facial muscles can take place by rolling
lips and cheek muscles forward and backward for ten to twenty seconds. Next have the

group loosen the lip and check muscles with the tips of their fingers. The vocalization
may seem relatively innocuous but the reality is that the jaw and facial muscles have to
perform difficult repetitions with exact precision and this warm-up will aid in that
process.
The next item is to address and rehearse each syllable according to the
information provided in the earlier pages of this paper. Start with the pronunciation, and
once it is clear add the sextuplet figure to the mix. The sextuplet is quite fast so it will
take some practice on each syllable beginning slowly and building up to the desired
tempo. Fatigue and attention span may become a factor with this repetition so do not
overwork this, but rather spread the technical practice out over several rehearsals. The
entire band should participate in speaking each word according to the recommended
pedagogical treatment. Because these are not trained singers and much of this
information is new to them, the players will tend forget the pedagogy and go back to their
normal speech patterns. The director will need to remind the students often of proper
vocal technique as well as require them to mark their music carefiilly in the initial
rehearsals. This will alleviate some of the retention issues. With this approach, the
vocalization will be learned quickly and efficiently, and the results should be evident in
both the rehearsals and performances.
Once all of the words are articulated clearly and have a somewhat uniform sound
the director should begin to rehearse the vocal sections without instruments. This should
take place in the third "vocal" rehearsal. The first two rehearsals on the piece should also
include playing through the music and vocalizing so that the performers develop an

understanding of the movement in its entirety and a conception of how the vocaUzation
fits into the compositional scheme. The goal in the third "vocal" rehearsal is for clarity
and uniformity of text in each vocal entrance. The sextuplets must be performed with
absolute precision. Treat the vocalization as you would any other section of music
involving instruments. Once you have achieved this goal, specific vocal rehearsals will
not be necessary, though it may be good to hear the vocalization separately during the
week of performance. Prior to the performance have the group warm up their facial
apertures so that the group can perform the vocalization at peak level.
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CHAPTER IV

The Soaring Hawk by Timothy Mahr

GENERAL INFORMATION

The Composer

Timothy Mahr was bom in Reedsburg, Wisconsin in 1956. He attended St. Olaf
College in Minnesota, where he received a Bachelor of Music in Theory/Composition
and the Bachelor of Arts in Music Education. He continued his studies at the University
of Iowa, Des Moines, receiving the Master of Arts degree in Trombone Performance in
1983 and the Doctor of Musical Arts degree in Instrumental Conducting in 1995.

Mahr directed bands at Milaca High School in Minnesota for three years prior to
his appointment at the University of Minnesota, Duluth, where he served as Director of
Bands for ten years from 1984-1994. It was there that he founded the Twin Ports Wind
Ensemble. Since 1994, Mahr has served on the faculty of St. Olaf College as Conductor
of the St. Olaf Band and taught courses in composition, conducting, and music education.
He has been active in over thirty states as a clinician and guest conductor and has served
as composer/conductor in residence at over twenty-five colleges and universities. He has
conducted All-State bands in Colorado, California, Montana, Massachusetts, Wyoming,
and Illinois. His bands at St. Olaf have produced six compact discs, two of which
received international acclaim. He is the past President of the North Central Division of
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the College Band Directors National Association and a founding board member of the
Minnesota Band Directors Association.

As a composer, Mahr has written over fifty works and in 1991, his band piece The
Soaring Hawk was named winner of the American Bandmasters Association "Ostwald
Award." The American Bandmasters Association Commissioning Project then awarded
Mahr its very first commission in which he produced the piece Endurance. The United
States Interservice Band in Washington, DC premiered this composition. He has
received over twenty-five commissions from such notable establishments as the United
States Air Force Band, the Music Educator's National Conference, and the Indiana and
Nebraska Bandmasters Association. His compositions have been performed at the
Lincoln Center and Carnegie Hall and at many national and international music
conferences as well as by armed service bands, major university bands, and by ensembles
in eighteen other countries. In 1993, he was elected to the American Bandmasters
Association. Mahr has also been awarded the National Band Association's "Citation of
Excellence.

Overview and Intent of the Work
The Soaring Hawk, wirmer of the 1991 American Bandmasters Association
"Ostwald Award," was commissioned by the University of Iowa Symphony Band and
premiered at the American Bandmasters Association National Convention in 1990 with
Dr. Myron Welch conducting. As the title infers, the piece is about the flight and

Smith, Norman. Program Notes for Band. (Chicago; GIA Publications, 2002), 398.
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experience of this majestic bird and is characteristically a programmatic work. The
program note from the score states:
The Soaring Hawk was inspired by meditating (with some
degree of jealousy) upon the various experiences in the life of a
hawk, a creature that is certainly a proud symbol of many things
that are good in this world. A landscape is initially painted: the
domain as surveyed by the hawk. Eventually, the hawk must fly,
severing its physical bonds to the earth - what a joy to beat the
wings and ride the wind! As the hawk soars overhead, the
textures and rhythms of the earth below become its music. A
sense of remorse is present, however, as the ancient memories of
the earth below conflict with current visions of a land so totally
affected by the presence of man. Gone are the abundant trees,
tall grasses, clear waters, and pure air knovra by the hawk's
ancestors. And yet, there are exhilarating and optimistic feelings
in being alive in today's world, in spite of its many
shortcomings. So much comes into its proper perspective when
seen from above. Ah, that we could all soar above this earth!

The instrumentation is for expanded symphonic band with piano and large
percussion battery. It is divided into nine sections plus transitions with the B-flat
octatonic scale (whole-step/half-step progression) serving as primary
compositional material. The scale is also the basis of an eight-part harmonic
progression that is stated in whole and in fi*actions throughout the work. The
principal theme of the work uses tones five through eight of the octatonic scale
and is the same group of notes used in the singing portions.25

Mahr, Timothy. "An Analysis of The Soaring Hawk". photocopied, 1999.

SYNOPSIS OF VOCAL USAGE

Mahr writes unison singing in measures 141-157, with a repeat back to
141 at measure 155. The scoring of this section is soft and thin with only the solo
oboe, piccolo, bass clarinet, bassoons, soprano saxophone, first trombone, tuba,
piano, and percussion playing. The rest of the ensemble begins singing "Ah" very
quietly in unison on a concert A.
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Excerpt 4.1 The Soaring Hawk by Timothy Mahr, mm.141-143

After a two-measure crescendo the pitch moves downward by one step to
G. The text changes to "Ee" and begins a diminuendo for three measures down to
a pianissimo.
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Excerpt 4.2 The SoaringHawkhy Timothy Mahr, mm.144-145

In measures 148 through 151 the singers vocalize on an F-sharp (a major seventh
higher), singing pianissimo on "Oh" with a gradual crescendo.
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Excerpt 4.3 The Soaring Hawk by Timothy Mahr, mm.148-149

In measures 152 through 155, the final "Wah" is sung on an E-natural. The group
continues a crescendo to a mezzo forte in measure 153, and diminishes completely
in measure 155 where there is a repeat. The music is repeats from measure 140
with various instruments added to the spectrum.

Excerpt 4.4 The Soaring Hawk by Timothy Mahr, mm. 152-153
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In the repeat, the vocalists continue singing with a diminuendo through measure
157 where the music fades to silence within a molto ritardando. Mahr stated in
his interview that the group is actually singing "Iowa." "Most directors do not
realize this until I tell them."^^

VOCAL PRODUCTION
Vocal Techniques and Issues
The three challenges in vocalizing these passages are: producing vowels
properly; matching the male and female voices singing in unison; and the wide
vocal ranges. All singers pronounce the vowels identically. The singers must not
use vibrato so the sound will be pure and clear.
Before tackling the vocal techniques in rehearsals, the director should
have a brief warm-up. The students should stand and put their instruments down.
Begin by stretching the upper body. Reach for the ceiling with the left then right
arm. This will stretch the side rib cage muscles. Put the hands behind the head
and move the upper body around. This stretches the shoulder muscles and the rib
cage. Take a few slow, deep breaths. The director should lead all of these
exercises.^'
For the vocal warm-up it is logical to use the vowels in The Soaring
Hawk, "Ah," "Ee," "Oh," and "Wah." A simple exercise for the ensemble is to

Mahr, Timothy. Email interview by the author, 7 January 2005.
McKinney, James. The Diagnosis and Correction of Vocal Faults. (Nashville: Genevox Music
Group, 1994), 180.
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sing scale wise down a fifth on quarter-notes and back up on eighth-notes
beginning in the key of C major on a G-natural and using the piano for
accompaniment. Continue up to the key of B-natural. Ascend by half steps and
sing each of the vowels three times starting with the "Ah" on G, G-sharp, and A
and ending with the "Wah" on E, F, and F-sharp completing the cycle of all
twelve major keys. The director or a student can lead on the piano.
It is important for the singers to vocalize all of the vowels in the same
way. The "Ah" sounds as written and requires an open vocal tract with the tongue
down and slightly back in the mouth. The jaw should be lowered, and the
aperture at the front of the mouth should be fairly wide so that the sound can
emanate from the passageway. The inside of the mouth should feel as though it is
opened to the size of a silver dollar. The cheek muscles are raised slightly for
proper vocalization.
The "Ee" sounds as written and requires the back of the tongue and the
lower jaw to move upward. The singer will feel as if he or she is smiling, but
without the lip muscles pulling back to the "smile" position. Again, the muscles
of the cheekbone are raised slightly when done correctly. Keep the lips open to
allow the vowel to be heard clearly.
The "Oh" sounds as written. It requires the lips to move forward and the
jaw and back of the tongue should drop. The cheek muscles are lowered. This
should feel like the inside of the mouth is open to the size of a quarter.^^

Chamberlain, Bruce. Interview by the author. University of Arizona. Tucson, 5 May 2005.
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The "Wah" is produced identically to the "Ah" sound with the addition of
the "W" which is a diphthong with an "oo" vowel sound. The consonant should
not be over-emphasized, and the singers should not slide from the "Oh" sound to
the "Wah" sound.^^
The vocalization is in unison voices for both male and female. The range
of the vocalization falls clearly within that of altos and tenors. Basses will
perform this passage with the use offalsetto or head voice. All men should sing
the upper two pitches F-sharp and E in falsetto for a uniform sound. If any of the
men cannot sing this voice, they should sing only the lower notes. For the sake of
expediency, the director should not attempt to teach men to sing in a falsetto voice
as it may require an enormous amoimt of time and energy. The sopranos are
required to sing below their normal ranges, though only slightly. If some cannot
sing the low pitches, have them sing the upper ones. The tendency of vocalists is
to sing the upper notes louder than the lower ones, so the conductor must strive
for even volume between all of the pitches as the group sings.

Ensemble Balance
Each singer must attempt to fit his or her sound into the sound of the
group. The result should be a pure "choral" sound with no one person or voice
heard above the others. There should be no vibrato.

Henderson, Larra. How To Train Singers. (West Nyack, New York: Parker Publishing
Company, 1979), 143-144.
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The next step is for the director to balance vocalists with the winds and
percussion. The tendency for the singers is to sing too softly. The indicated
dynamics are relative within the dynamic of the entire ensemble. A pianissimo
marking for voice is much softer in relation to pianissimo for the trumpets. The
vocalists should balance up to the winds and percussion. Even though the scoring
of the instruments is thin in The Soaring Hawk, the singing is often barely
audible. The best method of finding appropriate balance is to go out into the
performance hall and listen. In this piece, it is recommended that the performers
begin singing facing each other then slowly turn their heads toward the audience
in the first measures of each "Ah" vocalization. Mahr specifies that the voices
should not be heard immediately, but instead they should slowly emerge from
within the sound mix.^" This is why they begin singing while facing each other
and slowly turn their heads toward the audience.

Approach to Teaching the Vocal Passages
The director should not focus on the vocalization in the initial rehearsals,
as it is better for the students to play through the work a few times before they
begin to work on the vocal elements. This will also make learning the vocal lines
easier because the singing part is also a major instrumental theme within the
work. The repetition will develop an aural concept of the vocalization. The

Mahr, Timothy. Email interview by the author, 7 January 2005.
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members should sing in the initial learning stages, as other instruments double the
vocal line.
Once the piece has had a few rehearsals, the director should begin to
teach the vocal line and the vocal techniques used in the singing portion. Use the
prescribed warm-up at the begiiming of the rehearsal. After this have the
vocalists sing A, G, F-sharp, and E with either the trombone or piano playing.
Each note is sustained over several bars in the piece, but at this point, the singers
should sing each pitch slowly on half-notes. The idea is simply to leam the
pitches. Do this several times until the pitches are well established.
The next phase is to teach proper vocal production of the vowels.
Remember that most of your students do not have vocal training and have been
singing incorrectly for many years. Begin by saying the vowels and have the
students repeat them. Speak them slowly with a downward sliding vocal
inflection. Using the prescribed information regarding proper vocal production
make sure that the vocal aperture is open. Be specific regarding the cheek
muscles, as this is an important factor in proper vocalization. Have the singers go
back and forth between "Ah" and "awe" so that they understand and feel the
distinction. To speak the "Oh" correctly, the cheek muscles will come down a
little as the lips move forward into a circular formation.^' Be sure the students
mark their music with these instructions so that this information will not be
forgotten in subsequent rehearsals.

Geston, Mary Kay. E-mail interview by the author. (20 March 2005).
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The next stage is to sing the pitches with proper phonation. If all are
phonating correctly, the resulting sound should be fairly pure. Make sure that
they fit their individual sounds into that of the group for a good choral blend.
Listen to the women sing and then the men. If range is a problem, then solve this
on an individual basis by having students sing only in their vocal range.
Encourage them to sing with proper breath and posture, sitting forward on the
seats of their chairs.
This prescription provides tools and knowledge that will help directors and
performers to sing the passages in this work in the correct way. A better vocal
performance will result when the director can spend time teaching and working
correct vocalization.
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CHAPTERV
In the Spring at the Time When Kings Go Off to War, by David Holsinger

GENERAL INFORMATION
The Composer
David Holsinger was bom in 1945 and studied music at Central Methodist
College in Missouri, Central Missouri State University, and the University of Kansas at
Lawrence. He currently serves as Director of Bands at Lee University in Tennessee.
Prior to his appointment to Lee University in 1999, he served as Minister of Music at
Shady Grove Church in Grand Prairie, Texas for fifteen years.
His awards and accolades are numerous. He twice won the American
Bandmasters Association Ostwald Award for band composition, first in 1983 with The
Armies of the Omnipresent Otserf and then in 1986 for/n The Spring At the Time When
Kings Go Off To War. He was also a runner-up for this prize as well as a finalist in the
National Bandmasters Association-DeMoulin and the Sudler International Competitions
for various other compositions.
He has served as guest conductor at colleges, universities, the armed forces, and
All-State bands and has numerous band and band/choral compositions to his credit. His
best selling work, A Hymnsong of Phillip Bliss, has been used in national commemorative
events such as the State Funeral and Interment of President Ronald Reagan, the
dedication of the World War II Memorial, the space shuttle Challenger memorial service,
and national commemoratives for all fallen heroes of the American Armed Forces. He
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produced a nine-volume compact disc anthology of his works taken from recordings of
university and professional bands throughout the country.
The writing style of this composer is imique. His publisher TRN writes: "Much
of Holsinger's music is characterized by unrelenting tempos, ebullient rhythms,
fluctuating accents over set ostinati, poly-lineal textures, vigorous asymmetrical
melodies, and high emotional impact. His adagio works are as intransigently passionate
as his allegros are exuberant!" These characteristics serve as hallmarks of Holsinger's
compositional style and can be heard in many of his works for wind band.

Overview and Intent of the Work

The score states:
In The Spring, the 1986 ABA/Ostwald Award
Winner, is a programmatic work based on I
Chronicles 20:1-3, which depicts the assault of King
David's army, led by his commander, Joab, upon the
cities of the Ammonites. The three verses recall the
siege of Rabbah and its destruction. King David's
seizure of the jewel-encrusted crown of the
Ammonite King, the plunder and slave consignment
of the survivors of all the doomed Ammonite towns,
and the triumphal return of David's army to the walls
of Jerusalem.
Using a variety of compositional resources and
textures, from melodic diatonicism to "sound mass
cluster," plus vocal permutations from within the
playing ensemble, the composer has woven an imageladen pageant of sound where we actually "see with
our ears" the army's preparation for battle, its colorful
charge from Jerusalem, the warfare, the chaos, the
pathos, and the triumph.
Holsinger, David. Web site of the composer, wu'w.davidrholsinger.com. (2005).
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SYNOPSIS OF VOCAL USAGE

The use of the voice is substantial in this work incorporating a number of different
styles. The piece itself is quite large and difficult with the performance of the vocal
passages being an important element to the effectiveness of this programmatic work.
Holsinger scores for voices in the opening measures of In The Spring, with band
members singing unison C-sharp in octaves on "ah" a half step above middle C. All
singers start pianissimo and gradually crescendo to a fortissimo over the course of three
measures. The large percussion battery also plays quietly in these measures with the
same crescendo to fortissimo.

* VOICES
grad. cresc. PP
AH

rp

jp—^
^

grad. cresc.

Excerpt 5.1, In The Spring... by David Holsinger, mm.3-4

In measure 10 the composer gives the male and female voices diverse
assignments as the women sing "wah" over and over in a tone cluster of indiscriminate
pitches and speeds. This gives the effect of an "electronic wa-wa" sung as loudly as
possible, and then quickly fades to triple piano in the same measure. This sequence is
repeated in measure 15.
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wa-wa-wa

WOMEN'S
VOICES

wa-wa-wa

Excerpt 5.2, In The Spring... by David Holsinger, mm. 10
The male voices sing at an "individual rate of repetition" on C-sharp using the
vowel sounds "I-E-A-E-O-E." Half of the voices move to B-sharp in the following
measure with the group sustaining for three full measures at a dynamic of mezzo forte.
This is the predominant effect as the other parts are scored softly between pianissimo and
mezzo piano. The men repeat the I-E-A-E-O-E in measures 15 through 19 as the
ensemble grows in volume and the music grows in intensity.

MEN'S VOICES

a-e-i-o-u.

Excerpt 5.3, In The Spring... by David Holsinger, mm.10-11

The male voices form a tone cluster with the alto saxophones on the pitches A, B-flat, Bsharp, and C-sharp. It is also here in measure 15 that the women have their second vocal
entrance using the "wah" tone cluster.

In measure 21 through measure 30 the men move to an E above middle C and
sing sustained repetitions of the vowels "A-E-I -0-U" as quickly as possible at a
fortissimo level with each vowel accented. Here the sound is fiill as the horns loudly play
a fanfare motive and the woodwinds move up and dovm in rapid chromaticism.

MEN'S
VOICES

Equal
div.

mf I-E-A-E-O-E

Excerpt 5.4, In The Spring... by David Holsinger, mm.21-22

The voices are silent until measures 118 through 139 where the women repeat the
"wah, wah, wah" figure on indiscriminate pitches and varied rates of speed. This is sung
at a fortissimo level for twenty-one measures as the brass section plays at a forte while
adding a motive in the horns, saxophones, and trumpets.
In measures 191 through 192 the composer asks for all those not playing to sing
indiscriminate ascending pitches on "mu" for approximately two beats and then "mee"
upon reaching their individual upper voice ranges. Initially, this should be heard above
all of the instruments as it is given a mezzo forte dynamic level with decrescendo. This
effect is then replicated in the four beats of measure 195. The scoring of instruments is
quite thin and soft in this section.
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Excerpt 5.5, In The Spring... by David Holsinger, mm.191-192

The final section with vocalization begins in measure 267 and continues through
281. Holsinger asks for women to sing in five independent groups and men to sing on
four separate parts. The entire segment requires all wind players to vocalize while most
of the percussion battery plays on E-flat in various octaves. The composer states in the
score "the effect will be similar to charismatic Christian Spirit-singing," with a constant
crescendo to measure 268.

w4

(selected tfigji Voices)

W3

repeat ad.tib.

ca. mgrad.

gfad.
WOMEN'S
VOICES

repeat ad.Hb.

repeat ad.l

w2

repeat ad.lib.
w5

Kay'ee » alt-nah-e-ah— Nay-hee-i

Nee-ah _

grad.

grad. eresc.
repeat ad.Hb.

repeat ad.llb.
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MEN'S
VOICES

Nee-die-ah

Nee-nee-ah _

grad. Crete.

l-pf LU Llf W rrrp

Kay-le • ah-nah-e - ah— NayAee-Ui-she— wee-ah —

gnd. cresc.

^se-rye - i

Excerpt 5.6, In The Spring... by David Holsinger, mm.267

Ah-e -
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The voices carry the primary texture, with underlying sforzando attacks by the percussion
playing E-flat in various octaves. The first half of this section is in free time over a
period of approximately twenty-four seconds. After roughly sixteen seconds the female
groups are instructed to "freely alternate improvisations on E-flat major scale with raised
fourth degree and no sixth degree." The male voices do the same about four seconds
after the women begin their improvisation.

repeat ad.Ub.

Shaw-na-ee

Be-ah Nee-ya_
repeat ad.lib.

All groups (individuals)
freely alternate impro visations on Eb-major
scale with raised 4th
degree (no 6th degree).

ah _ Toe-e - ah _Shawn-a • ah— Toe-e

Excerpt 5.7, In The Spring... by David Holsinger, mm.267

Beginning in measure 268, instrumental gradually add to the mix, allowing fewer
people to sing. The instruments remain soft as the vocalists continue to improvise at a
forte dynamic level through measure 281 where the improvisation stops completely and
the instrumentalists now play at a dynamic of mezzo forte.
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VOCAL PRODUCTION
Vocal Techniques and Issues
Six distinctive singing styles are required of instrumentalists in In The Spring.
Each style will be specifically addressed according to the challenges it presents. The
unison "ah" on C-sharp is quite simple, while the "Spirit-singing" at the end will
necessitate more rehearsal time and pedagogical attention. This section will provide tools
and techniques for proper vocalization in each of these six styles.
Before any vocal rehearsal begins it is important for the group to have a short
upper body and vocal warm-up to help in rendering peak performance results. In The
Spring requires some rather challenging vocalizations. These exercises should be done
before instruments are removed fi^om their cases. The group should start by putting the
hands on the waist and move the upper body around to stretch the back and stomach
muscles. Now put the hand behind the head again stretches the upper back, intercostals
(rib cage), and shoulder muscles. Next, hold the left hand straight out in front of the body
and roll the arm forward in a complete circle three times, and then backward three times.
Do the same with the right arm. Finally, roll the head slowly to allow the neck muscles
to stretch and relax. The upper body warm up is now complete.^^
Continue standing as you begin the vocal portion of the warm-up exercises. It
makes good sense to use some of the vocal material from In The Spring. Begin with a
simple scale exercise on "ah" by going up a fifth and back down the major scales around
four to five times. Start with the key of C major and work chromatically up to E major.
Henderson, Larra. How To Train Singers. West Nyack, New York: Parker Publishing Company, 1979,
170-171.
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The warm-up is a good time to begin learning or reviewing the vocalization so use
the material from measure 10 and go up a D major scale stepwise singing "I-E-A-E-O-E"
for each pitch. This should be done in 3 / 4 meter at about 120 beats per minute with
each syllable sung on an eighth note. Though not specifically addressed at this time, the
director should model correct phonation of the vowels, which is "ah," "ee," "aye," and
"oh." There should be no break between the vowels but rather performed in a legato
style.
On alternate days the director should use the "mu-me" portions from measure
192. The singers need only to vocalize on indiscriminate pitches starting low on "mu"
and ascending. Once they have reached their middle-upper registers they will begin to
sing on "me." Have the performers lightly massage their facial muscles, as the next
exercise will need a quick response from the aperture at the lips and teeth. Using an F
major scale have the ensemble sing in 5/8 meter the vowels "A-E-I-O-U" on each pitch
with the quarter 120 beats per minute. Go all the way up and down the major scale
changing pitch when each set of vowels is complete.
The final exercise is to have the players sing in unison some of the lines from
measure 267. This will aid in the learning process and simply get them comfortable in
singing their parts. Go through several of these lines in unison with piano leading each
time you have a vocal warm-up.
The first use of the voice is in measure 3 where the performers stagger entrances
on unison C-sharp octaves. The voices are singing on "ah." To sing this correctly the
mouth should be open and relaxed as each voice enters quietly. Though each enters
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softly a very slight glottal attack is recommended as the intent is for each of the entrances
to be heard independently. Encourage the voices to use good breath support in
preparation for the crescendo to triple forte in measure 5.
In measure 10 the women sing "wah" on indiscriminate pitches ranging from high
to low tessitura. Divide the high, medium, and low voices into four groups with one
high, one low, and two middle range vocals. The high and low groups should be able to
vocalize easily in those registers. The "wah" effect should be exaggerated, especially for
the initial sforzando attack. When performed correctly, the jaw should move up and
down a substantial amount. Each singer has independence as to how many times the
"wah" is repeated, however, all sound should fade completely out by the end of the
measure. The length of the "wah" should coincide with the speed so that the slower
repetitions will yield longer notes. Assign various tempi to the vocalists for a balanced
rhythmic mix.
The "wah" effect is repeated in measure 15 and again in measures 118 through
139 where the vocalization is very loud. In measures 119 through 139 the outer voices
extend their ranges as high and as low as possible while singing as loudly as they can.
This section provides a good example of why one needs a vocal warm up, as vocal
damage or hoarseness may occur while attempting to sing these effects at this dynamic
level.
The men are singing "I-E-A-E-O-E" on a C-sharp just above middle C in measure
10. The score indicates an "individual rate of repetition," so it is recommended that
conductors assign a good mix of fast, slow, and medium tempi repetitions. The men
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should sing this in fiill voice. In measure 11 half of the men's voices move down to Bsharp, so the men should be divided evenly in number. The pronunciation for the vowels
is as follows: I is pronounced "ah"; E is "ee"; A is "aye" and O is "oh." The men should
not emphasize the "I" at the beginning of each repetition, but rather all of the vowels
must be sung with smooth and fluid vocalization without glottal attacks.
In measures 21 through 30 the men repeat "A-E-I-O-U" on an E above middle C.
This is in a high tessitura for the basses and baritones so pitch may be a problem. The
vowels are accented and should be sung with separation at a fortissimo dynamic level.
Divide the group into three general speeds of fast, medium, and slow tempi so that no one
chanting rhythm emerges. Because there is a lot of sound in this section, the singers will
need to articulate as clearly and loudly as possible to cut through the aural spectrum.
This should also be done in staccato rather than legato style.
The fifth vocal effect used in the work is found in measures 191 through 192, 195,
and 267. Holsinger asks all voices not playing instruments to perform "short staccato
indeterminate pitches (low to high) with syllabic change at individual mid-range.
Ad.lib." The syllable used for the lower half of the vocal range is "mu" and for the upper
half he scores "mee." The "mu" sounds just as written, as does the "mee" so vowel
pronunciation is not a concern. Rather, the articulation, rate of speed, and pitch variants
are the important factors in producing the desired vocal effect.
The performers should exaggerate each syllable so that all are heard clearly. Each
vocalist chooses the rate of speed, so it is recommended the performers randomly select a
syncopated rhythmic pattern to perform the pitches. With this approach some pitches
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will be long, while others will be shorter as they ascend from their lower to upper voice
range.
The final section with voices is quite extensive, ranging from measures 267
through 281 and is performed in the style of "Middle-Eastern chanting."^"^ There are nine
different groups, five female and four male. Most of the band members are singing here
so divide the nine groups evenly and assign the altos to choir "w2," and "w5," the
sopranos to choir "w3." Choirs "wl" and "w4" should be sung by both soprano and alto
voices with "w4" vocalizing on material used earlier in the work, "mu," "mee," and
"wah." The tenors will need to sing in choir "m2" with the remaining voices split among
the other three male choirs. The reason for this specific assignment is to match the
tessitura of the singing to the voice type so all are singing in their comfortable ranges.
Each of the nine choirs must be rehearsed separately to learn the vocal lines.
Have the piano play each line with each choir as they leam their parts. The rhythms are
rather difficult so precision will be an issue for all groups. The pronunciation of the
"improvised syllables" is performed as written, however, it is helpfiil for the director to
pronounce the syllables in short phrases and to have the ensemble repeat them back so
that all vocalists are clear on how they should articulate and phonate them. Remind the
singers to keep their mouths open as they vocalize and to articulate the "text" clearly. In
measure 267 all groups are given freedom to "improvise" in the key of E-fiat with a
raised fourth (A-natural) and no sixth (C-natural). The singers continue with random
individual improvisation through measure 281, creating an ethereal effect in the music.
Holsinger, David. Interview by the author (tape recording). Midwest
Band and Orchestra Clinic. Chicago, (16 December 2004).

The dynamic for the voices is forte in the last section. The students are free to take from
the material that they have been using or to create from their own ideas, as long as they
are all "stylizing" in a similar fashion.

Approach to Teaching the Vocal Passages
The amount and difficulty of the vocalization is quite daunting. Specific rehearsal
time must be set aside in for each section. In my interview with David Holsinger, he
explained that the use of the voices helps to develop the picture he is creating throughout
the work, based on the battle story in 1 CHRONICLES chapter twenty. The opening of
the work paints a scene of men preparing to go off to war with the women and children
wailing and praying to God. At the end of the work the men return as victors and the
people sing their prayers of thanksgiving. This is an important piece of information not
discussed in the score that the performers should know. Holsinger also stated that in
many performances the vocalization is de-emphasized as if the conductor is unsure how
to approach the singing. Holsinger encourages the use of interpretive license in order to
ensure a quality performance.^^
The first rehearsals should include at least one run-through without assigning any
vocal parts so that the students get an idea of the overall structure of the work. If a
recording is available, the group should listen to the piece. The conductor should clearly
explain the picture the ensemble is to create.

Ibid.
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Once the band has a general conception, the voices should be addressed,
beginning with the assignment of vocal parts for each section. Specific rehearsal time
can now be allotted to the various sections with voice. If other band directors, or in
particular, choral directors are available it would be a valuable use of rehearsal time to
have them assist with sectionals. If large group sectionals are chosen, then divide the
band between male and female voices.
Using the prescribed warm-ups for rehearsal, address each vocal line with the idea
that it is primarily to enhance the effectiveness of music. The group should strive to
exaggerate the vocalization so that it will be heard clearly by the audience. The tendency
for groups is not to vocalize loud enough or with clarity of articulation. Be assertive, and
strive to clearly produce the picture that Holsinger desires to recreate through his music.

CHAPTER VI
Cloudburst by Eric Whitacre
GENERAL INFORMATION
The Composer
Bom in 1970, Eric Whitacre received his Master of Music in composition from
the Julliard School of Music, studying with John Corigliano and David Diamond. Eric
Whitacre is one of the most commissioned, published and performed choral and
symphonic composers in the United States. He has written for several motion pictures,
received a Grammy nomination and awards in composition from ASCAP, the Barlow
International Foundation and the American Composers Forum. His work, Cloudburst,
for mixed chorus, piano, handbells and percussion, won first prize in the American
Choral Directors Association's "Composers of the Future" competition and was later
arranged for wind band. He is the past chorus master for the Nevada Symphony
Orchestra and has guest conducted the San Francisco Symphony Chorus, the Gregg
Smith Singers, and the Miami Children's Chorus, and served as Composer In Residence
with the Pacific Chorale. In Japan, he was the music director of the Narashino Wind
Consortium. He is currently part of a group of composers called BCM International.
Some of his other works for band include Noisy Wheels of Joy, October, Godzilla Eats
Las Vegas, and his first work in the wind band medium. Ghost Train?^

Whitacre, Eric. Web site of the composer, www.ericwhitacre.com, (2005).
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Overview and Intent of the Work
The score of Cloudburst states:
Cloudburst was my second classical work, originally
written for chorus in the fall of 1991; it was inspired
by an astonishing thunderstorm I witnessed earlier
that spring while on tour in Northern California. In
the fall of 2001, the Indiana All State commissioned
me to write an original work for their top festival
band, and I convinced them to let me adapt
Cloudburst for symphonic winds. The way this new
orchestration has transformed the piece is simply
amazing to me: I distinctly remember being at the
first rehearsal and just being speechless. Where the
choral version is intimate and delicate, the version for
winds is strong and assured, and to my ears, it sounds
like it is suddenly in Technicolor... on a 50-foot
screen. Cloudburst was premiered on March 16,
2002, at the Indiana All-State Festival, with yours
truly at the helm of that magnificent band. It is
lovingly dedicated to my dear friend and mentor, Dr.
Jocelyn Kaye Jensen.
The piece includes a number of aleatoric devices along with audience
participation in the making of "the rain." The performers create the rain by snapping
their fingers, and the conductor cues the audience to snap at the beginning of the storm.
The band members are given freedom to play scale passages "as fast as possible" as the
storm continues, and the percussion section creates the thunder in both timed and untimed meter.

SYNOPSIS OF VOCAL USAGE

Whitacre wrote three sections with choral vocalization in his wind band version of
Cloudburst. The first two vocal sections are built on a D-flat major chord, while the final

section requires whispering. All three segments use the words "la lluvia," which means
the rain in Spanish. In an interview with Eric Whitacre, this author asked why he had
decided to use voices. He stated that he simply could not replicate the vocal elements of
the original choral version without using voices. He also stated that the use of the voice
is limited to these three sections so it did not seem logical to bring in a chorus for this
small amount of singing.
The first use of vocalization lies in the opening bars of the piece. The vocal parts
are not transposed to the actual pitch, but are written in the keys of the various
instruments. The entire ensemble sings, except for those playing the clarinet, vibraphone,
and cymbal. The first two and a half beats of music are on a D-fiat major chord in second
inversion sung by the ensemble and doubled by the mallets and clarinets. The group
sings "la lluvia" on a unison rhythm. This quickly moves to a tone cluster on the "and" of
beat two as half of the band moves down by a half or whole step on the "ah" of "lluvia".
This tone cluster is sustained at pianissimo for nine beats as the "a" becomes an "o" and
then closes with an "m" to complete the introduction. The tone cluster is actually a
polychord comprised of an A-fiat major seven chord and an D-flat major chord.

llu - via

Excerpt 6.1, Cloudburst hy Eric Whitacre, mm.1-3
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The next section using voices is at rehearsal letter C with nearly all of the
ensemble members singing except for the clarinets and vibraphone. This time "la lluvia"
is stated twice, and on the second statement the ensemble moves to a first inversion D-flat
major chord. In both cases the "ah" of "lluvia" becomes the point of a sustained cluster
as half of the ensemble moves down either a half or whole step.

Tutti WHISPER

73

Excerpt 6.2, Cloudburst by Eric Whitacre, mm.29-31

The final use of the voice is found two measures before rehearsal letter I where
the entire ensemble whispers in syncopated unison "la lluvia" and fades to silence from a
mezzo piano dynamic. The meter is in 5/4 and the "llu-via" is split between two dotted
quarter notes. The glass chimes and cymbal enter as the group begins their diminuendo
one measure before rehearsal letter I.
Si

la

llu

via

la

llu

-

via

a - o - (m)

Excerpt 6.3, Cloudburst by Eric Whitacre, mm.73-74
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VOCAL PRODUCTION

Vocal Techniques and Issues
Though wind bands are not choirs, the players are going to perform choral style
singing in Cloudburst. It is recommended they do an upper body and vocal warm-up.
The director must lead the warm-up so the students will have a clear visual and aural
conception of what they are to do. This will also have an impact on their willingness to
participate in the vocalization as the director is leading by example. Have the band set
down their instruments and stand to do a little stretching. This is an opportunity to get
them comfortable with doing something other than sitting and playing their instruments.
The first step in the warm-up process is to stretch the upper body, which helps the
players relax and prepare for the choral style singing found in Cloudburst. This is also an
excellent way of beginning any band rehearsal as the upper body is used in a similar way
to that of singing. Raise the arms straight up and reach for the ceiling. Follow this with
one arm then the other reaching upward and stretching the muscles of the rib cage. Then
place the hands behind the head to stretch the upper back muscles and stomach muscles
by moving the upper body around. Next, roll the shoulders forward then backward in a
circular motion. Finally, have the performers roll their heads slowly and gently from side
to side, then front to back, completing the upper body warm-up. Once the students are
comfortable with doing these simple exercises you may also incorporate a shoulder
massage. The shoulder rub is a common technique used in choral singing and it is this
writer's opinion that the physical contact has a bonding effect on the ensemble as well as
a calming affect on the mind and body. The students should then use their hands to
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gently massage and loosen their face and jaw muscles. The jaw is frequently tense in
trained and untrained singers. This should be performed in a circular pattern. Continue
standing for the vocal exercises.^^
For the vocal warm-up, it is practical to use the vowels foimd in the text of "La
lluvia." A simple exercise would be to sing stepwise from the tonic to the fifth of a major
scale and then back down, beginning on D-flat major (the key of the singing parts in
Cloudburst) and singing on "ah." After each fifth up and down, move the key upwards
by a half step and repeat the exercise now in D major. Change to the next vowel once you
have performed the exercise on "ah" two times. The vowel sounds will be "ah" "oo,"
"ee," and "ah," with each sung twice as the key ascends. To conclude the vocal warm-up
the group should sing on an "aye" as they continue into the upper vocal register. This will
be particularly important for the sopranos and perhaps a few altos singing on the upper F.
Closed vowel sounds make the transition easier to the upper register. Perform this
exercise through a complete octave from D-flat to D-flat with someone leading on the
piano. It is important to note that in performance they should "sit tall," breathe deeply,
and energize their singing with a continuous flow of air, which is a familiar concept to
wind instrument players. Additionally, incorporate some breathing exercises into the
vocal warm-ups. Remind students to connect the sung tone with breath production. For
example, inhale slowly as if sucking air in through a straw and exhale slowly on a hiss.
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Another possible vocal warm-up that connects breath to sovind is singing on a lip buzz.
All of the vocal warm-ups should be done while standing.^^
It is important to address the vowels in "la lluvia" because untrained singers tend
not to pronounce them correctly. The main idea with all vowels is that the vocalists
match their sounds as they properly sing the "ah," "oo," "ee," and "ah" in "la lluvia."
When singing, the vowels must be shaped with more space in the oral pharynx than is
typical in normal speech where the mouth remains in a closed position for much of the
utterance. This is done effectively through a combination of raising the soft palate and
relaxing the tongue, although the exact space will vary since closed vowel sounds "ee,"
"aye," and "oo," require less space than open vowel soimds "ah," "oh," and "uh." This is
a necessity in vocal music because the words are sustained on pitches, though there are
some voiced consonants such as "m" and "n." Vowels are the means by which pitch is
sustained in choral singing. The primary articulators of consonants are the tongue and
the lips. Air passes over the lips and tongue forming most of the consonant articulations
in the words. The letter "t" for example, cannot have pitch because it is not sustainable
without the "ee" vowel at the end.
The first word that the director should address is "la." A clearly articulated "1," in
which the sound is created with the tip of the tongue touching the bottom edge of the
upper incisors is recommended. Following the "1," the "ah" is performed with the cheek
muscles slightly raised, like a smile without the mouth moving to that position. One way
to help singers understand the cheek movement is to practice moving back and forth
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slowly from "uh" to "ah." The aperture at the lips should be open so the sound will be
released from the vocal fract. The tongue is low in the mouth.
Once the players have begun to understand this concept, begin working on
"lluvia." The "you" sound in "llu" should be articulated with the lips forming the "y"
sound and then the "oo." The lips will pucker slightly into a circular formation for the
"oo" sound. The "v" must also be clearly articulated as if mouthing the word silently.
The "ee" in "via" is just as it sounds and passes quickly to the "ah" sound that is
sustained. Have the ensemble vocalize back and forth from "ah" to "uh" to aid them in
differentiating between the two sounds. The ensemble should vocalize this slowly
without the glottal articulations. Though the difference is small, it is significant and
should be worked on, as the singers may attempt to sing the "ah" as an "uh."
The final "o" closing to "m" is performed as an "oh." As the lips close the singers
should continue singing "oh" through the hum on the "m" sound. The open mouth with
lips shut works effectively for all humming parts in vocalization."^^
When teaching these concepts remember that most of the ensemble members have
little if any vocal training. Sung sounds require greater space in the oral pharynx than
that found in ordinary speech. Because untrained singers tend to model their singing after
a well-established manner of speech, it will take some time to leam how to use the voice
in singing.

Ibid.
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Text
The text is an important aspect of Cloudburst as the performers are singing on the
words "la lluvia," meaning "the rain" in Spanish. In a typical band performance, the
audience is often unable to understand the words that the ensemble is singing. Proper
diction is the next step in achieving a better vocal performance. The director should
focus on the speech elements by teaching the students to give definition to the "1" in "la,"
the initial "y" sound of the opening double "11" in "lluvia" and the "v" in "lluvia." With
clear articulation, the text should be distinguishable to the hstener. When done correctly
the articulation will actually seem and feel a little awkward, as this approach to
vocalization is not used in everyday speech. Remind the students of this regularly and
have them mark in their music to "articulate clearly."

Ensemble Balance
One of the first items that should be addressed in this work is the assignment of
parts to balance the chords. The opening chord is D-flat major in second inversion. The
parts in Cloudburst are not listed as soprano, alto, tenor, bass, but rather the whole chord
is presented to the entire band. Because the upper pitches are high for the men, it is
logical to have them sing on the lower two pitches, either the A-flat or the D-flat with
tenors singing the D-flat. The altos and sopranos should sing the upper pitches F or Aflat, though it may be good to have some altos singing the D-flat with the men. The
objective is to assign the pitches evenly in number because the four-part harmony quickly
becomes an eight-part tone cluster. These assignments should remain the same
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throughout the two singing sections with the upper pitches in the chords sung by the
women and the two lower pitches sung predominantly by the men. An effective way to
vocalize these passages is to have the singers use vibrato for the D-flat chords and take it
out for the tone clusters. The tone cluster will become softer so check the balance of all
voices. An important thing to remember is that the first tone cluster is made up of seven
notes and the final tone cluster consists of eight. The director must be clear with the vocal
assignments."^'
After achieving optimum balance within the voices, it will be important to check
the balance between the voices and the instruments. The clarinets may need to play
softer so that the voices can be heard, or the voices may need more volume. The best
way to get a reading on this is to listen to the entire ensemble in the actual performance
hall. The director should stand out in the hall in several different locations. Ensembles
do not sound the same in the concert hall as they do in the rehearsal hall.
Another important item that must be addressed is the direction of the voices. A
typical choir has all voices facing straight out to the audience, while bands often will
have a number of performers facing towards each other. The vocalists should face the
audience when they sing so that the text can be heard clearly. If this is an issue because
of the line of sight with their music then they should memorize the singing portions.

Ibid.

78

Approach to Teaching the Vocal Passages
In the first rehearsals, it is recommended that the vocalization not be addressed
except to tell the men to sing the words on the lower notes and the women to sing the
words on the upper pitches. Once the ensemble has played through the piece a few times
and is comfortable with the basic framework, the director should begin to work with
students on the vocal elements.
The way that Whitacre has written the chords appears quite daunting; however,
the vocalization is easy and becomes easier when accompanied by the clarinets and
vibraphone. The vibraphone or clarinet should play each of the eight parts individually
with each vocal line for the initial attempts in the learning process. The students must
pay close attention to their lines if they are taking a descending part in the cluster because
some move down a whole step while others only a half step. The clustered scoring is a
little difficult to read. Once individual parts are somewhat reliable, have tenors and
basses sing together. Then have the sopranos and altos sing both with and without
instruments.
The next step is to have the entire ensemble sing while a clarinet or the
vibraphone plays each individual part. Finally, have the entire band perform this section.
When the ensemble is seated for rehearsal, remind them to sit up straight and take a full
breath as if they are playing their instruments.
The second time voices are used is at rehearsal letter C. The singers should keep
the same vocal parts. This section will need additional attention as the D-flat major chord
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is first presented in second inversion and then, after the cluster, moves to D-flat major in
first inversion. Again, each part should be learned separately with the piano or
vibraphone playing along. Approach this in the same manner as described above. With a
minimal amount of practice, all notes will quickly be learned.
The final section with voice requires the ensemble to whisper "la lluvia" just
before rehearsal letter I. The text is syncopated in a 5/4 measure and sustained through a
4/4 measure. The ensemble simply needs to line up the unison rhythm and whisper the
text with clarity. This should be performed as if mouthing the words.'^^
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CONCLUSION

This study provides conductors and instrumentaUsts with tools and knowledge of
proper vocal production for five selected works for wind band. Each piece was given a
specific prescription for directors to improve performance of the vocalization within.
Wind conductors and instrumentalists are often uncomfortable with vocahzation,
however good wind technique and correct singing are achieved with many of the same
principles. The human voice is a wind instrument and many common wind performance
techniques apply to singing. The conductor should emphasize this idea when teaching
the vocalization because instrumentalists tend to view the use of the voice as a foreign
concept in their music making. The vocalization will be improved when a director
approaches the learning process with confidence and the knowledge provided by
techniques outlined in this paper.
Though the intent and scope of this study is limited to five pieces, the
ramifications and applications for the field of music are broad. There are many wind
band and orchestra pieces requiring the ensemble members to sing, and it is hoped this
study will inspire additional research on works using the voice in this capacity. The ideas
and strategies used in this paper transfer directly to other pieces of this genre, making it a
basic guide to improving the vocalization in many works.
Little has been written on this subject so the topic is open for exploration and
further development. Perhaps in the future, with improved vocalization by
instrumentalists, composers will search out new ways to incorporate the human voice in
their compositions. Music educators might someday include the use of singing as a

standard pedagogical tool for the improvement of instrumental performance at all levels.
Instrumental and vocal performance will certainly benefit when the knowledge and skills
of each are synthesized and incorporated into the learning of the other. It is hoped that
this document will inspire further study on the use of vocalization in instrumental music
as a small part of the ongoing exploration of the art of music.
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