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A STUDY OF THE USE OF A TAPE RECORDER IN THE
TEACHING OF SOLO TRUMPET LITERATURE TO
SECONDARY SCHOOL STUDENTS

CHAPTER I

The Problem

Introduction

During this century many concert bands in the secondary
schools of the United States have.established very high stan-
dards of excéllence in the performance of scrious nusic, Such
groups enjoy reputations for playing the most demanding compo-
sitions almost flawlessly, and audiences of laymen and musi-
cians alike are often amazed at the musicianship and precision
with which complex scores are realized,

An important factor in the development of the school
band movement, to the point where such performances are not
only possible but commonplace, has been the teaching of band

2
instruments in classes, This kind of instruction in

lkar1 D, Ernst, Preface to Music in General Education
(Washington: Music Educators Hational Conference, 1965),
po Ve,

2Robert House, Instrumental Music for Today'!s Schools
(Englewood Cliffs, New Jersey: Prentice-Hall, Inc.,, 1965),
p. O,
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American schools had its beginning in the first decades of the
twentieth century as a result of Charles Farnsworth's interest
in the violin instruction given to groups of chlldren in
Maidstone, England. Since that time contlinual progress has
been made in the development of teaching technlques and mate-
rials suitable for classes which at times are large and which
at times comprise a mixed instrumentation,

The procedures for class instruction which resulted
from this development have been the basis of most elementary
band programs, They are efficient, in terms of cost per pupil
to the school district, and they are effective, as proved by
the success of a large number of performing organizations in
secondary schools,

Unfortunately, the performing prowess of an organization
is misleading 1in that such ability does not always indicate a
complete musical mastery by each individual in the group.
Colwell points to one of the problems in the following state-
ment: "If flawless performance alone is the goal, students
tend to become mechanical wonders who can play with precision
but often without musical independence."2

Flawless performance is a major, if not the only, goal

for some school bands, and the development of the ability for

1Emil Holz and Roger E. Jacobl, Teaching Band Instru-
ments to Beginners (Englewood Cliffs, New Jersey: Prentice-
Hall, Inc,, 1906), pp. 9-13.

2Richard J. Colwell, The Tsaching of Instrumental
Music (New York: Appleton-Century-Crofts, 1969), p. 19.
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individuals to play with musical independence is often left
to chance, The lack of this abllity has a serious effect
upon other performance areas toward which the students are
attracted and encouraged, such as solo performance, ensemble
performance, and orchestral performance, 1In these areas it
is customary for each individual to be responsible for a
part, as distinct from playing a band part with other members
of a section.

The drill toward perfection in section work is hardly
adequate preparation for the individual nature of these per-
formance areas, Yet, finding time to stimulate individual
students toward goals which would allow them to play with
musical independence is difficult when teaching a large in-
strumental class, The teacher's emphasis 1ln such situations
must usually be on the overall result rather than individual
achievement--on problems encountered in section playing
rather than on those encountered as a soloist.2 The instruc-
tional format usually includes the understanding and precise
rendition of those musical symbols which indicate rhythm,
tempo, volume, and pitch, These are drilled consistently and
systematically, as are the playing techniques which foster a-

pleasing, homogeneous band sound, such as good tone,

1R11zabeth Green, "Wind Instruments in the Orchestra,"
The Instrumentalist, XIX (September, 196L), 33.

2James Graham, "Developing a Style," The Instrumen-
talist, XX (March, 1966), L0,
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intonation, blend, and balance, The rudiments of performance
are rehearsed en masse, and with the exception of a few spot
checks of individuals, rarely does time or classroom control
permit much attention to the students' individual problems,
Even the extent to which whole sections can be rehearsed during
a full band rehearsal must be limited so that the attention of
all students can be kept at a maximum, In such a setting
directors and students alike become accustomed to listening
for and correcting flaws in the precision of the group--
accustomed also to an almost continual accomodation of one
player to another.E2 While this is excellent practice for
sections of instruments playing primarily in unison, 1t falls
short in the development of students as individual performers,

The interpretation, or the expressive performance, of
music is an Important area in the teaching of performance
skills which is at times slighted because of the emphasis
upon sectional precision and/or the exigencies of class in-
struction, The creative and personal nature of performance,
particularly solo performance, in the controlled atmosphere
of the large instrumental class causes part of the problem,
Mursell refers to the nature of performance in the following

passage:

1Nilo Hovey, Efficient Rehearsal Procedures for Concert
Band (Elkhart, Indiana: H and A Selmer, Inc,, 1966}, p. 3.

Z2Robert Sprenkle and David Ledet, The Art of Oboe
Pla%%ng (Evanston, Illinois: Summy-Birchard Publishing Co.),
P. . :
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Clearly, too musical performance cut be a creativs
act, It is so in the measure that it embodies per-
sonal choices, personal insights, personal inltia-
tives, andlconveys the unique indivicuality of the
performer.
Copland also refers to the individuality of interpretation
in performance in that a composition ". ., ., 1s capable of
being seen 1n a different light and from d.fferent angles by
various interpreters or even by th~ same interpreter at
different times,"

The individual and creative necessities of performance
hardly fit into the mo:d of the instrumental c.ass or full
band rehearsal, In f{act, thie oppousite would appear to be
morc likely: that the Individual and creative proclivities
of the class members are subordinaied to =«n overall concept
which depends upon much accomodatio.. of one player to another,

This is not to say that the ercellent band performances
referred to earlier are not exprescive or are not interpreted
well, but rather that the students 1in tiie group are trained
for another purpose: to play together with precision, The
individual players work actively toward this end, but the
director is ofizn the only one actively engaged in weighing

stylistic and interpretive alternatives.3 The decisions

1James rlursell, Music in American Schools (New York:
Silver Burdett Company, 1943), p. 277.

2Aaron Copland, What to Listen for in Music (New York:
McGraw-Hill Book Company, Inc., 1939), p. 160,

Charles R, Hoffer, Teaching Music in the Secondary
Scliools (Belmont, California: Wadsworth Publishing Co, Inc.,
19611), pn 17)4-
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which are a result of this process are paséed on to the band
without an attempt to demonstrate the principles upon which
the choices were made, Thus, the opportunities to develop
students' intellectual processes for interpretive declisions
are lost, Undoubtedly, this saves time, and time is at a
premium in many public school situations, Righter suggests
another reascon for this procedure: '"Many teachers who admit
the possibility of their students' acquiring a high degree
of technical ski1ll decline to accept the principle that in-
terpretation can be taught."1
The problem of teaching interpretation in instrumental

classes has several aspects, First of all, interpretive con-
cepts are more subtle than technical ones, Besides the
failure of our system of notation to indicate subtle differ-
ences,2 many secondary students do not seem to be interested
in subtleties of any type.3 Thus, the technical consider-
ations in the preparation of a new composition receive most
of their attentlon., Mursell points to this problem in the
following passage:

The acquisition of manipulative technique is a for-

midable and ever-present problem in music education,

Very often the acquisiticn of technique 1is set up as
a separate type of learning, more or less completely

1Charles Boardman Righter, Success in Teaching School
Orchestras and Bands (Minneapolls: Schmitt, Hall, McCreary,
1945), p. 189.

2
Copland, What to Listen for in Music, p. 32,

Hoffer, Teaching Muslc in the Secondary Schools,

P. 177.
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divorced from the actual making of music, and tec&ni-
que itself is regarded merely as gymnastic skill,

Madison has also recognized the problem, as pointed out in his
statement that ", , , with respect to pupil performance of
music, there is the hint that there has been a tendency to pro-
mote technical excellence in music education at the expense of
artistic standards,"

The greater appeal of technical goals, as compared to ex-
pressive ones, is perhaps the result of their easier acquisition
by the secondary student's intellect and talent, This appesal is
further reinforced by the satisfaction that a performer receives
from an increasing ability to achieve success in kinesthetic
actiVitieS.3 Thus, it is easier for the teacher to develop,
evaluate, and interest students in assignments which lead toward
a more and more spectacular manipulative technique, as compared
to the establishment of expressive concepts and the necessity
for doing so on an individual basis,

Also dilatory to the development of interpretive eckills
is the fact that students are trained throughout thelr elemen-

tary and secondary school years to approach the preparation of

lJames Mursell, "Growth Processes in Music Education,"
Basic Concepts in Muslc Education, Fifty-seventh Yearbook of
the National Societly for the Study of Education (Chicago: The
National Society for the Study of Education, 1958), p. 147.

2Thurber Madison, "The Need for New Concepts in Music
Education," Basic Concepts in Music Zducation, Fifty-seventh
Yearbook of the National Society for the Study of Education
(Chicago: The National Society for the Study of Education,
1958), p. 19. i

3James C. Carlsen, "Some Problems in Music Learning,"
Journal of Research in Music Education, XVII (Spring, 1969),
10.
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new music through an exact, metronomic rendition of musical
notation, This approach insures a quick solution to the
problems of sectional precision and insures that the performer
does not overlook a technical fault because of his attempts to
interpret.l However, if the preparation stops at this point
the composition would sound very mechanical and not at all ex-
pressive in the sense that Seashore defines "artistic
expression:"

As a fundamental proposition we may say that the artis-

tic expression of feeling in music consists in esthetic

deviation from the regular--from pure tone, true pitch

even dynamics, metronomic time, rigid rhythms, etc,

Notation does imply a strictness of performance which,

if taken too literally, inhibits the "deviation from the

regular" considered necessary by Seashore, The definition of
g

"expression" in the Harvard”Dictionapy denies the relevancy of

notation entirely:

Expression may be sald to represent that part of music
which cannot be indicated by notes, or, in its highest
manifestation, by any symbol or sign wnatsoever, It
includes all the nuances of tempo, dynamics, phrasing,
accent, touch, bowing, etc. by which the mere combin-
ation of pitch-time-values is transformed into a living
organism,-

lEvelyn Rothwell, Oboe Technique (London: Oxford Uni-
versity Press, 1953), p. 3.

Carl Seashore, Psychology of Music (New York: McGraw-
Hill Book Company, Inc., 1938), p. 9.
3Willi Apel, "Expression,”" Harvard Dictionary of Music
(Cambridge, Massachusetts: Harvard University Press, 1947),
Pp L) 250"510
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Hoffer suggests that the factors of performance which can be
interpreted are tempo, dynamic level, and artlculation, and
it is just these factors which are designated least accu-
rately by our musical notation,

Thus, for students to prepare an expressive, or a well-
interpreted, solo performance it is necessary for them to not
only utilize principles of exactness, but also principles of
flexibility., If the latter are not taught students will
bring into their preparation only those concepts for good
section pléying.in which they are drilled at each rehearsal,
These concepts are most often too mechanical, too unyielding
in their adherence to regularity for a convincing musical per-
formance, They actually comprise the antithesis of artistic
expression as defined by Seashorec,

In summary, it 1s apparent that the place for instru-
mental class instruction in the public_school curriculum is
assured, The obvious success of the class method for devel-
oping performing organizations, the relatively low cost of
the training to parents (as compared to private study), and
the belief of parents that music in the schools is a worth-
wnilo activity, all work together to perpetuate this oppor-
tunity for instrumental study in thousands of school

2
districts across the United States, Inherent in the class

1
p. 174,

2 .
Mursell, Music in American Schools, pp. 2-6,

Hoffer, Teaching Music in the Secondary Schools,
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instruction proéedures, however, are difficulties in teaching
concepts which enable individual students to perform alone,

There have been some developments in the administration
of school instrumental programs which indicate an awareness of
these difficulties, Some schools, for example, make elaborate
scheduling arrangements so that students can attend a technique
class once each week with other students who play the same in-.
strument and who are at comparable technical 1eve1s.1 This
kind of attention to small groups of students makes it mofe
possible for the teacher to stress individual performance,

Other school systems, such as that in Richardson, Texas,
provide the oéportunity for students to have private lessons
at school in addition to their participation in an instrumental
class or a concert band, The teachers of these private lessons
are specialists on their instruments and are employed under the
supervision of the school administration, This plan combines
the advantages of class instruction or band participation
(their popularity with the students and the opportunities they
afford for the perfection of section playing) with those of
regular private lessons (individual attention, encouragement
of individuality and creativity in performance, and the many
opportunities for the student to hear the teacher play), The
musical attainments of the individual students and the ex-
cellent performing organizations in the Richardson School

System attest to the effectiveness of this plan,

1paul Behm, "Building a Permanent Successful Program,"
The Band Directors' Guide, ed, by Kenneth L, Neidig (Englewood
Cliffs, New Jersey: Prentice Hall, Inc., 1967), pp. L-5.
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The combination of private lessons with participation
in a musical organization is apparently ideal for the overall
development of performing skills by each student. However,
many communities operate their music education programs 1ln
circumstances which are less than ideal, Small, isolated
communities, in particular, very often cannot provide an
acceptable livelihood for a specialist on each of the band
instruments, In such instances the school band director
must give to all the students as much group and individual
instruction as time will permit,

The band program in a small community might well com-
prise the teaching of approximately one hundred students
(from sixty to eighty students in an advanced or performing
group and from twenty to forty students in an instructional
class), #ven a program of this size would require an extra
fifty hours per week if private lessons were given to each
student regularly., Thus, time is an important consideration
and is frequently the cause of neglecting individual guidance,

Another common deficiency in the small or understaffed
program is that many school band directors cannot perform be-
yond the elementary level on each of the instruments, Thus,
the student of an instrument on which his teacher is not an
expert performer does not have the advantage of hearing a
mature, well-interpreted version of music he prepares for per-
formance, The value of a correct aural concept to musical

learning is described by Leonhard and House:
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The learning should begin with an aural concept of

the plece he wishes to play or sing. To establish

this concept the beginner needs to hear a fine per-

formance ff the piece by his teacher or from re=-

cordings,

Need for the Study
There is a need, therefore, in many schools for teaching

materials which can (with a minimum amount of time spent with
the teacher) convey interpretive principles and give students
a correct aural concept of music to be prepared for solo per-
formance, Both are aspects of teaching which might be neglected

because of a lack of time for individual study at school and/or

a lack of expert performing ability on the part of the teacher,

Purpose of the Study

A major purpose of this study was to develop such mate-
rials for the use of cornet students at the secondary school
level, Specifically, these materials comprised recorded ex-
cerpts (by artist performers) of music which the students were
to prepare and a guide for the analysis of the artists' per-
formances and the students!' own playing. To insure that the
students would have enough time to absorb the concepts and to
insure that a panel of judges could effectively evaluate their
performances at several points in the study, performance
factors were limited to "articulation" and "phrasing,"

Cornet students from six secondary schools in Denton,

Texas, and Carollton, Texas, participated in the evaluation of

1Charles Leonhard and Robert House, Foundations and
Principles of Music Education (Wew York: McGraw-Hill Book Co.,
1959}, p. 119.
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materials developed for the study. An experimental group
learned several new solos ailded by the materials, A control
group learned several new solos without this aid, It was
hypothesized that the performances of students in the experi-
mental group would be rated higher by a panel of adjudicators

than the performances of students in the control group.

Related Studies

Several studies in music which utilize the tape recorder
to assist in the development of listening and performance
skills have been conducted, Biggs experimented at San Diego
State College in San Diego, California, with recording the
private lessons of brass students, . The experimental group in
this study utilized these recordings in their practice sessions
between lessons, The control group proceeded in the conven-
tional manner with no access, excepting in their memory, to the
principles brought out in the lesson, The results of the study
made 1t impossible to conclude that Biggs' use of the recorder
was effective 1ln teaching.

More encouraging for the effectiveness of tape-recorded
teaching materials was the study of Charles Spohn at Ohio State
University in Columbus, Ohio, This study evaluated a method of
presenting music fundamentals to college students in tape-

recorded listening lessons, The results were statistically

IMi111ard Biggs, "An Evaluation of a Technique Employing
the Use of the Magnetic Tape Recorder in Teaching of Students
of Brass Instruments” (unpublished Ph.D, dissertation, State
University of lowa, 1960), p. 1L.
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significant that the recorded lessons were more effective
than conventional methods in a class sltuation.

Also encouraging for the efficacy of the tape recorder
in teaching was Taylor's study of methods of presenting basic
arithmetic to fifth-grade students in the Pamona, California,
Unified School District, The results were highly significant
in favor of taped-programmed learning, as compared to the
regular classroom situation,

The Spohn and Taylor studles give statistical proof that
tape -recorded materials can be effective in teaching, The
present study sought to expand upon these findings by deter-
mining the effectiveness of such materials in a different
area--that of musical interpretation,

In addition to differences in subject matter, the pre-
sent study utilized students of a different age group and a
different experimental design, Regarding the latter, the
teaching materials were tested with an experimental group
which used them without any other assistance, as an aid to
solving problems of interpretation in newly assigned music,
Concurrently, a control group prepared the same music without

assistance from the teacher or from teaching materials of any

Loharies Spohn, "An Exploration in the Use of Recorded
Teaching Material to Develop Aural Comprchension in College
Music Classes" (unpublished Ph,D, dissertation, Ohio State
University, 1959), p. 21l.

2Ralph Taylor, "An Investigation of the Value of Drill
on Arithmetic Fundamentals by Use of Tape Recordings Which
Combine Techniques Developed in Language Laboratories with
Principles of Programmed Learning" (unpublished Ph,D, disser-
tation, University of Southern California, 1969), p. 32.
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kind, The control group, thus, proceeded to interpret new
solos with only previously learned concepts to guide them--
concepts which in some instances wers developed in private
lessons and which in others were developed in class in-
struction situations or full band rehearsals,

As compared to the other studies, this design resulted
In a greater difference between the experimental and control
groups with regard to the amount of assistance received in
the development of new concepts and skills, However, the
type of learning situation assigned to the control group of
the present study is realistic; it actually exists in many
schools, and the teaching materials were developed to assist

with some of the problems in these situations,



CHAPTER II

THE DEVELOPMENT Or TEACHING MATERIALS

Selection of Literature

One of the more important occasions for solo performance
by secondary school students in Texas is the annual solo con-
test, Because of its importance to students contacted for par-
ticipation in the study, the organizational mechanics of this
event provided convenient guidelines in the development of
teaching materials,

A1l of the solos selected for the use of participating

1
students are to be found in the Prescribed Music Bulletin, a

publication used by all schools that enter music contests in
Texas, Soloists who enter these contests must select a com-
position that is listed in this bulletin, Thus, the use of
its cornet-trumpet lists (comprising some 200 titles) was a
convenient resource and incentive for students who volunteered
for the study.

The teachers of the participating students encourage

individuals in their bands to enter contests. Their students

1'l‘he University Interscholastic League, Prescribed Music
Bulletin (Austin, Texas: The University of Texas, 1967-1970).

16
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might be identified as contest-oriented because of thls en-
couragement (and emphasis), and it was expected that they
would be at least initially receptive to the idea of re-
ceiving assistance on material which could be used later at
a contest, Because the evaluative portion of the project was
to depend upon student volunteers, the factor of incentive,
or student receptiveness, was an important consideration for
the project as a whole,

The Prescribed Music Bulletin comprises lists of music

for 1) all performing organizations, 2) solos, and 3) ensem-
bles, The solo and ensemble lists are graded by difficulty
into three categories, Class I (difficult), Class II (medium),
Class III (easy). Basically, these categories provided the
framework for grouplng several solos into sets which each
student volunteer prepared,

Five solos were chosen for both the Class I and Class II
sets, Four solos were originally chosen for Class III, but
after reviewing these with the participating teachers it was
decided that they would be too difficult for several of the
stgdents who needed to work with Class III materials, There-
fo?e, another set of solos was prepared for them, In the
evaluation of materials this set was used by some students,
and the original (more difficult) set was used by some students,
Both sets of Class III solos were selected from the Class III
1list in the Prescribed Music Bulletin,
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The addition of an easier Class III set of materials
resulted in the following categories of difficulty for
purposes of this study: Class I (difficult); Class II
(medium); Class III, #1 (medium-easy); Class III, #2 (very
easy),

It was felt that the use of several compositions in
each category of difficulty was desirable because of oppor-
tunities this presented to students to apply newly learned
concepts in varying problem situations, Yet, 1t was not
reasonable to expect that all the volunteers would have time
in a two-week period to prepare four or five complete solos,
Thus, excerpts from each solo were selected--excerpts which
presented problems in articulation and/or phrasing,

An additional limitation was imposed with regard to the
amount of material to be included in the Class III category,
Since the youngest, most inexperienced of the students would
be working with these materials, excerpts were selected from
only four solos rather than five, as was done In Class I and
Class 11,

In deciding upon specific compositions to be included in
each set of materials an importent consideration was the occur-
rence of contrasting sections within each composition., Con-
trast In articulation occurs within a composition more consis-

tently than does contrast in phrasing or melodic construction,

1see Appendices A, B, C, and D,
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The latter occurs within the sets of four or five solos but
not always within each composition,

This is particularly true in the easiest of the sets,
Class III, #2., Level of difficulty has some bearing upon
this lack of contrast; the easier solos tend toward a very
regular phrase construction with conjunct melodic lines rather
than disjunct because this kind of melody is easler to play.
In addition, there is not as much contrast in articulation,
Thus, the varying problem situations in this set of materials
were organized more on the basis of all the compositions in
the set than was necessary in the other sets,

Other considerations which influenced the selection of
literature were the availability of good recordings and the
subjective judgment of the writer concerning the student re-
ception of specific compositions, Regarding the latter, this
judgment was based upon observations of hundreds of student
soloists heard at contests in the past ten years, While this
consideration did not result in the selection of specific com-
positions on the basis of the number of times they were heard
in the ten-year period, it did influence some choices--parti-
cularly those in each set which the student encountered first,

The avallability of recordings was a limiting factor in
the selection of 1literature for use in this study. While
there has been considerable interest in recording contest
solos among the artist-teachers in Texas colleges, there still
are not more than fifty of these compositions which are

readlly available, Of considerable assistance in reviewing
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these recordings was the record library of John Haynile,
professor of trumpet at North Texas State University, Denton,
Texas, Not only are the recordings of the artist-teachers
residing in Texas present in this collection but also those
of artist-teachers in other states as well as many profes-
sional performers, The study did not utilize many of the
latter; however, one distinguished performance (of the Haydn

Concerto for Trumpet) by Maurice André and an excellent

student performance (of the Mailman Concertino for Trumpet and

Band) by Mike Funderburk were located in the Haynie collection,
Compositions included in the Class I set of materials

were Petite Piece Concertante by Balay, Concerto for Trumpet

by Haydn, Sonata VIII by Corelli, Concerto for Trumpet by

Handel, and Concertino for Trumpet and Band by Mailman, The

aspects of variety and contrast previously mentioned are
present in this set of compositions-~contrast In articulation
and melodic construction, In addition, the Handel and Mai lman
compositions show some variation in the length of phrases.,

Class II materials included Song of the Pines by Irons,

Conversation for Cornet by Grundman, Orientale by Balay, Aria

and Allegro {Aria by Tenaglia, Allegro by Krieger), arranged

by Fitzgerald, and Andante and Allegro by Ropartz., Excepting
the Allegro and rather obvious phrase extensions in the
Grundman and Ropartz compositions, the phrase lengths are
regular, Also, there is less contrast, as compared to the
Class I solos, In the use of disjunct and conjunct melodic

lines, This 1s generally true of the less difficult solos
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since disjunct melodies require more technlique. As 1in the
Class I set there are many sections which exhibilt contrast
between legato and staccato articulations,
Class III, #1 materials included El Torero by Thomas,
English Suite, Finale (comprising "Begone Dull Care" and

"The Jolly Miller") arranged by Fitzgerald, Aria and Bourée

by Handel, and Fox Hunt by Endresen, Excepting the Bourée
of Handel, phrase lengths are regular in length, and the
melodic lines are conjunct, Again, there are many sections

which demand contrast between legato and staccato articula-

tlons,
Class III, #2 materials included Norine by Clarke,

Mitena, "Gavotte" by Williams, Che Faro Senza Euridice by

Gluck, and "My Lovely Celia" from English Suite arranged by

Fltzgerald, Excepting a cadenza at the beginning of Norine
phrase lengths are uniformly regular, As mentioned earlier
there i1s hardly any contrast in articulation styles within
any one of these solos, thus the probleﬁs in articulation
selection are organized to encompass several solos of the
set instead of just one, as in the other groups of solos,
The same is true of the problems in phrasing; they occur

throughout the set rather than in a single composition,
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Preparation of the Tape-Recordings )

Master tapes of solos selected for use in this project
were made In the studio of John Haynie at North Texas State
University in Denton, Texas., Equipment included a standard
turntable and amplifier unit connected by patch cord to a
tape recorder., Recordings of the following artist-teachers
were dubbed onto the tape from the disc recordings in the
Haynie collection: Maurice André, of the Paris Conservatory;
John Haynie, of North Texas State University in Denton,
Texas;2 Keith Amstutz, of Kansas University in Lewrence,

3

Kansas (formerly of North Texas State University);~ Richard

Burkart, of Lamar State Ccllege of Technology in Beaumont,
L _

Texas, One recording of a student soloist was also included

on this master tape: a performance of the Mailman Concertino

for Trumpet and Band, performed by the Sam Houston State College

Band (Dr, Ralph Mills) with Mike Funderburk as trumpet soloist

and the composer conducting.

1Maurice André, sololst, The Jean-Francols Paillard
Charber Orchestra (Carnegie Hall, New York: The Musical
Heritage Society),

2John Haynle, soloist, Golden Crest Recital Series
(Huntington Station, New York: Golden Crest Records, lnc,)
and John Haynie, John Haynie Plays Music for Contest, The
Southwest Artists! Series, Vol, II (Austin, Texas: Austin
Custom Records).

3

A, Keith Amstutz, soloist, Solos for Contest (Austin,
Texas: Austin Custom Records) and Keith Amstutz, heith Amstutz
Trumpet Solos (Columbus, Ohio: Coronet Recording Co.).

hRichard Burkart, soloist, Trumpet Solos for Contest
Beaumont, Texas: Lamar State Collegze of Technology).

5Mike Funderburk, soloist, Mailman Conducting Mailman
(Huntsville, Tivxas: Sam Houston State University ).
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From the master tapes, a tape recording was prepared
for every two students. Each reel included the artist re-
cordings of all solos in the set and blank tape for the
student to record his own playling at several points in the
study of each solo, The arrangement of artist recordings
and blank tape was as follows: 1) artist recording; 2) blank
tape; 3) artist recording (identical version of item number
one), This provided the student with an opportunity to play
the artist's rendition, his own, and the artist's again with-
out rewinding the tape, It was felt that without the necessity
for rewinding in order to hear the artist's rendition again,
the student would have a more ideal opportunity for comparing
his own playing with that of the artist,

As a partial solution to the anticipated problem of
students accidentally recording over the artist's performance
(and thus, erasing it), approximately three feet of red lesder-
tape preceded each of the artist!s recordings. 1In addition,
approximately three feet of white or green leader-tape preceded
each blank section of tape, A tape index was also included
in each book to further emphasize the composition of the tape

and to assist students 1in locating specific compositions,

Development of the Guidebook
An important factor in the improvement of performance
skills is the development of listening habits which enable

students to become increasingly aware of specific

1
See Appendices A, B, C, and D,
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characteristics of their own, as well as others'!', performance,
As Hoffer points out:
As long as the students are learning what to listen for
in music, and are improving in sensitivity and in the
accuracy of their evaluations, the procedure is
achieving its goel, The teacher must gulde the students
in the evaluative listening process,

To assist students in focusing theilr attention on lis-
tening for specific factors of interpretation, a self-study
guide was prepared which comprised a combination of aural and
visual analysis, In support of the aural analysis in this
procedure it was pointed out earlier that Leonhard and House
believe that the first step in musical learning should be
"e « . 82n aural concept of an expressive performance of the
plece [the studentj wishes to play or sing."2 Regarding
visual analysis Peterson's study showed that listening achieve-
ment is better when using notation.3 To provide the student
with the published versions of the solos which are on the tape
recording, excerpts of the solos were included in the guide-
book~--for use in aural and visual analysis, and for practicing

An adaptation of the following steps Leonhard and House

have established for the teaching of beginning performance

lHoffer, Teaching Music in the Secondary Schools,
p. 161.

2Leonhard and House, Foundations and Principles, p. 119,

3Agda Viola Peterson, "A Study of Developmental
Listening Factors in Children's Ability to Understand Melody"
(unﬁublished Ph.D, dissertation, University of Rochester, 1965),
p. 43.
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skills comprised the basic framework in the development of
the guldebook and its coordlnation with the tape:
1) Establish concepts [by playing and demonstrating);
2) Provide experience with the whole { a try-out step
for the student, in which he corrects any wrong con-
cepts in "step 1" J; 3) Analyze the performance{ a
diagnostic stepj; L) Provide for practice of parts as
necessary; 5) Reanalyze the performance; 6) Reestab-
lish the whole performance, Parts singled out for
practice should now be put back together., . .

In the present study concepts were established with the
ald of recorded excerpts from the sclos in each of the four
sets, accompanied by directions to listen for specific
characteristics in the performances, Several "try-out" steps
were included in the self-study format as well as directions
to aid in analyzing and reanalyzing the performance,
directions for practicing for the perfection of specific ele-
ments, and recording complete excerpts several times to "re-
establish the whole performance,"

This procedure of Leonhard and House presupposes that a
teacher be present, Thus, self-study materials cannot fully
duplicate some aspects of it, but many factors are present and
those necessarily slighted by the absence of a teacher could
in some measure be supplied by the student himself with the
assistance of the guidebook and tape recording,

Seashore points out that ", ., , successful performance

rests upon the mastery of fundamental skills which may be

isolated and acquired as specific habits."2 To assist students

1Leonhard and House, Foundations and Principles, pp., 237~

238,

2Seashore, Psychology of Muslc, p, 31,
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in directing their listening toward specific performance
characteristics the guidebook treats articulation and phras-
ing separately. In addition, each of these sections was
divided into ten "steps" which were to be followed in the

study of one solo,

Articulation

Step 1, "Step 1" directs the students to play the
artist!'s recording several times--either with no attempt at
analysis or only the most cursory, such as to ", . . notice
that there is a change in the space between notes when the
tempo changes from Lento to Allegretto."l

In beginning the study of a solo in this manner it was
felt that students would have an opportunity to mersly enjoy
the artist's performance, as well as making a start in the
development of a good aural concept, In addition to these
advantages Carlsen refers to the enjoyment of hearing a par-
ticular piece as one aspect in the reinforcement of 1earn1ng.2

As mentioned previously, excerpts of each solo were
used so that a variety of material could be presented in the
reiatively short time to be devoted to the preparation of new
music, However, so that the participating students might have
a more enjoyable listening experience most of the artists!

tape recordings comprised much more of the solo than the

1See Appendix C,

ECarlsen, "Some Problems in Music Learning," p. 10.
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excerpts to be practiced by the students, For example, the

tape recording of the First Movement of the Haydn Concerto for

Trumpet by Maurice André comprises the section from{ B | to the
end of the First Movement, Yet, the excerpt to be practiced
by the student extends from[ 8 ) to five measures past [ 9]
--approximately one-third the extent of the taped excerpt,
Step 2., At this point students began an analysis of the
artist!'s recording requiring them to listen for very specific
elements of articulation, To assist with the focused attention
this kind of listening requires, students were directed to
mark on the music (using the following number code) the arti-
culation styles noted in the recording, Since variation in
articulation depends to a great extent upon variation in the
space between notes the number code was organized on the basis
of such spacing, and it reflected the differentlation the
present -writer was able to detect in the artists' performances
chosen for this study. Spacing which could be identified as
"#L" in the number code was an addition which the present
writer chose to include because of pedagogical implications,
This kind of articulation was used very rarely (it could not
be detected in any of the artist-récordings); vyet, some
students were never taught that stoﬁvtng the tone with the
tongue causes an ending to each note which was much too
abrupt, Thus, the point was brought out (after several
artist-performances were analyzed) that this kind of articu-

lation was not desirable'except on rare occaslons, and if
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DESCRIPTION MOST COMMON NOTATION CODE
{1
No space (slurred) o o 4 0
S’
No space, but tongued { ( &
(legato tongued) é o o 1l
. . s ’
No space, but tongued \ \ {

(tenuto) o o 1
Normal spacing ‘& ‘! J 2
More than normal spacing \ t‘

(Staccato) ¢ o p 3

Very short staccato
(Must use the tongue to
stop the note)
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they were using the tongue to stop the tone, this habit
should be corrected,

Also discussed at various points in "step 2" and "step 3"
were the effects of tempo and articulation markings upon the
spacing a specific passage required. As the individual solos
of each set were analyzed these were pointed out as guildelines

in the selection of spacing. Another important factor to be

|

noted in the artists' rccordings was the predominance of
spacing numbers in these pairs, "0" and "1" or "2" ang "3"
within a given passage or section, At times this uniformity
contributed to the overall style of entire sections; at other
times it contributed to the delineation of smaller divisions,
such as phrases and motives, This was pointed out to the
students at this stage also,

Step 3, This was the first "try-out" step in the guide-
book, It directed the students to practice the excerpts,
utilizing articulation styles detected in the artist's re-
cording, The articulation code numbers were written on the
music to assist the students,

In this, as well as in succeeding steps, students were
encouraged to change the spacing analysis if, after practicing
the excerpt, they felt it to be inaccurate, This procedure
encouraged continued critical listening, In addition,
attempting to perform an excerpt might well have given some
insight to the artist's recording not recalized in listening

to it earlier,
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Step li. In order to prepare for an ahalysis step ("step
5") in the guidebook, students were directed at this point to
make a recording of their own playing--performing in the best
possible style the excerpts previously analyzed, As mentioned
earlier, a blank section of tape was 1lnserted for this purpose,
It was placed between two identical recordings of the excerpt
by the artist so that the comparison of artist and student
renditions would involve less rewinding of the tape,

In addition to the need for providing the student with
materials (in "step 5") for analysis, the inclusion of this
step in the procedure was based in part upon the opinion of
some educators that the analysis of one's own performance on
a recording was in some ways more objective than the analysis
one can make while performing.

Step 5. Students were directed at this point to listen
to the tape-recording which now comprised (for a single com-
position) the artist's rendition, the student's, and the
artist's again, They were to listen for any differences in
articulation style between the artist's performance and their
own and for any discrepancies that might now be detected in
the Spécing analysis made earlier in the study of the solé.

If any discrepanéiés were noted students were encouraged to
make the necessary changes in the analysis--again, for the
purpose of encouragling continued development of critical

listening habits, This step also offered (for purposes of

these teaching materials) opportunities for reanalyzing the
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performances, as suggested in Leonhard and House's proce-
dures for teaching performance skllls,

Step 6. At this point students were again directed to
practice the excerpts, trying for a closer duplication of the
artist!s renditicn, It was also suggested that articulation
numbers "0" and "1" be utilized in sections which were marked

"2" and "3" and vice versa, as a demonstration of the effect

this had upon the basic style of a passage, This technique
was an adaptation of ones suggested by Hoffer for teaching
phrasing in a class situation--a deliberate reversal of
dynamics and note groupings to increase the students'! aware-
ness of interpretation.2 In the present study it was util-
ized also in the section in the guidebook devoted to phrasing,
as a reinforcement of more suitable interpretive concepts.

Step 7. At this point students were directed to repeat
the procedure for recording thelr ocwn playing as was outlined
in "step L4."

A Step 8, This step was a repetition of the listening
procedure of "step 5." Steps L and 5, when done initially
would have produced changes in the performance of the excerpts.
Steps 7 and 8 afforded the opportunity to produce these
changes in a recording of the whole excerpt and to listen to

the results objectively,

1
Leonhard and House, Foundations and Principles, pp. 237~

238,

2
Hoffer, Teaching Music in the Secondary Schools, p. 189,
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Step 9. This step suggested that stu&ents make any
revision of the analysis they considered to be appropriate.

Step 10, This step suggested that students compare
their analyses of spacing with that of the present writer,
The latter was included at the back of each guldebook to
further encourage good listening habits from the first step
in the study of each solo to its completion,

The excerpts which students were to practice and on
which they were to indicate their analyses of articulation
were placed after page four in the guldebook, Thus, there
was ponsiderable space between them and the excerpts on which
the analyses of the present writer appeared, To be sure, this
was very little insurance that students would not copy from
the analyses in the back of the book, However, even in such
Instances they would have focused their attention on the
specific factor of spacing and perhaps have reinforced to
some extent a correct concept in this area of interpretation,

After presenting the first three solos of each set in
the ten-step format just discussed, the remaining compositions
were used partially as a means for reviewing concepts, Stue
dents were directed to anticipate (based upon the study of
the first three solos) the styles of articulation before
listening to the artist!'s recording. Then, they were to follow

the usual procedure in preparing the new compositions,
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Dynamics and Phrasing

Basically, the same procedures were used for the study
of dynamics and phrasing as for the study of articulation,
Students used the same copies of music as before, adding to
the articulation numbers signs for the indication of volume
and phrasing,

Step 1. Students were directed to listen to the artist's
recording of the first 30lo in the set, making note of the
general volume level and whether or not it seems to be the
volume indicated on the printed music, The latter consider-
ation was added because there were discrepancies at times be-
tweén what appears on the printed music and what an artist
decides 1s necessary for an impressive musical performance,

To encourage critical listening for volume and changes of
volume without recognizing this fact would at times leave
students wondering about the accuracy of an artist's rendition
and/or any analysis involving such a rendition if it were
accompanied by the published score,

The following standard markings were suggested for this
analysis: pp (pianissimo), very soft; p (piano), soft; mp
(mezzo piano)}, moderately soft; mf (mezzo forte), moderately
loud; f (forte), loud; ff (fortissimo), very loud,

Step 2. At this point students were to indicate changes
in the general volume level noted in "step 1" by utilizing

the following markings:(9 , Slightly more welght on a note;

e;:;;;; , gradually louder; ~———. , gradually softer,
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Based upon the present writer's preview of the artists!
recordings 1t was suggested that students might have to
listen to the recording several times before deciding which
markings were most accurate,

"Step 2" in the second solo of some sets ("step 4" of
the first solo in others) suggested the following additional
markings for indicating phrases (defined in the guidebook as
"musical ideas, or musical sentences, which seem to belong

together:"

N TN

phrase phrase or,

phrase N~i;;><<~/’dﬁ;;;;;;\\\\\

Students were to use the latter ", . , if two phrases seem

to depend upon one another for the completion of a mhsical
iéea."l It was pointed out that the most common length for
phrases was four measures,

Steps three through ten of the section devoted to dyna-~
mics and phrasing utillze the same format (an adaptation of

Leonhard and House's outline for teaching performance skills)

1see Appendices A, B, C, and D.
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and the same pedagogical justification as the corresponding
steps in the articulation section.1 However, there are some
concepts peculiar to this aspect of interpretation which
were presented throughout the text of the guidebook. These
are summarized as follows in the review of concepts following
the study of the first three solos in a set:
1) Phrases are usually four measures in length, Start on
this basis and change only if it does not work out,
2) Some four-measure phrases sound better 1f connected
to the next four-measure phrase (— =<  ~—~_).
3) Each four-measure phrase has some changes in volume
which tend to emphasize the most important note, or
notes, Find these n otes, build up the volume in
approaching them and then let the phrase diminish,
ly) Very often the important note of a phrase is the
highest in pitch,
5) Some phrases have a continuous change of volume
(louder or softer). Others have several changes, In
the latter case it is better to make the changes less

noticeable, A phrase must hang together! It cannot if

there is too much variation in volume or styles of arti-
culation., However, 1t will be monotonous if no changes
are madse,

6) Accents in the slower sections (where articulation

numbers "0" and "1" predominate) tend to be done more

1Leonhard and House, roundations and Principles,
pp. 237-238.
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with the breath than those in sections where articu-
lation numbers "2" and "3" are used. This type of
stress (or "push" as it was called earlier) will match
the general smoothness of such sections more than
would an accent done primarily with added tongue pres-
sure and speed,
7) If the next to the last note of a phrase is a
stressed note, make the last note lighter,
8) Pay particular attention to the last note of a
phrase--tc its volume and to its length, A note 1like
this, just before a breath, is easy to overlook 1in
looking ahead to the beginning of the next phrase, In
the comparison of your tape and the artist's, listen to

the excerpts once for this factor alone,

As in the case of including articulation #l in the number
code for spacing, there are several concepts in the above
summary which are sometimes neglected in class instruction situ-
ations, Perhaps most often slighted is the technique of accent-
ing more with the breath than with the tongue, particularly in
slower, more legato (or tenuto) sections, It is described in
guidebook as a "push" with the breath rather than a "strike"
with the tongue, This kind of accent, or stress, allows more
unity of style within the slow sections than does a sudden
tongue accent which can be out of proportion to the general

style,
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The suggestion to "pay particular attention to the
last note of a phrase" appears to be necessary advice for
most students, particularly those who prepare solo material
without any, or only sporadic, attentiocn from their band
director, To continue the development of listening to the
tape recordings critically, the student is directed to listen
to the performances for this factor alone, If the student is
able to detect these final notes and the artist's treatment
of them, he is then able first to realize more fully the
division of the composition into phrases; and second to
realize the care with which such a note is handled,

Directions as to the division of a section into phrases,
finding the high points of a phrase, stressed notes, and so
forth, were included to encourage the students to experiment
with making volume changes within the phrase, In addition,
the listening for specific volume control by the artist was
intended to emphasize the importance to musical style of such

organization of levels of volume and gradual changes of volume,



CHAPTER III
EVALUATION OF TEACHING MATERIALS

Informal, preliminary discussions with band directors
in the Denton, Texas, area concerning the project for eval=-
uating teaching materials of the present study took place in
March, 1970, As a result of these discussions it was decided
to carry out the project during the period from the last week
of April to the last week of May, A period which would not
include the last two weeks of May (the last two weeks of the
school term) would have been preferable because of the ex-
amination schedule at the end of a semester and because of
the general restlessness of students during such periods,
However, all of the directors contacted at this time were
busy with preparations for the spring concert and sight-
reading contests, These were to be held in the middle of
April; thus, 1t was not feasible to attempt any project until
after these events had taken place,

Directors who agreed to participate in the project were:
Carroll McMath, director of the Denton High School band in
Denton, Texas; Lee South, director of the R, L, Turner High
School band in Carrollton, Texas; Llda Beasley, director of

the Congress Junior High School band in Denton, Texas;

38
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Norman Lang, director of the Strickland Junior High School
band in Denton, Texas; Bill Jones, director of the Vivian
Field Junior High School band in Carrollton, Texas; Bill
Fojtik, director of the Dewitt Perry Junior High School band
in Carrollton, Texas,

A summary of the project was prepared and copies glven
to each of the participating directors for distribution to
members of their cornet-trumpet sectlons, A short talk about
the project and the possible benefit to participating students
was glven at a full band rehearsal in each school by the
writer, After these preliminary procedures directors asked
for volunteers to participate in the experiment,

Thirty-nine students in the six schools volunteered.
Of this number thirty-one completed all the procedures, Two
students discontinued their participation after the pretest
segment, five did so during the two-week period devoted to
the preparation of several new solos, and one during the
follow-up segment, The latter instance was a result of the
student being absent the day each participant made a tape
recording of the excerpts assigned for this portion of the
experiment; it was impossible to schedule another recording
session before the end of the semester, The reasons for the
other students discontinuling their participation were the
lack of time because of approaching examinations and a lack

of interest,
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Students were asked to complete a personal data sheet1
which included their name, age, grade, beginning band his-
tory, private lessons history, contest participation,
practice habits, and the principal performing instrument of
previous band directors, It was intended to use this in-
formation to assist in the interpretation of the data
gathered during the experiment,

At the time students were asked to volunteer for the
experiment they did not know if thelr school would be in the
control or the experimental group, Individual students were
not assigned to the control or experimental groups irres-
pective of their school, Instead, the participation of a
school in one group or the other was decided upon so that
students in the control group would have fewer opportunities
to come into contact with the teaching materials developed
for the study and in use simultaneously by the experimental
group, A random selection of schools was obtained by writing
the schools' names on slips of paper, putting them in a bowl,
and drawing them from the bowl one at a time, As the slips
were drawn the schools were placed into the following pre-
determined order: first draw assigned to control; second draw
agssigned to experimental; third draw assigned to control;
fourth draw assigned to experimental; fifth draw assigned to

control; sixth draw assigned to experimental,

1See Appendix E,
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As a result of this selection the following schools com-
prised the experimental group: Congress Junior High School;
R. L, Turner High School; Vivian Field Junior High School.

The success of the previously described method for
selecting experimental and control groups which were equal in
performance ability was suggested by the mean score of each
group on the pretest: 73,16 for the experimental group and
69.15 for the control zroup,

In the interpretation of these scores the null hypothe-
sis stated that no significant difference would be observed
between the pretest mean scores for the experimental and con-
trol groups, The statistical procedure used for this analysis
was the t-test of differences between the means of two inde-
pendent samples.1 The t score computed by this method was
0.5496Y4, a figure not large enough to be significant, Thus,
the null hypothesis was accepted., The difference in pretest
mean scores was not significant, thus indicating that the two
groups were essentially equal,

In preparation for the assignment of specific solo ex-
cerpts (and a level of technical difficulty) to each s tudent,
conferences were held with participating directors for the
purpose of reviewing the technical problems in each set of
solos and the sultability of a specific set for each student,
On the basis of the directors' evaluations solo excerpts were

assigned to student participants during the last week of April,

1

George A, Ferguson, Statistical Analysis in Psycholory
and Fducation (New York: McGraw-Hill Book Co,, Inc,, 1959),
pp. 136-130,
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In most instances literature selected for the pretest
comprised two contrasting sections (one, slow and legato;
one, fast and staccato) of one solo, an exception being the
use of contrasting sections in two solos for some students
designated to work with Cléss II materials,

The most convenient time to reach the participants in
all the schools was in the morning,., Specific times for each
visit were as follows: R. L., Turner High School--8:30 A.M, -
9:30 A,M, (during full band rehearsals); Vivian Field Junior
High School--9:45 A,M.~10:30 A,M, (during brass sectionals);
Dewitt Perry Junior High School--11:15 A,M,-12:15 A .M, (during
full band rechearsals); Congress Junior High School--B:jO AM,~
9:30 A,M, (during full band rehearsals); Strickland Junior
High Scho0l--12:00 Noon-12:30 P.M. (during an advisory period);
Denton High School--8:00 A ,M,~-8:30 A.M, (before school),

Because of the mandatory morning schedule for visits
and the travel involved (approximately thirty miles) to reach
the Carrollton schools from Dentbn, it was impossible to visit
21l schools on the same day, Thus, Monday, April 27, 1970, was
chosen to distribute the solo excerpts comprising pretest
material to students in Carrollton. Texas, This allowed them
three full days to practice, not taking into account the day
the materials were brought to them nor the next Friday, May 1,
when their performances were taped, Thursday, April 30, was
chosen for the distribution of pretest solo excerpts to

students in Denton, Texas, and the day designated to tape-record
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each of them was the next Monday, May L. Again, this allowed
students three full days for practice;

At the time pretest materials were delivered to each
school a short conference was held with students who had
volunteered for the experiment, Students in both the control
and experimental groups were instructed to prepare the solo
excerpts as they would for a solo contest, Directors were
instructed to assist only with the correct rendition of

rhythm patterns, This suggestion was made because it was

’,

.

felt that incorrect rhythms might create a negative response
to an entire passage when heard by a panel of adjudicators,
and the accuracy of rhythm was not to be a factor in the
evaluation,

At this time students were also reminded that they had
agreed to spend at least thirty minutes per day practicing
the solo excerpts assigned to them There was no accurate
means for checking individuals! practice time; however, at
the taping sessions for each set of excerpts students were
asked to estimate the number of minutes spent each day in
the preparation of project materials, The responses for each
student may be found in the chart showihg the number of
minutes practiced per day during each segment of the experi-

ment,

lsee Table 8,
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A tape-recording of each student performing excerpts
selected for the pretest was made on May 1 at the Carrollton
schools and on May Y in the Denton schools, A relatively
inexpensive, portable Wollensak tape recorder was used, with
the simple crystal microphone that is ordinarily included
with the recorder, The recorder was set for two-track re-
cording at seven and one-half inches per second,

Students came to the audition room one at a time;
each was assigned a number which the writer stated into the
microphone before each performance, (This number with the
student's name was recorded and the number was used there-
after to identify each student,) Students were allowed to
play a few notes to get their 1lips vibrating well, especially
if they had been waiting while several others were recording;
they then recorded one of the excerpts, rested briefly, and
recorded the other excerpt, After recording the two ex-
cerpts students were asked to estimate the number of minutes
spent in practicing these materials, Then, they were given
the set of excerpts to be practiced during the next two weeks
and, in the case of students in the experimental group, the
guldebook and tape recording were distributed also,

In most Instances the results of the pretest corrobo-
rated the director's assessment of each student's technical
capability, It was necessary to adjust the assignment of
only two students, OSubject number twenty-seven was given

Class II materials to prepare at thils stage (rather than
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Class I ) and subject number twenty-two was assigned Class II
materials (rather than Class III),

There was no particular problem for the control group
at this stage, They were told to prepare the new set of ex-
cerpts as if for a solo contest (the same instructions as |
they were given for the first segment of the project)., Ex-
cepting the two students whose materials were adjusted to a
different technical level, the solo excerpts they had been
practicing for the pretest segment were included in the set
to be prepared for the posttest, The latter, however, com-
prised excerpts from three or four solos in addition to those
of the pretest,

Students in the experimental group were briefed at this
stage on how to solve some of the mechanical problems in-
herent in using the guidebook and tape recording, It was em=
phasized that they should follow the ten steps, one by one,
in the study of each solo and that the taped materials should
be used as much as possible, An attempt was made to dispel
their worries about erasing one of the artists' recordings,
Since another copy‘could be made from the master tapes and
spliced into the student tape within a few hours this was
actually not a great problem, However, it was felt that some
students might allow their concern for such an accident to
interfere with a maximum use of the taped materials, Also
discussed with students at this time were such matters as the

type of tape recorder needed (some used the materials at
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home), the speed at which it should be set, adjusting the
volume level for recording their own playing, and the meaning
of leader tape colors,

No problems occurred in the following two-week period
that necessitated the author's visiting any of the schools,
Students in Carrollton recorded the posttest excerpts on
May 15, Students in Denton recorded them on May 18, The
only difference in this recording session, as compared to
the first (when pretest excerpts were tape recorded), was
the amount of rest each student needed between excerpts,
There were from eight to ten excerpts to be recorded by each
student, and endurance proved to be a factor in getting the
students! best possible rendition on tape, It took longer
than anticipated, but students were allowed to rest between
excerpts until they felt ready to continue,

During the rest periods (between recording individual
excerpts) students in the experimental group were quizzed
about the project: what they liked best in the materials,
how much they had practiced, whether or not they had recorded
their own playing, and which solos had impressed them most
(either the artists' rendition or their own liking of the
solo for whatever reason),

After the taping of posttest excerpts all students were
gilven two more excerpts to prepars in a three-day period,
This preparation was to be on the same basis as that of the

pretest excerpts, Specifically, there was to be no
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assistance from the director or from any special teaching
materials for students in either the experimental or control
group, This follow-up testing was done in order to ascer-
tain the extent of carry-over within the experimental group
of concepts which were presented in the guidebook,

Students in Carrollton recorded the follow-up excerpts
on May 19, Students in Denton recorded them on May 22, Re-
cording procedures were the same as for the pretest and post-
test,

At the completion of the experiment the recorded per-
formances of students comprised eight seven-inch reels of
tape, It was felt that a panel of judges would not be able
to objectively grade svch a great amount of material, In
addition, many of the excerpts were so filled with technical
faults (missed notes, wrong rhythms, and so forth) that
efforts of students to interpret were obscured, Therefore,
two reels of tape with a running time of approximately one
and one-half hours were prepared from the original eight
reels, comprising each student's best performance at each
stage of the experiment,

Students recorded two excerpts at the pretest and follow-
up stages of the experiment, Thus, there was not much editing
of these recordings to be done, However, in some instances
only portions of the entire student performance were included

on the final version 1n order to delete some obvious technical

difficulties,
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Editing of posttest performances presented more problems,
primarily in the decisions regarding which two contrasting
performances (out of several which sounded alike) to include
on the tape to be judged, As in the recordings of pretest and
posttest segments, there were also many performances which
were not usable because of technical faults,

To eliminate the possibility of bias on the part of
judges 1t was important to use a random order for all per-
formances on the judging tapes, In order to arrive at such
an order of pretest and posttest performances the following
procedure was used: 1) students were listed in the order they
performed for the pretest (number one through number thirty-
one), Students who discontinued their participation after the
pretest were omitted, Thus, the numbers assigned to students
for the entire project were not used except to ldentify spe-
cific performances; 2) each pretest performance was assigned
this number; 3) each posttest performance was assigned this
number plus thirty-one, giving an order for these perform-
ances of numbers thirty-two through sixty-two; lj) an order for
the sixty-two performances was decided upon by using a table
of random numbers.1 The starting point on this table was pre-
determined to be the first two digits in each column, be-
ginning on the first page of the table, the fourth row down

in the second column,

lG. W, Snedecor, Statistical Methods (Iowa State College
Press, Inc., 1956), reprinted in raul Blommers and E, F,
Lundquist, Elementary Statistical Methods (New York: Houghton-
Mifflin, 1957), p. 512,
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This process resulted in the following order for the

sixty-two performances comprising the pretest and posttest:

17 33 20 6 36 23
37 27 29 2l 28 - 59
52 I 55 57 16 25

9 13 49 4o 61 3l

3 53 7 50 L7 1l
12 38 nn 31 30 32
21 56 58 15 8 19
L3 18 46 2 - 5L 5

1 11 39 35 60 L8
13 10 51 L1 L5 gz

A .chart was made showing the location of each perform-
ance (comprising two contrasting excerpts) on one of the
eight reels of tape, As the number of each occurred in the
above order the performance was located and dubbed onto another
tape (judging tape number one), so that performance number
seventeen appeared first on the judging tape, number thirty-
seven was second, number fifty-two was third, and so forth,
There was no attempt made to include a spoken performance num-
ber on the tape, Instead, this was done by the author during
the judging sessions, For example, before performance number
seventeen became audible on the tape 1t was announced that
student number one was the next performer; before performance
number thirty-seven became audible it was announced that student
number two was the next performer, and so forth, A master sheet
which listed the compositions comprising each performance facil-

ltated the spacing of these announcements,
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A similar procedure was followed in the assignment of
numbers to the follow-up performances, although a different
portion of the table of random numbers was used, The prede=-
termined starting-point for this group was the second page
of the tab'le,1 the last two digits in each column, beginning
with the fifteenth row down in the third column,

The order for follow-up performances which resulted

from thils process was as follows:

15 20 10
21 2l 13
1 1 28
27 7 26
25 19 22
18 I 31
6 3 11
30 9 23
17 12 8
16 5 2
29

Procedures for dubbing these performances onto another
tape (judging tape number two) in the above order were also
the same as those used in the preparation of the judging tape
comprising pretest and posttest performances,

Each of the ninety-three performances (comprising three
by each of thirty-one participating students) was evaluated
by two panels of adjudicators during the following summer,
One panel at the University of Oklahoma comprised the follow-
ing members: T, Marshall Jones, James Croft, James Jarrell,
Lowell Lehman, Hugo Magliocco, Robert Glidden, and FEugene

McClellan, The other panel of judges, convened at

1bid., p. 513,
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North Texas State University, comprised thé followlng members:
Gary Losh, Kenneth Ray, Jim Hale, Billy Nettles, and Milton
McCrary.,

Members of both panels were graduate students or faculty
at the University of Oklahoma in Norman, Oklaﬁoma, or North
Texas State University in Denton, Texas, and all members had
previous teaching experience, More detailed summaries of
each panel member's experience are to be found in the Appen-
dix.1

A "performance Rating Sheet" was developed for the
evaluation of student performances.2 A graduated scale en-
compassing ratings from excellent (1) to poor (5) was utilized
so that panel members could indicate quickly any point in be-
tween, For example, if a performance was thought to be not
quite good enough to rate a "1" there were marks along the
scale designating 1.25, 1,50, and 1,75 below the "1" rating
before the "2" was reached, So that adjudicators would not
hesitate to give the "1" or a "5" {the extreme range in most
contest judging scales), a point below the "G" rating and a
point above the "1" rating were added, Thus, the entire scale
encompassed ",5" to "5,5."

Adjudicators were to listen for two factors in each per=-

formance: 1) phrasing; 2) suitability of articulation., Each

1See Appendix E,

2Ibid.
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factor was to be rated separately using thé following guide:
5--a poor performance; li--a below-average performance; 3--an
average performance; 2--a good performance; l--an excellent

performance,

The actual rating of each factor of each performance re-

quired the adjudicator to place a check-mark along a line four

and one-half inches long, below which appeared the rating num-

bers, After the adjudication process was completed the writer

transposed these checks into scores for each category to be
Judged and into a composite score comprising both categories,
To test the rellabllity of adjudication materials and
procedures the Kendall coefficient of concordance (W) statis-
tical procedure was applied to scores assigned by each adju-
dicator to each of the ninety-three performances, The
results of this procedure indicated a high degree of agree-
ment among the ad judlicators regarding the level of each per-
formance, The procedure produced a value for W of ,7768,
Siegel indicates that ", ., . a high or significant value of
W. may be interpreted as meaning that the observers or judges
are applying essentially the same standard in ranking the

objects under study."1

1Sidney Siegel, Nonparametric Statistics for the
Behavioral Sciences (New York: McGraw-Eill Book Co,, 1nc.,
1956), p. 237,




CHAPTER IV
PRESENTATION AND INTERPRETATION OF DATA

Data compiled as a result of adjudication procedures
are shown in Tables 1 and 2, As mentioned in Chapter III
ad judicators assigned two scores for each student perform-
ance, one for articulation and one for phrasing., These
were added to give a composite total for each student at
each stage of the project (pretest, posttest, and follow-up),
To arrive at the scores shown in Table 1 the composite scores
from each adjudicator were Lotalled, The best possible score
from each adjudicator for the articulation or phrasing of a

".,5," and the poorest possible score was

given excerpt was
"5.5." Thus, the largest scores represent the poorest per-
formances,

Regarding the interpretstion of these data, the null
hypothesis stated that within either the experimental or con-
trol groupé no significant differences would be observed be-
tween posttest and pretest scores (0p - 0y), or follow-up
and pretest scores (03 - 01). The .05 reglon of significance
was consldered adequate for rejection of the null hypothesis

Analysis of data was accomplished, in part, by means of

the computer (IBM 360, Model 50) at North Texas State Univer-

sity at Denton, Texas., A t-test for correlated means was

53
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TABLE 1

EXPERIMENTAL GROUP-~-PRETEST, POSTTEST, AND
FOLLOW-UP SCORES

SUBJECTS PRETEST ( 01) POSTTEST ( 0o ) FOLLOW-UP ( 03 )
1 86.00 94,25 67.50
2 90.75 72.25 74,25
3 79.00 84.00 73,00
4 101.50 82.00 9,25
5 98. 50 83.50 69.75
6 94,75 81.00 90.50
7 62.25 45.75 73%.25
8 42,75 47,50 69.75
9 57,00 60.00 67.25

10 744 50 45,50 62.50
11 96. 25 78.25 88.50
12 58.25 60.00 56,00
13 50,25 54, 50 45,50
14 22.25 23,50 26.75
15 75.00 ' 50.25 28.75
16 80.00 59,75 68,75
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TABLE 2

CONTROL GROUP--PRETEST, POSTTEST, AND
FOLLOW-UP SCORES

SUBJECTS PRETEST (0, ) POSTTEST (p,) FOLLON-UP(0y)
1 39.75 38.00 40.50
2 72.00 62.00 53,00
3 57.50 67.00 88.75
4 69,50 84,50 96.25
5 90.00 77.00 92.75
6 51.25 48,25 64.75
7 71.50 64.00 52,85
8 81.75 85,50 92,00
9 78,25 97.00 74,50

10 61.25 83.75 57.25
11 64,25 34,50 54,50
12 51.50 55,00 58,50
13 85.00 97.00 106.75
14 78.75 77.25 84.75

85.00 106.25 99.00

]
U
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applied to the data in this table, a procedure which tested
for the significance of differences between scores within'
each group, Shown in Table 3 are the results of this t-test:
mean scores, standard deviation differences, t scores, and
probability in the comparison of one stage of the experiment
to another,

In the analysis of pretest and posttest scores for
the experimental group it was possible to reject the null
hypothesis, The probabilitiy that observed differences could
occur by chance was at the ,003 level, An alternate hypothe-
sis, stating that the difference observed bhetween pretest
and posttest scores within the experimental group occurred
as a result of the experimental treatment, was accepted,

With regard to other differences between mean scores,
the results of this statistical procedure indicate that no
significant differences occurred, Thus, the null hypothesis
was accepted for observed differences between pretest and
follow-up scores, posttest and follow-up =cores within the
experimental group and for all observed differences within
the control group.

Negative differences, indicating not only a lack of
improvement from one stage to another but an actual re-
gression in performing ability, are to be noted in the com=-
parison of posttest and follow-up scores for the experimental
group (mean difference of -3,39063), Because of the experi-

mental design this effect would be expected in every



TABLE 3

RESULTS OF T-TEST FOR CORRELATED SAMPLES APPLIED TO
PRETEST, POSTTEST, AND FOLLOW-UP SCORES

SOURCE GROUP MEAN SsT. DEV,

MEAN ST, DEV,.

PRETEST (Ol)

POSTTEST (02)

X 73.06250 22.58121 62,62500 17.61885
05-04
C 69.14999 1L.64606 71.79999 21.63971
PRETEST (Ol) FOLLOW-UP (03)
X 73.06250 22.58121 66.01563 19.2774L
03-01
C 69.14999 1. 64606 7% . L0666 21,0378l
POSTTEST (02) FOLLOW-UP (03)
X 62.62500 17.61885 66,01563 19.2774l
03-02
C 71.79999 21.63971 Th L0666 21,0378L

LS



Table 3~~Continued

AN ST, POV,

SCURCE GROU? DIMPENTNCE DT MREITCE E-VALUE PROBABILITY

X 10,L3750 11.74928 3.55341 0,0031)
05-04

o - 2.65000 1. 2771 - 0.71137 0.50528

X 7.01,688 16,7840 1.67938 0.11067
03-01

c - 5.25667 15.02636 - 1.354488 0.19465

X - 3.39063 13.57631 - 0.99898 0.66507
03-02

C - Oc 5152“‘

2.60667 1l ,R9957 - 0.67757

85
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comparison of these data--0, - 03. The special study
materials for interpretation were not used by the experi-
mental group for this segment of the project; thus, students
prepared new material on the same basis as for the pretest,
A tendency toward retention of concepts presented in the
experimental materials (reflected in the pretest as compared
to follow-up scores) was indicated; however, the ,11 level
of significance was not within the region for rejection of
the null hypothesis,

Negative differences observed within the control group
were not entirely anticipated, In planning the experiment
it was felt that the opportunity to prepare new solos from
the contest list (for possible use in the next contest) would
hold the interest of control participants, However, the lack
of any special materials (which served as a type of incentive
to the experimental group) apparently caused these students
to lose interest during the progress of the experiment,

Scores resulting from a division of each composite
score shown in Tables 1 and 2 into separate scores for arti-
culation and phrasing at each stage of the experiment are
- shown in Tables 4 and 5, An analysis of these scores was also
made through the use of the computer at North Texas State
University. Again, the t-test forvcorrelated Samples was em-
ployed, testing for the significance of differences between
mean scores for articulation and phrasing within each group.

The null hypothesis stated that within either the experimental
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TABLE &4

EXPERIMENTAL GROUP-~SCORES FOR ARTICULATION AND PHRASING
IN PRETEST, POSTTEST, AND FOLLOW-UP

ARTICULATION PHRASING

SUBJECTS P %?%ST POS?E;?T FOL&%&FUP PR%?%%T PO?%E%ST FOL%ggYUP
1 43,00 37.75 28.75 43%.00 56.50 28.75
2 45.75 52.25 57.25 45,00 39.00 37.00
5 29.25 59.75 55.25 59,75 44,25 37.75
4 50.75 42,25 44,25 50.75 39.75 50.00
5 46.75 40,00 54,50 51.75 43,50 55.25
6 48,00 37.25 45.25 46.75 43,75 47.25
7 28.50 25.50 54,50 55475 22.25 58.75
8 21,50 20.25 240,25 21.25 27.25 55.50
9 28075 27.25 32,25 28,25 32,75 34.00
10 56.00 18,50 29.75 38,50 27.00 52.75
11 48.75 41.00 42,50 47.50 37.25 45.00
12 28025 51.75 27.25 50.00 28.25 28.75
13 18.25 23,50 19.50 52.00 3100 26.00
14 11.75 11.25 14,00 10,50 12,25 12.75
15 54 .00 21,25 15,75 41.00 29,00 15,00
16 39.75 19.00 53,50 40,25 40.75 35.25
TOTAL 569.00 467.50 515.50 600.00  534.50 540.75

MEAN 55.56 29.22 52,22 37.50 35.41 55.80
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TABLE 5

CONTROL GROUP--SCORES FOR ARTICULATION AND PHRASING
IN PRETEST, POSTTEST, AND FOLLOW-UP

SUBJECTS ARTICULATION PHRASING
PRE;E?T PO%E%BST Fo%%gg-up PR§§§§T POE%}FST FOI&%S—UP
1 20.25 16.25 19.00 19.50 21.75 21.50
2 34,50 29.75 27,00 37.50 32,25 26.00
3 30,50 20.75 46,00 2§°oo 36,25 42,95
4 32.25 38.25 46.25 37.25 46,25 50.00
5 42,75 36.50 45,00 47,25 40,50 47,75
6 24,25 26.25 32,00 27.00 22,00 32,75
7 37.00 29.75 29.85 34,50 34,25 23.00
8 38.00 42,25 45,75 | 45;?5 43,25 46,25
9 38.75 45,00 39.75 59.50 22,00 4475
10 30.00 40,00 26.75 31,25 4%.75 30.50
11 30.25 15.50 22.25 34,00 19.00 32.25
12 27.00 26.00 25.75 24,50 29.00 32.75
13 41,25 46,25 52,75 43,75 50.75 54, 00
14 39.50 41,50 40,50 39.25 35.75 44,25
15 38.75 51,00 48,75 46,25 55.25 50.25
TOTAL 505,00 515,00 547,35 532.25  562.00 568.75

MEAN 5%3.67 24,33 36.49 55.48 5747 57.92
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or control groups no significant differences would be ob-
served between posttest and pretest scores (0, =- Ol)’ for
articulation or phrasing, or follow-up and pretest scores
(03 - 01) for articulation and phrasing as a result of the
experimental treatment, The ,05 region of significance was
considered adequate for the rejection of the null hypothesis,

Results of the t-test for correlated samples, as
applied to prhrasing and articulation data separately, are
shown in Table 6, Within the experimental group the proba-
bility that observed differences in posttest and pretest
scores (O2 - Ol) for articulation could occur by chance was
at the ,003 level of confidence, The probability that ob-
served differences in posttest and pretest scores for phras-
ing could occur by chance was at the ,02 level of confidence,
Thus, it was possible to reject the null hypothesis in the
comparison of pretest and posttest scores for both articu-
lation and phrasing within the experimental group, An alter-
nate hypothesis, stating that observed differences in
pretest and posttest scores for articulation and phrasing
within the experimental group were significant as a result of
the experimental treatment, was accepted,

The null hypothesis was accepted, however, for other
observed differences within either group since the level of
confidence for these differences was above the ,05 region
chosen for rejection,

The preceding data, comprising composite scores and

separate phrasing and articulation scores for both the



RESULTS

TABLE 6

OF T~TEST WOR CORRWLATED SAHPLES APPLIED TO
PHRASING AND ARTICULATION sSCOrzs OF

M BRise ERINE )]
PRuTinnT,

PCST

ST, AND

FOLLCW-UP

EXTERTHEATAL

SOURCE FEAN ST. DOV, SOURCE FEAN ST. DBV,
0 Art,  35.,56250 11.80836 0o Art, 29,21875 9.02568
0, Art.  35.56250 11.80836 0y Art, 32,21875 9.42376
0, Art, 29,21875 9.33568 05 Art. 32,21875 9.42376
01 Phr. 37.50000 11.12279 0, Thr, 33,40625 8.86748
0, Phr.  37.50000 11.12279 04 Phr, 33.79688 10.19526
O, Phr.  33,130625 8.86748 05 Phr. 33.796088 10,19526

CORPROL
0, Art.  33.60666 6.50235 0, Art. 34.33333 10,5630
0 Art. 33.66666 6.5%225 03 Art, 36.118999 10.831,03
0, Art,  34.33333 10.593L0 o3 Art, 36.143999 10,2803
0, Phr.  35.48332 8.32244 0, Phr. 37.116666 11.351836
0, Phr, 35.492232 8.32241 o3 Phr., 37.91666 10.59298
o2 Par. 37 16665 11.20156 03 Uhr, 37.91666 10,59298

£9



Table 6-~-Continued

A CHRINEHTAL

SOURCE MEAN DIFF. ST. DR7. DIFF, £-YALUZ  PROBABILITY
0,-0, Art. 6.3L375. 7.31150 3.47059 0,0036l
0,-0, Art. 3.34375 7.72866 1.73057 0.1009)
05-0, Art. -3.00000 7.09753 ~-1,69073 0.,1084L
0,-0, Phr, 1.09375 6.35405 2,57710 0.02003
©3~0; Phr. 3.70313 9.53561 1.55290 0.13827
03-02 Thr. -C.39063 8.13L27 -0.19209 0.81419
CONTROL
,-0; Art. -0,6£667 7.16306 -0,360L6 0.72352
04-0, Art. -2,82333 7.25301 ~1.39420 0.18253
05-0, Art. -2,15667 6.81712 -1.,21971 0.24146
0,-0, Fhr, -1.98333 f.0669L -0.95221 0.64.048
03-01 Phr, -2.113333 7.802390 -1.1953% 0.25078
04-0, Phr, -0.1;5000 9,12°6L -0.19092 0.8552h

19
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experimental and control groups, were also used in testing
for the significance of differences between scores of the
experimental group as compared to scores of the control group,

The null hypothesis stated that because of the experi-
mental treatment differences observed between posttest and
pretest scores (0, - 01) would not be significantly greater
among students in the experimental group than corresponding
differences among students in the control group,

The statistical procedure used for thls comparison was
the t-test of differences between the means of two independent
samples, Shown in Table 7 are the results of this procedure
for each group: mean differences (5X and ﬁc), standard de-

viations of the differences, (SD of D, and D.), the best

X
estimate of the standard deviation of the combined samples
(s’), t scores and probability figures (P).

It was possible to reject the null hypothesis in the
comparison of posttest minus pretest (O2 - 01) scores for
articulation (at the ,02 level of confidence), for phrasing
(at the ,05 level of confidence) and for composite scores
(at the ,01 level of confidence). An alternate hypothesis,
stating that because of the experimental treatment, differ-
ences observed in follow-up and pretest scores (O3 - 01) for
articulation and composite totals were significantly greater

among students in the experimental group than among students

in the control group, was accepted,



TABLE 7

RESULTS OF T-TEST OF DIFINRENCES BUTWEEN TIE MEANS OF TWO INDEPEWDENT
SAMPLES APPLIED TO PHRASING, ARTICULATION, AYMD COMPOSITE SCORES
OF THE EXPRERIHYMNTAL AND CONTROL GRQOUPS

SCURCE B, SD of Dy Do SD of D s? t P
Art,

65161 6.34375 7.3114% 0.66667 7.16306 7.16391 2,72294 .02
03-03 3.3L375 7.72866 2.82333 7.84301 7.7°407 2,205l .05
03-02  =-3.00000 7.09753 2.15667 6,84912 6.97823  -0.33627

Phr,

C2-Cq 11.09375 6.35L05 1.968333 8,0669) 7.23179 2.33627 .05
C3-01 3.70313 9.53861 2.43233 7.86390 R.77581 1,924,503 .10
C5-0p ~0,39063 3.134127 0.115000 9.1286!;

VO,

0,-07  10.43750  11.749528 2.65600 1.h2771 3.11081 2.77762 .01
03-01 7.04688  16.704LL 5.25667 15,02636 5.90823 2.14129 .08
03-02 - 3.39063 13.57631 2,60667 14.89957

99
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Observed differences in follow-up minus pretest
(03 - Ol) scores for articulation and composite totals also
justify rejection of the null hypothesis: articulation (at
the ,05 level of confidence) and composite scores (at the .05
level of confidence), An alternate hypothesis, stating that,
because of the experimental treatment, differences observed
in follow-up and pretest scores (O3 - 01) for articulation
and composite totals were significantly greater among stu-
dents in the experimental group than among students in the
control group, was accepted,

Differences in phrasing scores between experimental
and control groups in the follow-up and pretest portions of
the experiment (at the .10 level of confidence) were not
great enougn to reject the null hypothesis, Differences in

follow-up and posttest scores (0, - 03) indicate no signifi-

2
cant change,

Students in both experimental and control groups were
asked to practice on the materials assigned to them a mini-
mum of thirty minutes each day. No attempts were made, such
as the use of practice cards or other verification proce-
dures involving parents or band directors, to ascertain the
exact number of minutes practiced by each student, Instead,
they were asked, at each taping session, to estimate the num-
ber of minutes practiced during the preceding segment of the

experiment, Table 8 shows the amount of practice reported

by each student during each segment of the experiment,
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TAZLE 8
EXPERT:ENTAL AXD CONTROL GROUP-=PRACTICE
TI;£ REPCRTZD 37 STUDLNTS
EXPARLIZNTAL CCHTROL
SUB.,  MINUTES OF SUB,  MINUTES OF
PRACTICE PRACTICE

o1 0, o3 0, 0, 0
1 30 30 30 1 30 30 30
2 30 30 30 2 30 30 30
3 30 10 20 3 30 15 15
L 30 30 30 L 20 30 30
5 30 6C LS 5 30 30 30
6 20 30 30 6 45 30 30
7 30 30 30 7 3¢ 30 30
8 30 15 10 8 30 20 20
9 60 60 60 9 20 30 30
10 30 60 L5 10 15 15 20
11 30 4O 20 11 L5 15 15
12 45 20 LS 12 15 15 15
13 20 20 10 13 30 15 30
1l 15 15 1% 1 30 30 30
15 60 60 60 15 30 15 15

16 30 45 18
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In the analysis of data shown in Table 8 the null
hypothesis stated that within either the experimental or
control group observed galn scores between pretest and post-
test (O2 - 01) would not be correlated significantly with
the amount of practice time reported by participants, The
.05 region of significance was considered adequate for re-
jection of the null hypothesis,

The statistical prccedure used for determining the
significence of the data was the Kendall rank correlation
coefficient (tau).1 The value of tau for the comparison of
practice and gain scores within the experimental group was
.65, A z score of 3,16 was computed from this value of tau,
and the significance of this value (for the acceptance of
the null hypothesis) was ,0003, Thus, the null hypothesis
was rejected and an alternate hypothesls, stating that within
the experimental group the amount of practice was signifi-
cantly correlated with gain scores in the pretest-posttest
segments of the experiment (O2 - Ol), was accepted,

Although a significant correlation between practice
and gain scores was to be expected, the correlation of these
factors within the experimental group during the preparation
of posttest materials was considerably'higher than that for
the control group. The value of tau for the comparison of
practice and gain scores within the control group was .42

(significant at the ,01 level),

1Siegel, Nonparametric Statistics, pp., 213-223,
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One possible explanation for this difference might be
that students in the experimental group utilized their prac-
tice time more efficiently, Since the groups were equal, it
could be expected that the direction and focus given by the
experimental teaching materials had a significant and bene-
ficial effect,

In addition to asking students about thelir practice
time at the conclusion of the posttest, the writer attempted
to determine the extent of students' use of temvirting materials:
1) the artists' recordings; 2) the blank tape for recoxrling
the students! own playing; 3) the analyses for phrasing and
articulation. The results of these interviews are shown in
Table 9.

In the ahalysis of data shown in Table 9 the null hypoth-
esis stated that within the experimental group no significant
correlation existed between any of the scores or between any
category of materials used and scores, The ,05 region of
significance was considered adequate for rejection of the null
hypothesis, The statistical procedure used for determining
the significance of these data was the Kendall rank correlation
coefficient (tau),

The value of tau for the comparison of pretest scores
(Ol) and posttest-pretest gain (O2 - 01) was -.33, This value
allowed the rejection of the null hypothesis at the .03 level

of confidence, and an alternate hypothesis, stating that

11p14,
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TABLE 9

EXPERI;INTAL STUDSNTS' REPORTED USE
01 TEACHINIG KATERIALS

LISTZWED TO TAPE RECCRDED DID SUGCGESTED
ARTIST Ol PLAYING ATALYSIS
SUB. RECCHDING

1 Yes Yes Yes
2 Yes Yes Yes
3 No No o
L Yes Yes Yes
5 Yes Yes Yes
6 Yes Yes No
7 Yes Yes ) Yes
4! Yes Yes No
9 Yes Yes Yes
10 Yes Yes Tes
11 Yes Yes Yes
12 Yes Yes No
13 Yes Yes Yo
1 Yes Vo Mo
15 Yes No Yes

16 Yes Yo No
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within the experimental group the pretest scores (01) were
significantly correlated with pretest-posttest gain scores
(0, - 04), was accepted,

The negative correlation of these data suggested that
less experienced students (those with the poorest pretest
scores) benefited most from the teaching materials developed
for the study, This was not an unexpected result of the
evaluation since a major purpose of the study was to develop
teaching materials for such students: those without opportun-
lties for individual development which would enable them to
score well in a performance situation such e&s the pretest ad-
ministered at the beginning of the experiment,

The correlation of posttest-pretest gain scores (0

2
01) with students' reported use of all teaching materials, in-

cluding the minimum amount of practice time asked of all par-
ticipants, yielded a tau value of ,43. This value allowed
rejection of the null hypothesis at the ,01 level of confidence,
The importance of the amount of practice time to im-
provement was shown in the correlation of students! reported
.practice with posttest-pretest gain scores (significant at the
.0003 level), In the correlation of posttest-pretest gain
scores (02 - 01) with students' use of teaching materials
this importance was also to be noted, The value of tau with-
out considering the amount of practice as a factor in
students! use of materials was ,36 (significant at the ,02
level); with practiee as a factor the value of tau was .43

(significant at the ,01 level),
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The correlation of posttest-pretest gain scores (O2 -

01) with follow-up-pretest gain scores (O3

tau value of .40, This value was significant at the ,01

- 01) yielded a

level for rejection of the null hypothesis and indicated a
high degree of retention of concepté presented in the ex-
perimental teaching materials,

Interpretation of this correlation would not be com=-
plete, however, without reference to the correlation of
follow-up-pretest gain scores (O3 - 01) with posttest plus
follow-up practice., This correlation also yielded a level
of significance of ,0l, However, the lack of correlation be-
tween follow-up-posttest gain scores with follow-up practice
suggests that another factor, perhaps the mastery of princl-
ples set forth in the special teachling materials and their
application to new materials, caused the significant im-
provement by experimental students at this stage of the exper-
iment,

| Within the control group no significant correlation was
found to exist between follow-up-pretest gain scores (O3 - 01)
and posttest plus follow-up practice, The value of tau for
the latter was ,20 (at the ,15 level of confidence), Agailn,
it was suggested that use of the experimental materials re-
sulted in a more efficient utilization of practice time,

In summary, the results obtained from data subjected

to the Kendall rank correlation coefficient (tau)l procedure

lipia,
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are presented in Table 10: tau coefficients, z values, and
probability figures,

Within the experimental group 1t was possible to reject
the null hypothesis for the correlation of posttest-pretest
gain scores with pretest scores (a negative correlation at the
.03 level of confidence); for the correlation of posttest-
pretest gain scores with follow-up-pretest gain scores (at the
.01 level of confidence); for the correlation of posttest-
pretest gain scores with posttest practice (at the ,0003 level
of confidence); for the correlation of posttest-pretest gain
scores with the use of all teaching materials, including the
minimum amount of practice time (at the ,01 level of confidencel;
for the correlation of posttest-pretest gain scores with the
use of all teaching materials, excluding practice (at the ,02
level of confidence); and for follow-up-pretest gain scores
with posttest plus follow-up practice (at the ,01 level of
confidence). An alternate hypothesis, stating that these corre-
lations were significant, was accepted,

Within the experimental group the null hypothesls was
accepted for the following correlations: follow-up-posttest
gain scores with pretest scores (at the 48 1level of confi-
dence), follow-up-posttest gain scores with follow-up practice
(at the ,117 level of confidence); follow~-up-posttest gain
scores with posttest-pretest gain scores (at the ,186 level of
confidence),

Within the control group it was possible to reject the

null hypothesis for the correlation of posttest-pretest gain
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TABLE 10
RESULTS OBTAINED FROi DATA S5UzJzCTeDd TO TiE
KNDALL RAYHE CCEreICIRIT r-'_xu) ’ROCEDURE

DATLRIMENTAL GROUP

CORRZLATICHS TAU
CO=ZPrICILNT Z VALUE P

02"01 ""ith 01 "033 - 108 .O_) .
- v ¥ | 2

02 Ol ith O3 01 L0 o2 .01

02-0l with 02 practice .65 3.6 . 0003

. 050, with use of a&ll

1 teacning materials,

including practice i3 2.32 .01
02--01 with use of all

teacliing materials,

excluding practice .36 1.9 .02
03-01 with Oo plus O

prectite Wil 2,2 .01
0,-0, with C) .01 .05 A8
0,-0_ with O_ practice 22 1. .11
0,-0, with 0_- . B .18
370, vith 5 Ol 16 9 186

CCITROL GROUP

02-0l with O2 practice it 2,29 .01

0,~0, with 0, plus O
3 ) practife 3 .20 1.0 .15
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scores with posttest practice (at the ,01 level of confidence).
An alternate hypothesis, stating that this correlation was
significant, was accepted,

Within the control group the null hypothesls was accepted
for the correlation of follow-up-pretest gain scores with post-
test plus follow-up practice (at the .15 level of confidence),

Because of the nature of some data in Table 9 the
Point-biserial computation1 was a more appropriate statisti-
cal procedure to use, No correlation was found to exist be-

tween posttest-pretest gain scores (0, - 01) and the recording

2
by students of their own playing, or their failure to do so,

A high correlation (below the ,001 level of confidence) was
observed between posttest-pretest gain scores (O2 - 01) and
the use of the analysis steps, However, this portion of the
teaching materials dealt with concepts requiring more intel-
lectual effort than merely listening to the artists' record-
ings and recording one's own playing. Thus, 1t could be that
this high correlation is a measure of the participants'
interest in the project as a whole rather than an indication
of the effectiveness of analysis procedures, This supposition
is apparently supported by the high correlation (below the
.001 level of confidence) between the use of analysis steps
and the amount of practice reported in the preparation of

posttest materials,

1Joy Paul Guilford, Fundemental Statistics in Psychology
and Education (New York: McGraw-Hill Publications, 1965),
pp, 322 ff,
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Again, 1t was to be expected that a greater amount of
practice would result in a better score, and this was supported
by the ratings assigned to both groups (experimental and con-
trol) by adjudicators, However, the greater confidence level
in the‘correlaﬁion of posttest~pfetest gain scores (02 - 01)
with posttest practice for the experimental group (.0003 és
compared to ,01 for control) suggests that experimental stu-
dents were perhaps more interested in the experiment than were
the control students, It is suggested that utilizatioﬁ of the
special teaching materials could have caused this interest--
an interest which resulted in more directed and more efficient
practice,

Shown in Table 11 is information about each experimental
student's previous training. Table 12 gives this informétion
about each control student,

In an analysis of these data, specifically how certain
categories correlated with pretest scores (Ol) and posttest-

pretest gain scores (0, = 01), the Kendall rank correlation

2
coefficient (tau) procedure was utilized,

The null hypothesis stated that no significant corre-
lation would be observed between observed scores and any cate=-
gory of previous training. The .05 region of significance was
considered adequate for rejection of the null hypothesis,

The correlation of pretest scores with the number of

years each student had played his instrument was highly sig-

nificant for both groups. For the experimental group the tau
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coefficient was .69 (significant at the level of ,0001); for
the control group the tau coefficient was ,38 (significant at
the level of .02), The high correlation (among students of
both groups) of these two factors suggests some support for
the validity of the pretest and the adjudication procedure,

A similar result was obtaiﬁed in the correlation of
total experience of each student with pretest scores. To
arrive at a figure representative of total experience the
following weights were assigned: one point for each two years
of experience on the instrument; one point for having had a
brass player as a beginning teacher; one point for the present
band director being a brass player; one point for each two
years of private instruction; one point for the private les-
sons being taken from a trumpet player; one polnt for regular
help from the present band director; one point for each solo
contest entered (up to three times),

The correlation of total experience with pretest scores
within the experimental group yielded a tau value of ,67
(significant at the .0001 level of confidence), The corre-
lation of total experience with pretest scores within the con-
trol group yielded a tau valuve of .37 (significant at the ,02
level of confidencs]),

The null hypothesis was rejected for the following cor-
relations: total experience with pretest scores (at the ,0001
level for the experimental group and at the ,02 level for the

control group); number of years playing the instrument with
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pretest scores (at the ,0001 level for the experimental group
and at the ,02 level for the control group). An alternate
hypothesis, stating that a significant correlation existed
within both groups between total experience and pretest
scorés, and between the number of years playing the instru-
ment and pretest scores, was accepted,

No significant correlations were found between other

categories of previous training and observed scores,



CHAPTER V
SUMMARY, CONCLUSIONS, AND RECOMMENDATIONS

A major part of this study's purpose was the develop-
ment of teaching materials which could assist secondary school
students with the interpretation of solo trumpet literature,
These materials comprised tape recordings by artist-performers
of solos to be prepared for a posttest and a guldebook which
presented interpretive principles to the students and di-
rections to guide their practice,

Solos of four different levels of difficulty were chosen
for the posttest segment of the experiment, These were selected

from the Texas contest 1list (The Prescribed Music Bulletin)

and with one exception the difficulty levels are those to be
found in this publication: Class I (difficult), Class IT
(medium), Class III #1 (medium easy), Class III #2 (very easy).
The latter classification was added to provide younger, or less
experienced, students with sultable materials,

Tape recordings of solos at each level were made by
dubbing artict performances available on commercially distri-
buted disc recordings. The artist recording of each solo
appeared two times on the same reel, Between these identical

versions a section of blank tape was included so that the

82
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student could record his own performance and thus have, in
the analysis of his own playing, quick access to the artist
performance for comparison,

The guidebook was organized basically in two sections
for the study of each solo: one section was devoted to arti-
culation styles, the other to dynamics and phrasing., Each
of these factors was approached on the basis of an aural
analysis--how the artist used them and a visual analysis--
how it looked in the published excerpt of the solo, Copies
of the solo excerpts were included in each guidebook, Students
were directed to analyze the solos for each factor as they lis-
tened to the artists! performances and their own, using a sys-
tem for marking their scores which would assist them in their
preparation of the solos and which would aiéd them in focusing
upon specific aspects of articulation and phrasing as they
listened. The guidebook was, for the most part, organized in
the following manner for each factor (1) articulation, (2)
dynamics and phrasing: Step l.--students were directed to
listen to the artist's recording several times; Step 2,~-stu-
dents were directed to mark their scores for spacing dynamic
level or phrasing; Step 3.--students were directed to prac-
tice the excerpts, trying to incorporate into their own
playing specific aspects of articulation, dynamics, or phras-
ing heard in the artists' performance; Step l,~--students were
directed to record their own playing; Step 5.--students were

directed to listen to the three performances now on the tape
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(the artist's, their own, and again the artist's) for com-
parison and to make any change in their analysis which seemed
appropriate; Step 6,-~students were directed to practice the
excerpts again and to experiment with using other articulation
styles and different phrase lines for comparison with those of
the artist; Step 7.-~-students were directed to record their
own playing again (over their first performance); Step 8,--
students were directed to play the three performances on the
tape (the artist's, their own, and again the artist's) for
comparison; Step 9,--students were directed to repeat Steps 7
and 8 until they were satisfied with their performance and to
make any changes in their analysis which sgemed appropriate;
Step 10,--students were directed to compare their analysis
with those made by the writer and included in the back of the
guidebook,

The results of the evaluation indicate that in several
respects the development of teaching materials for this study
was successful: (1) The use of these materials during the
preparation of solo excerpts for the posttest resulted in
significantly higher scores for experimental students (as com-
pared to their pretest scores and to control students' gain
scores for 02 - Ol)‘ This would suggest that the presentation
of articulation and phrasing principles was effective; (2)
Gain score differences between experimental and control groups
on the follow-up test (for which the students had no special

teaching materials to guide them) over the pretest were also
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significantly greater among experimental group participants
for the composite and for articulation alone, This would
suggest a high degree of retention of those interpretive
principles presented to students in the teaching materials--
-to the extent that these principles could be applied In the
preparation of new music,

Significant correlations were observed between gain
scores and student use of all the special teaching materials;
these were significant even when practice time (the most con-
siderable factor in the evaluation) was omitted, However,
evaluation did not discriminate significantly between parts
of these materials, other than the analysis steps included in
the guldebook,., All students reported that they had listened
to the artists' recordings. Thus, i1t would not be possible
to assess their importance to a gain 1n performance abllity
except to note that this was an attractive part of the exper-
iment to the students, Whether or not students recorded their
own playing was not significant,

Analysis steps correlated significantly with gain'scores,
although it would be difficult to separate this factor from an
overall interest in the project, It is obvious that students
who were more interested would be conscientious about working
out the analyses, and that this would result in more practice
time., And, the correlation of practice time with gain scores
(02 - Ol) was highly significant, However, since analysis
was highly significant in its correlation with gain scores it
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is suggested that this part of the teaching materials alone
may have contributed significantly to overall lmprovement,
and that there was a corresponding increase in practice time
because of doing the analysis steps, This would appear to be
supported by the following: 1) the correlation of control
students! practice time with gain scores was much less signi-
ficant, Thus, the experimental teaching materials probably
had the effect of improving efficiency in practicing, and the
analysis steps comprised the most significant part of these
matorials; 2) the experimental teaching materials evidently
caused significant improvement in follow-up~pretest scores

(O3 -0 Practice preceding the follow-up taping (03 prac-

1)
tice) was not significant in its correlation with these gain
scores; thus, teaching materials probably caused this im-
provement and analysis vas the most significant part of them,

The correlation of practice time (for whatever the pur-
pose) with gain scores provided the most highly significant
results, Since the correlation of these factors was much
higher for the experimental group than for the control group,
it 1s suggested that the experimental teaching materials gave
focus and direction to the practice done by students in the
experimental group,

Less experienced students (in terms of the number of
years they had played their insﬁruments) benefited most from
the use of experimental teaching materisls., This was not un-

expected since these materials presented principles (and on
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the tape recordings--performances) which the more experienced
students would have had more opportunities to encounter,

Correlations between gain scores and other items of
previous training were not significant,

Experimental teaching materials developed for this study
were utilized by students without assistance from their
teachers (other than solutions to rhythmic problems), Since
students in the experimental group made significant gains in
their ability to interpret solo literature, it 1s probable
that such self-study materials could be of some assistance in
school instrumental programs in which individual help for
students is not possible,

It is suggested that materials such as these could be
developed for other instruments and for students with less
technical ability and experience than those participating in
the present study. It is often difficult for younger students
to direct their practice toward logical and progressive goals,
and to focus their attention upon specific performance factors.
Evaluation of the teaching materials developed for this study
strongly suggests that such materials can be helpful in
directing students toward more efficient use of their practice
time,

Another possible use for teaching materials of this type
might be found in the full band rehearsal, Guidebooks could
be prepared which would include excerpts to be performed by

the ensemble and which could be correlated with recordings by
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a fine performing organization., With proper guidance from
the teacher, students could be exposed to many factors of in-
terpretation and style and be able to participate in welghing
the appropriateness of stylistic alternatives,

In a replication of the present study, or portions of
it, it would be helpful to test more completely the effec-
tiveness of separate items comprising the experimental teach-
ing materials: artists' recordings; students' recording of
their own playing; and, completion of analysis procedures,

A more complete accounting of practice would be useful, as
vell as a detailed log showing practice time spent utilizing
each of the preceding items,

Incentive for control students to give thelr best effort
throughout the experiment was a problem in the present study.
A partial solution would be to conduct an experiment of this
kind during the time of year when students are actually pre-
paring for contest, This would provide more motivation for
both the experimental and control groups, although other
aspects of the study, such as the following, would be differ-
ent: (1) With the usual pressures of contest prepsration
students would not be interested in any literature other thaﬁ
the solo to be played at the festival; (2) At this time of
the school year it would be necessary to conduct the study in
an area where students were not taking private lessons, since
it would be impossible for a private teacher not to asslst a
student with his contest solo; (3) At this time of year (be-

fore all the spring contests), band directors, generally,
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would not agree as readily to interruptioné of their re-
hearsals for giving students instructions and taping their
performances, A director conducting the study with his own

students, however, could control these problems adequately,
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CORNET SOLO INTERPRETATION

These materials are designed to help you interpret
five cornet solos on the Class I University Interscho-
lastic League (U I L) list, The selection of suitable
dynamic levels and correct articulatlon styles are the
two aspects of interpretation which will be presented to
you, There are other interpretive techniques, such as
the use of vibrato and tempo variation, which you will
notice on the recordings., However, in order to limit
the number of basic principles to be mastered in this
two-week period you will be guided only in the selection
of volume and articulation,

In this experiment you should proceed as follows:

1) Listen to the artist's performance;

2) Analyze what you hear in the artist's perfor-

mance;

3) Record yourself playing the same excernt;

L) Compare your performance with that of the artist;

5) Make adjustments in your performance,

Try to follow the step-by-step procedure and the
directions for using the tape as exectly as you can, If
you will do this the results of the experiment will be of

great asslistance in the improvement of these procedures,
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Primarily, the basis for judging the results of the experi-
ment will be your performance of music which is similar to
that used in the booklet, However, the followlng would
also be of sane help in improving the booklet and the tape
presentation:

1) After each week estimate the number of minutes
you have practiced while using these materials,

2) As you practice make a note of anything about

the tape or booklet which you especially like or dislike,

Directions For Using the Tape

Your tape recorder should be set to play a two-track
tape at 7% inches per second, It should be furnished with
a micrcphone so that you can record yourselfl playing ex-
cerpts from the solos for comparison with the artists?
recordings. You should try to make your recording sound
as much as possible like those on the tape, but do not be
discouraged at this comparison, These players are per-
forming artists, and the equipment used for their recording
sessions undoubtedly was the finest avallable,

In order to record on the blank section press the
"record” button on your tape recorder, Please ask your
band director for help if you have not used a tape-recorder
before, It might be wise to limit the recording you make
of your own playlng to one time through the excerpt as it

appears in this booklet, While there 1s ample space for
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this on the blank tape, there is not room to play some of
the longer excerpts twice through. To do so would risk
running over and erasing the artist's recording,

Following are indexes of the tapes for the Class I
solos, Please note that in all cases there are two pieces
recorded together, This is followed immediately by a
longer section of blank tape for recording your own playing,
For example, if you are working on the Haydn Concerto you
would have this order on the tape: 1) Maurice Andre's
recording of the solo; 2) your recording; 3) Maurice
Andrefs again, You will, therefore, be able to play this
rather extended section of tape (making comparisons be-
tween your rendition of the excerpt and the artist's) with-
out having to give any attention to re-winding the tape,

As a further aid in identifying these different
sections of tape there is white or green leader tape pre-
ceding each section of blank tape and red leader tape
preceding each section of tape which has a recording on it,
Be sure to press the "play" button on your recorder for the
sections preceded by the red leader tape, You do not want

to erase these sectlions by recording over them,
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TAPE INDEX
(Class I)

Music Selection Comnoser-Arranger

Recording Artist

Petite Piece Concertante G, Balay

Richard Burkart

Blank Tape for recording your playlng

Petite Pilece Concertante

Concerto for Trumpet Haydn

Maurice Andre

Blank Tape for recording your playing

Concerto for Trumpet

Sonata VIII Corelll

John Haynle

Blenk Tape for recording your playing

Sonata VIII

Concerto for Trumpet Handel

Kelth Amstutsz

Blank Tape fer recording your playing

Concerto for Trumpet

Concertino for Trumpet M, Mailman

Mike Funderburk

Blank Tape for recording your playing

Concertino for Trumpet
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Flgure 1,--Measures 5 to 33, Petite Piece Concertante, by

Guillaume Balay, Copyright by Editlons Salabert, Paris, reprinted
by permission.
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Figure 2,--Measures 66 to 82, Petite Piece Concertante, by

Guillaume Balay, Copyright by Editions Salabert, Paris, reprinted
by permission,
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Figure 3,--Measures 1 to 21, Concerto for Trumpet, First Move-
ment, by Hadyn, Copyright by Carl Fischer, New York, reprinted by

permission.
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Movement, by Hadyn, Copyright by Carl Fischer, New York, reprinted

by permission.



= ) 3 Solo P
.‘Ql 24— TE¢— ‘l $ - ﬂ. - ——n f-f}'-"‘."
f R Y P} 1 > 1 H ':!—F—‘{ YN T . 1 I b e L
5) o 8 B e . P S 2 & e S | i £ e e =
'J. L4 - -1 T T — e . Ssstanadwnd
| -
- .—‘\ '
Dttt
- y o
Y- EmmmEg
J ]

Figure 5.--Measures L5 to 56, Concerto for Trumpet, Third

Movement, by Haydn
by permission,

» Copyright by Carl Fischer, New York, reprinted

1ot -



T Y 0 H 1
A J“——# -F:gﬁ—’ﬂ—
t ag: P i f + 1 ? {7 e 1 ! lr J(J L“:g o 2 > -
(3 . —
. J mare.
. * N N M _— .« . h S > -
et e e S e
% o * > ] - * e ’ Ilf |
—— — ——
6 _ _ :
. . - . -~ . - >——‘—_\ ! 8 z
b ¥ ,f ’ - 0 [ - 10 ! P P‘ -+
N R 1 e 1 —D— — bt 1 AT = ﬁl_-d
t i A = 1 ‘!N] L o i ]> f -{ J>
. >
e crese. -f ’J&dtdj
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Corelli, Copyright by G. Ricordi and Company, New York, reprinted
by permission,
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Corelli, Copyright by G. Ricordi and Co N
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Petite Plece Concertante Articulation

Step 1,~~
You are now ready to bsgin your study of 'the arti-

culation styles used by R. Burkart in his recording of

Petite Piece, Listen to the recording a few times while

following along on your copy of the music, Notice that
the space between notes is somewhat different in the

Marche, as compared to the section marked Modere.

Step 2,~-
Using the following code, indicate measure by

measure the spacing between notes in the excerpts played
by Burkart, Mark lightly with pencil on the music, Look

on the next page for the number code,

Step 3.--

Practice the excerpts from Petite Piece, Try to use

the styles of articulation you heard on the recording,
Use as a guide the analysis you made on the printed music,
If this analysis is not clear enough, play the taped per-
formance again (several times if necessary), Make any
chrnges in the analysis you feel are necessary and con-

tinue your practice of the excerpts,
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NUMBER CODE FOR ARTICULATION STYLES

DESCRIPTION MOST COMMON NOTATION CODE
{1t
No space (slurred) s o+ 4 0
N’
No space, but tongued l { &
(legato tonged) e o o 1l
. - "
No space, but tongued l \ (

(tenuto) ) 1
Normal spacing ‘\ 't v\ 2
More than normal spacing \ ( ‘

(Staccato) A ¢ 3
Very short staccato \ \ \

(Must use the tongue to .

stop the note) ° ¢ L
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Note that the articulation for the first seventeen
measures is primarily "0" and "1", At times you will
find these to be 1nterchangeable without any bad effect
upon the style,

In the faster section (the Marche) the articulation
for tongued notes is primarily "2" and "3", You will find
the two spacings used extensively in faster, lighter, or

more rhythmic sections.

Step g.--

Record yourself on the blank section of tape,
Remember! This section of tape is preceded by the white
or green leader tape; do not record on any of the tape
preceded by the red leader tape,

Many times the volume level for recording is
different than the level for listening., To get a satis-
factory setting you might need the help of your director,
Or, with some experimenting you probably can do this your-
self, So long as you record only on the section of tape
preceded by the white leader tape there 1s no danger of

erasing the recorded excerpts,
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Step 5.--

Play the tape, Be sure that you do not have the
"record" button down, The order of performances (and
leader tape) should be as follows:

~1) Red leader tape

2) R, Burkart's performance

3) White leader tape

l}) Your performance

5) Red leader tape

6) R, Burkartts performance

The repetition of the artist's performance after
your recorded excerpt will give you a good opportunity
for comparing your playing with that of a professional
without having to think sbout re-winding the tape, Try
to note the differences between your articulation and
Burkart's and make any changes in the analysis which

might aid you in your practice,

Step 6,--

Practice for a closer duplication of R, Burkart's
style, To demonstrate to yourself the importance of a
sultable choice of articulation, play the excerpts using
articulation "O" or "1" in place of "2" and "3" and

vice-versa ("2" or "3" in place of "O" and "1"), Record
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a version with the articulation obviously performed
wrong and note the different musical effect created by

this one changs, Double check to see that the section

of tape on which you are recording 1is preceded by white

leader tape.

Step 1e=--

Record yourself again (over your previous recording),

performing in your best style,

Step 8.--
Play the tape again as in step 5. Be sure that you

do not have the "record" button down, Note any differences

in style between your pefformance and Burkart's,

Repeat steps 7 and 8 until you are satisfied with

your performance, Make any changes in the analysis which

now seem appropriate,

Step 10,-=

Compare your analysis with mine which follows,
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Concerto by Haydn, Articulation

Step 1,--
Listen to the recording of this plece by Maurice

Andre while following along on your copy of the music,

Step 2,--
Using the articulation code with which you marked

your music for Petite Piece, mark your copy of the

Haydn Concerto for note spacing,

Step 3.--

Practice the excerpts from the Haydn Conéerto. Try
to use the sityles of articulation you heard on the re-
cording, Use as a gulde the analysis you made on your
copy of the music, If this analysis is not clear enough,
play the taped performance again (several times if neces-
sary), Make any changes in the =nalysis you feel are
necessary and continue your practice of the excerpts,

Notice that in the first and third excerpts (the
faster sections) the articulations for notes that are
not slurred are "2" and "3", while in the slower section
(the Andante) the articulations are "1" and "“0", The
use of these spacings in similar sections was also noted

in Petite Pilece,
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If you have listened carefully you will be aware
that M, Andre must be using a different edition of the
music than the one you have been furnished, He slurs
in places where your music indicates tongulng and

vice versa, See how many of these places you can find

where he plays with a different articulation than your

mueic indicates,

Even though thefe is a difference of opinlon here
(between editors perhaps), notice that the articulation
still falls into the pairs mentioned above ("O" and "1"
"fér slow, smooth sections; "2" and "3" for the tongued

notes in faster or more rhythmic sections).

Step L, ~~

Record yourself on the blank section of tepe,
Remember! This section of tape 1s preceded by the white
or green leader tape; do not record on any of the tape

preceded by the red leader tape,

Step 5, -~os

Play the tape, Be sure that you do not have the
"record" button down, The order of performances (and

leader tape) should be as follows:
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1) Red leader tape

2) M, Andre's performance

3) White or green leader tape

) Your performance

5) Red leader tape

6) M, Andre's performance

Try to note the differences between your articulation
and Andre's and make any changes in the analysis which

might aid you in your practice,

Step 6.--

Practice for a closer duplication of M, Andre's style,
Experiment with a mixture of articulations in one of the
sections (including "O", "1", "2", and "3")., Note that
this destroys the general style of a section, in the same
way as using the articulations which are obviously the
reverse of those heard on the recordings (which you experi-

mented with at step 6 of Petite Piece),

Step Te==

Record yourself again (over your previous recording),

performing in your best style,
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Step 8,--
Play the tepe again, as in step 5 Be sure that you

do not have the "record" button down, Note any differences

in style between your performance and that of M, Andre's,

StOE 9.""
Repeat steps 7 and 8 until you are satisfied with

your performance, Make any changes in the analysis which

now seem appropriate,

Step 10,-=~
Compare your analysis with mine which follows,
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Sonata VIII Articulation

(Allemande, Sarabande)
SteE 1.-‘
Listen to the recording of this piece by John Haynie

while following along on your copy of the music,

Step 2.--

Using the articulation code, mark your copy of

Sonata VIII for note spacing, Again, note that in the

slower movement ({the Sarabande) the articulations are "1"
end "0"; in the Allemande they are "2" and "3" for notes
not slurred, Remember that "0" and "1" can be used almost
interchangeably: there is no space betwsen the notes;

the breath 1s not stopped for an lnstant between notes,

even at the end of a slur,

Practice the excerpts from Sonata VIII, Try to use

~the styles of articulation you heard on the recording,
Use as a guide the analysis you made on your copy of the
music, If this analysis is not c¢lear enough, play the
taped performance agein (several times if necesgsary).
Make any changes in the analysis you feel are necessary

and continue your practice of the excerpts,
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Record yourself on the blank section of tape.
Remember! This section of tape is preceded by the white
or green leader tape; do not record on any of the tape

preceded by the red leader tape.

Steg 5.--

Play the tape, Be sure that you do not have the
"pecord" button down., The order of performances (and
leader tape) should be as follows:

1) Red leader tape

2} “ John Haynie's performance

3) White or green leader tape

l}) Your performance

S) Red leader tape

6) John EHaynie's performance

Try to note the differences between your articulation
and Haynie's and make any chenges in the analysis which

might eid you in your practice,

Step 6,~-

Practice for a closer cduplication of J, Haynie's style,
Note that we have not encountered an articulation which
- can properly be labelled #, That is, there are no note-

endings which sound as if they were made with the tongue,
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A way of demonstrating this type of release, or note-
ending, to yourself is to say, or sing (without the
instrument) the syllable "Tut", If you normally stop.
notes with the tongue you should try to correct this,

To get the idea of a correct release (a breath release,
rather than a tongued release) sing some short notes on
any pitch, using the syllable "Tu", No matter how short
you desire to make the notes you probably will not feel
the need to say "Tut", and the same breath process for

singing these short notes is used to play them,

Record yourself again (over your previous recording),

performing in your best style,

SteE 80"‘
Play the tape agaln, as in step 5. Be sure that you

do not have the "record" button down, Note any differences

in style between your performance and Haynie's,

Step 9e--
Repeat steps 7 and 8 until you are satisfied with

your performance, Make any changes in the analysis which

seem appropriate,

Step 10,-=~
Compare your analysis with mine which follows,
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Articulation

Handel, Concerto for Trumpet

Mailman, Concertino for Trumpet

Before listenine to the tape recording, look at the

music to see if you can anticipate what the articulation
styles will be by recalling the step-bj—step procedures
followed in the study of Petite Plece, Haydn Concerto,

and Sonata VIII,

1) Remember! The articulation for faster or more
rhythmic sections (at least for tongued notes in succession)
will probably be "2" and "3";

2) The articulation in slower, sustalned, or more
melodic sections will probably be "O" and "1

3) There probably will be no articulation which
could be labelled #l,

Follow the step-by-step procedure for taping, analysls,
and listening which you used for the preceding three solos,
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Dynamics and Phrasing

Petite Plece Concertante

Rewind the tape to the first selection (Petite Plece

Concertante by Richard Burkart), You will use basically

the same procedures for analyzing the recordings and
taping your own playing as you did in the study for arti-
culation styles, Use the same coples of the muslc as
before, If you are careful you can add the new markings
without having to erase the articulation numbers, but if
necessary it would be all right to erase these since you

probably have this part of the study under control by now,

Listen to the recording a few times (while following
along on your copy of the music). Try to notice if the
general volume level is that which is indicated in the
music, If not, indicate on your copy of the music what
you think the volume level actually is, Use the following
markings for this:

pr (pianissimo) very soft

p (piano) soft

np (mezzopiano) moderately soft

mf (mezzoiforte) moderately loud

f (forte) loud
ff (fortissimo) very loud
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Stee 2.--
. Using the following markings, indicate the changes

from the general volume level:
> slightly more weight on a note
@a heavy accent

—~——__ gradually louder
T ——— gradually softer

You will probably find it necessary to play the tape
several times for this kind of ansal ysis, listening for one

of the above factors at a time,

Steg 3e==

Practice the excerpts from Petite Plece, Try to use

the general volume level, volume changes, and accents which
you heard on the recording, Use as a guide the analysis
you made on the printed music, If this analysis is not
clear enough, play the taped performance again (several
times if necessary), Make any changes in the analysis

.you feel are necsssary and continue jour practice of the

excerpts,

Step g.--

Record yourself on the blank section of tape,
Remember! This section of tape is preceded by the white
or green leader tape; do not record on any of the tape

preceded by the red leader tape,
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Notice how the music 1s divided into four-measure
phrases (musical ideas, or musical sentences, which seem
to belong together)., With pencil mark the phrases in the

following manner:

ée_\ /hr;se\ or,

p

phrase phrase s use

the latter if two phrases seem to depend upon one another

for the completion of a musical 1dea,

‘ SteE E.--

Play the taps, Be sure that you d0 not have the
"record" button down, Try to note the differences in
volume between your performance and Burkart's and make any

changes in the anglysis which might aid you in your practice,

Step 6,.--

Practice for a closer duplication of Burkart!s style,
As in the experiment with using the obviously wrong articu-
lation styles, try using volume In the same way: such as
accenting different notes; decrescendo where you hear a

crescendo in the artist's performance, and vice versa.
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Step Te=-

Record yourself again (over your previous recording),

performing in your best style,

Step 8.--
Play the tape again as in step 5. Be sure that you

do not have the "record" button down, Note any differences

in style between your performance and Burkart's,

Step 9.~-
Repeat steps 7 and 8 until you are satisfied with

your performance, Make any changes 1in the analysis which

now seem appropriate,

Compare your analysls with mine which follows,
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Dynamics and Phrasing

Haydn, Concerto for Trumpet

Stee 10-"
| Listen to the recording of this plece by Maurice

Andre while following along on your copy of the music,
Mark on the music the general volume levels you hear if

they are different than in the printed score,

Step 2,~--

Using the volume change markings ( > , (3), < ’
=) indicate the changes from this general volume
level, TYou will probably find 1t necessafy to play the
tepe several times for this kind of analysis, listening

for one of the above factors at a time, Mark the phrases
(TN TN e s
Step 3.--

Practice the excerpts from Concerto for Trumpet. Try

to use the general volume levels, volume changes, and

accents which you heard on the recording, Use as a guide the
enalysis you made on the printed music, If this analysis is
not clear enough, play the taped performance again (several
times if necessary). DMake any changes in the analysis you

feel are necessary and continue your practice of the excerpts,
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Record yourself on the blank section of taﬁe.
Remember! This section of tape 1s preceded by the white
or green leader tape; do not record on any of the tape
preceded by the red leader tape,

As in Petite Piece notice how this solo is divided

into four-measure phrases, Notice how Andre diminishes

the last few notes of every phrase in the Andante,

Step 5.--

Play the tape. Be sure that you do not have the
"record" button down, Try to note the differences in
volume and phrasing between youf performance and Andre's
and make any changes in the analysis which might ald you

in your practice,

Step 6.--

Practice for a closer duplication of Andre's style,
Tape yourself, as an experiment, using two-measure phrases
(use a slight space after each two measures) instead of
four, It should become apparent at once that doing so

causes a very un-mnusical effect,

Step Te=-
Record yourself again (over your previous recording),

performing in your best style,
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Have you noticed the difference in the accented notes
of the Andante as compared to those in the Allegro., The
softer kind of stress you hear in the Andante is caqsed by
a less vigorous tongue and breath action than that which
is used in the Allegro--more of a "push" with the air
rather than a "strike* with the tongue, Note also that
the accent is usually not a great deal different in
volume as compared to eight other notes in the same passage,

Usually it is a note which 1s slightly stressed,

Step 8,-~
Play the tape again as in step 5. Be sure that you

do not have the "record" button down, Note any differencss

in style between your performance and Andre's,

Step 9e--
Repeat steps 7 and 8 untll you are satisfied with

your performance, Make any changes in the analysls which

now seem appropriate,

Step 10,--

Compare your analysis with mine which follows,



130

Sonata VIII Dynamics and Phrasing

Step 1,--
Listen to the recording of this plece by John Haynile

while following along on you copy of the music,

Step 2,--
Using the volume change markings ( > , > , —— ,

~———— ) indicate the changes from this general volume
level which you hear in the recording. Some are printed in
the music and some are added by Haynie,

Notice the rather restrained zccents that Haynie uses
in the Allemande, These are apparently the same as described
for the Andante of the Haydn Concerto: more a "push" with
the breath than a "strike" with the toﬁgue.

Always try to keep accented notes at the same general
volume level of the notes before and after it--just a
slight increase in the amount of breath will usually pro-
vide the most musical effect., The accented note should
not be suddenly ff in a mp passage; at times an mf would

do to provide the emphasis desired,.

Step 3.--

Practice the excerpts from Sonata VIII, Try to use

the general volume level, volume changes, and accents which

you heard on ths recording. Use as a gulde the analysis
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you made on the printed music, If this analyslis is not
clear enough, play the taped performance agasin (several
times 1f necessary)., Make any changes in the analyses

you feel are necessary and continue your practice of the

excerpts,

Step g.--

Record yourself on the blank section of tape,

Note the regularity of four-measure phrases in the
Sarabande, The phrasing of the Allemande is apparently
in two-measure segments, basically. Mark the vhrasing,

then turn to my analysis of it for comparison,

Step 5.--
Play the tape., Be sure that you do not have the

"record™ button down, Try to note the differences in
volume and phrasing between your performance and Haynie's
and make any changes in the analysis which might aid you

in your practice,

Step 6.-~
| Practice for a closer duplication of Hayniel's style,

Notice where the stressed notes fall most often,
These are important polnts of a phrase, and while they
do not always have enough extrs volume to be called an

accent they are usually stressed in some way,
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These stressed notes are usually on the down=-beat
(syncopation, or accent on the up-beat, is not nearly so
common), and very often will have a note, or group of
notes, which lead into them rhythmically. For example,
in the fifth measure of Petite Piece the three eighth

notes lead strongly into‘the dotted=quarter of the next
measure, Thus, the dotted quarter 1s accented slightly,

In the Marche section of Petite Piece the sixteenth notes

of the sixth and seventh measures lead strongly to the
following dotted eighth,

There 1s extensive use of snycopation in the Allemande
(first two lines), HNote that in each case the accented
quarter note( on the up-beat) 1s preceded by a note of
shorter duration. The only exception to this 1s in the
sixth measure, where the accented note on the up-beat is
an eighth note and the preceding note is an eighth also,
However, the accented note is followed by a rest which
has the effect of extending the note's value,

Very often the stressed note of a phrase 1s the high-
est in pitch,
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StOE io‘"’

Record yourself again (over your previous recordipg)
performing in your best style,

Notice that many phrases get louder as they progress
toward a mid-point, then begin getting softer, The last

note of a phrase most often diminishes at the very end,

Step 8,-=
Play the tepe again as in gtep 5., Be sure that you
do not have the "record" button down., Note any differences

in style between your performance and Haynie's,

Step Ge~-=~
Repeat steps 7 and 8 until you are satisfied with

your performance, DMake any changes in the analysils which

now seem appropriate,

Steg 10, ==

Compar e your analysis with mine which follows,
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TAPE INDEX

(Class I)
Music Selection Composer-~Arranger Recording Artist
Petite Plece Concertante G, Balay Richard Burkart
Blank Tape for recording your playing
Petite Plece Concertante
Concerto for Trumpet Haydn Maurice Andre

Blank Tape for recording

your playing

Concerto for Trumpet

Sonata VIII

Corelli

John Heynle

Blenk Tape for recording

your playing

Sonata VIII

Concerto for Trumpet

Handel

Kelth Amstutz

Blenk Tape fcor recording

your playing

Concerto for Trumpet

Concertino for Trumpet

M, Mailman

Mike Funderburk

Blank Tape for recording

your playing

Concertino for Trumpet
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Dynamics and Phrasing

Handel, Concerto for Trumpet

Mailman, Concertino for Trumpeb

Before listening to the recording, look at the music

to see if you can anticipate what the volume level, volume
changes, and phrasing will be by recalling the step-by-step
procedures followed in the study of Petite Plece, Haydn

Concerto, and Sonata VIII,

Rememberl

1) Phrases are usually four measures in length,
Start on this basis and change only if it does not
work out,

2) Some four-measure phrases sound better if
connected to the next four-measure phrase
(.~ >< O~ ).
3) Each four-measure phrase has some changes in
volume which tend to emphasize the most important
note, or notes, Find these notes, build up the
volume in approaching them and then leit the phrase
diminish,

L}) Very often the important note of a phrase is
the highest in pitch,
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5) Some phrases have a continuous change of
volume (louder or sof ter), Others have several
changes, In the latter case it is better to make

the changes less noticeable, A phrase must hang

together! It cannot if there 1s too much variation

in volume or styles of articulation, However, it

will be monotonous if no changes are made,

6) Accents in the slower sections (where articu-

lation numbers "O" and "1" predominate) tend to be

done more with the breath than those in sections

vhere articulation numbars "2" and "3" are used.

This type of stress (or "push" as it was called

earlier) will match the general smoothness of such

sections more than would an accent done primarily

with added tongue pressure and speed,

7) If the next to the last note of a phrase is a

stressed note, make the last note lighter,

8) Pay particular attention to the last note of a

phrase--to its volume and to its length, A note

like this, just before a breath, is easy to over-

look in looking ahead to the beginning of the next

phrase, In the comparison of your tape and the

artist!s, listen to the excerpts once for this factor

alone,

Follow the step-by-step procedure for taping, analysis,
and listening which you used for the preceding three solos,
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Figure 11,--Measure
Guillaume Balay, Copyrigh
by permission.

s 5 to 33, Petite Plece Concertante, by
t by Editions Salabert, Paris, reprinted

LET



Figure 12,--Measures 66 to 82, Petite Piece Concertante, by

Guillaume Balay, Copyright by Editions Salabert, Paris, reprinted
by permission,
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by permission,
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Figure 16,--Measures 1 to 9, Sonata VIII, Allemande, by
Corelli, Copyright by G, Ricordi and Company, New York, re-

printed by permission,
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by permission,

et



(Soloy=57, ) P
1 /_:;'-__.‘F_\./.":o_\.-_/“ o

Tt

| SO Y LN ':‘—j"" N
h‘; “E- !4—‘_"._—1—.-_
F)a piacere O~ 1 ... . - s- 412,
;f\>>‘\\ e s ——t —
a 7 F - 1 I | o | ﬁ c_ - ;‘“'—"T;'g ‘ab'/'-::‘ ’:{
;@3_ ] o —e - O ‘__‘,—,__d; o I fam
) — i ~——— ==
a tempo e
(©) » N . —_— T T T i ——
e me s PR g
e e e T e
12y - s =l WM_LEf | -«—{:?Ao~: e m g
® P dolce !  ——

Figure 18,-~Measures 6 to 12, Concerto for Trumpet, Grave,
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CORNET SOLO INTERPRETATION

These materials are designed to help you interpret
five cornet solos on the University Interscholastic League
(U IL) 1list (four from Class II and one from Class I), The
selection of suitable dynamic levels and correct articulation
styles are the two aspects of interpretation which will be
presented to you., There are other interpretive techhiques,
such as the use of vibrato and tempo variation, which you
will notice on the recordings, However, in order to limit
the number of basic principles to be mastered in this two-~
week period you will be guided only in the selection of
volume and articulation,

In this experiment you should proceed as follows:

1) Listen to the artist's performance;

2) Analyze what you hear in the artlist's performance;

3) Record yourself playing the same excerpt;

L) Compare your performance with that of the artist;

5) Make adjustments in your performance,

Try to follow the step~by-step procedure and the
directions for using the tape as exactly as you can., If
you willl do this the results of the experiment will be of

great assistance in the improvement of these procedures,

148
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Primarily, the basis for judging the results of the experi-
ment will be your performance of music which 1s similar to
that used in the booklet, However, the followling would
also be of sane help in improving the booklet and the tape
presentation:

1) After each week estimate the number of minutes
you have practiced while using these materials,

2) As you practice make a note of anything about

the tape or booklet which you especially 1like or dislike,

Directions For Using the Taps

Your tape recorder should be set to play a two-track
tape at 72 inches per second, It should be furnished with
a mlcrophone so that you can record yourself playing ex-
cerpts from the solos for comparison with the artists!
recordings, You should try to make your recording sound
as much as possible like those on the tape, but do not be
discouraged at this comparison, These players are per-
forming artists, and the equipment used for their recording
sessions undoubtedly was the finest available,

In order to record on the blank section press the
"record" button on your tape recorder, Please ask your
band director for help if you have not used a tape-recorder
before, It might be wise to limit the recording you make
of your own playing to one time through the excerpt as it
appears in this booklet, While there is ample space for
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this on the blaenk tape, there 13 not room to play some of
the longer excerpts twice through. To do so would risk
running over and erasing the artist's recording,

Following are indexes of the tape which accompanies
this booklet, Please note that in all cases there are two
pleces recorded together, This is followed immediately by
a longer section of blank tape for recording your own

playing, For example, if you are working on Andante et

Allegro by Ropartz, you would have the following order on
the tape: 1) John Haynie'!'s recording of the solo; 2)
your recording; 3) John Haynie's again, You will, there-
fore, be able to play this rather extended section of tape
(making comparisons between your rendition of the excerpt
and the artist!s) without having to give any attention to
re-winding the tape,

As a further aid in identifying these different
sections of tape there is white or green leader tape pre-
ceding each section of blank tape and red leader tape
preceding each section of tape which has a recording on it,
Be sure to press the "play" button on your recorder for the
sections preceded by the red leader tape, You do not want

to erase these sections by recording over them,
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TAPE INDEX

Music Selection Composer-Arranser Recording Artist

Song of the Pines Earl D, Irons John Haynie

Blank Tape for recording your playing

Song of the Pines

Conversation for Cornet Clare Grundman John Haynie

Blank Tape for recording your playing

Conversation for Cornet

Orientale J, kEd, Barat Keith Amstutz

Blank Tape for recording your playing

Orientale

Aria and Allegro Tenaglia~Fitzgerald John Haynie

Blank Tape for recording your playing

Aria and Allegro

Andante et Allegro J, Guy Ropartz John Haynie

Blank Tape for recording your playing

Andante et Allegro
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Figure 26,--Measures 6 to 18, Aria by Tenaglla and Fitzgerald,
Copyright by Theodore Presser, Bryn Mawr, Pennsylvania, reprinted

by permission, o ~. Y
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Figuls 27.--Measures I to 13, Allegro by Krieger and Fitzgerald,
Copyright by Theodore Presser, Bryn Mewr, Pennsylvania, reprinted by
permission,
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Articulation

Song of the Pines

Step l.,~--
You are now ready to begin your study of the articula-

tion styles used by John Haynie in his recording of Song of
the Pines, Listen to the recording a few times while
following along on your copy of the music, Notice that
there is a change in the space betwsen notes when the
tempo changes (more space in the sections marked "bold"

and Allegzro ma non troppo; 1less space 1in the sections

marked "slower" and Andante),

Using the following code, indicate measure by measure
the spacing between notes in the excerpts played by Haynie,
Mark lightly with pencil on the musie, Look on the next

page for the number code,

Step 3,~-

Practice the excerpts from Sorg of the Pines, Try

to use the styles of articulation you heard on the re-
cording, Use as a gulde the analysis you made on the

printed music, If this analysis is not clear enough,

play the taped performance again (several times if necessary).
Make any changes in the analysis you feel are necessary and

continue your practice of the excerpts,



161

NUMBER CODE FOR ARTICULATION STYLES

DESCRI PTION MOST COMMON NOTATION CODE
{1

No space (slurred) o o o 0
N’

No space, but tongued l { &

(legato tonguwed) f o o 1
No space, but tongued ‘ t {

(tenuto) ¢ 2 . 1l
Normal spacing ,\ 'l .( 2
More than normal spacing \ ( ‘

(Staccato) “ree 3
Very short staccato \ \

(Must use the tongue to \

stop the note) ¢ o L
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Step L=~

Record yourself on the blank section of tape,
Remember! This section of tape is preceded by the white
or green leader tape; do not record on any of the tape
.preceded by the red leader tape,

Many times the volume level for recording is
different than the level for listening, To get a satis=
factory setting you might need the help of your director,
Or, with some experimenting you probably can do this your-
self, So long as you record only on the section of tape
preceded by the white leader tape tﬁere is no danger of
erasing the recorded excerpts,

Note that the articulation for the slower sections
(marked "slower" and "Andante") is primarily "O" end "1",
At times you will find these to be interchangeable wilithout
any bad effect upon the style,

In the faster sections (marked "bold" and "Allegro ma

non troppo") the articulation for notes which are not

slurred 1s primarily code #3 (or, staccato), You will find
that articulation numbers 2 and 3 are used extensively in

faster, lighter, or more rhythmic sections,
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Step S.==

Play the tape, Be sure that you do not have the
"record"” button down. The order of performances (and
leader tape) should be as follows:

1) Red leader tape

2) John Haynie's performance

3) White or green leader tape

}) Your performance

5) Red leader tape

6) John Haynie's performance

The repetition of the artist!s performance after
your recorded excerpt will give you a gcod opportunity
for comparing your playing with that of a professional
without having to think about re-winding the tape. Try
to ncte the differences between your articulation and
Haynie's and make any changes in the analysis which might

aid you in your practice,

Step 6.--

Practice for a closer duplication of J, Haynie's
style, To demonstrate to yourself the Importance of a
suitable choice for articulation, play the excerpts using
articulation "0" or "1" in place of "2" and "3" and

vice versa ("2" or "3" in place of "0" and "1")., Record

a version with the articulation obviously performed wrong
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and note the different musical effect created by this

one change, Double check to see that the section of

taps on which you are recording 1s preceded by white

or green leader tape,

Steg To==

Record yourself again (over your previous recording),

performing in your best style,

Step 8.--
Play the tape again as in step 5., Be sure that you

do- not have the "record" button down, Note any differences

in style between your performance and Haynie's,

StGE 9.--
Repeat steps 7 and 8 until you are satisfied with

your performance, IMake any changes in the ansl ysis which

now seem appropriate,

Step 10,-=-

Compare your analysis with mine which follows,
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Conversation for Cornet, Articulation

Step l,~-~
Listen to the recording of this plece by John Haynie

while following along on your copy of the rnwsic, Note

that the tape begins at and that your excerpt for

preparation begins at | H l.

Step 2.--
Using the articulation cods with which you marked

your music for Song of the Pines, mark your copy of

Conversation for Cornet for note spacing;

You will notice the same difference in spacing be=-

tween rhythmic and more melodic secticns as you did in

Song of the Pines: at ‘ H | the articulations are "2" and

"3".  at l I [ the articulations are primarily "O" and "1",

Step 3e=--

Practice the excerpts from Coaversstion For Cornet,

Try to use the styles of articulation you heard on the
recording, Use as a guide the analysis you made on your

copy of the music, If this analysis is not clear enough,

play the taped performance again (several times if necessary).
Make any changes in the analysis you feel are necessary

and continue your practice of the excerpt,
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Record yourself on the blank section of tape.
Remember! This section of tape 1s preceded by the white
or green leader tape; do not record on any of the tape

preceded by the red leader tape,

SteE 5.--

Play the tape, Be sure that you do not have the
"pecord" button down., The order of performances (and
leader tape) should be as follows:

1) Red leader tape

2) John Haynie's performance

3) White or green leader tape

i) Your performance

5) Red leader tape

6) John Haynie's performance

Try to note the differences between your articulation
and Haynie's and make any changes in the analysis which

might aid you in your practice,

Step 6, -~

Practice for a closer duplication of Haynie's style.
Experiment with a mixture of articulations in one of the
sections (ineluding "O", "1", "2", and "3"), Note that
this destroys the general style of a section, in the same

way as using the articulations which are obviously the



167

reverse of those heard on the recordings (which you ex-

perimented with at step 6 of the study of Song of the Pines),

Step T.--

Record yourself again (over your previous recording),

performing in your best style,

Step 8,--
Play the tape again, as in step 5, Be sure that you

do not have the "record” button down., Note any differences

in style between your performance and that of John Haynie's,

Step 9.,--
Repeat steps 7 and 8 until you are satisfied with your

performance, Make any changes in the analysis which now

seem appropriate,

Step 10.--

Compare your analysis with mine which follows,
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Orientale, Articulation

Listen to the recording of this plece by Keith Amstutz

while following along on your copy of the music,

Step Lymm
Using the articulation code, mark your copy of

Orientale for note spacing. Note that most of the articu-

lation of tongued notes tends to be spaced,

Step 3.--

Practice the excerpts from Orientale, Try to use the
styles of articulation you heard on the recording. Use as
a guide thé analysis you made on your copy of the music,
If this analysis 1s not clear enough, play the teped per-
formance again (several times if necessary)., Make any
changes in the analysis you feel are necessary and con=

tinue your practice of the excerpts,

Step ho--

Record yourself on the blank section of tape,
Remember! This section of tape 1s preceded by the white
or green leader tape; do not record on any of the tape

preceded by the red leader tape,
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Step 5.--

Play the tape: Amstutz! performance; your performance;
Amstutz! again, Try to note any differences between your
articulation and Amstutz! and make any changes in the

analysis which might aid you in your practice,

Step 6,-~

Practice for a closer duplication of K, Amstutz' style,
Note that we have not encountsred an articulation which can
properly be labelled #,, That is, there are no note-endings
which sound as if they were made with the tongue, A way of
demonstrating this type of release, or note-ending, to
yourself is to say or sing (without the instrument) ths
syllable "Tut.," If you normally stop notes with the
tongue you should try to correct this, To get the idea of
a correct release (a breath release, rather than a tongued
release) sing some short notes on any pitch, using the
syllable "Tu," No matter how short you desire to make the
‘notes you probably will not feel the need to say "Tut," and
at the same breath proceés for singing these short rotes is

used to play them,

Step Te~=
Record yourself again (over your previous recording),

performing In your best style,
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Step 8.--
Play the tape again, as in step 5. Be sure that you
do not have the "record” button down., Note any differences

in style between your performance and Amstutz!,

Ste'D 90-"

Repeat steps 7 and 8 until you are satisfied with

your performancs, IMake any changes in the analysis which

now seem appropriate,

Step 10,-=-

Compare your analysis with mine which follows,
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Aria and Allegro, Articulation

Before listening to the tape recording, look at the

music to see if you can anticipate what the articulation
styles will be by recalling the step-by-step procedures
followed in the study of Song of the Pines, Conversation

for Cornet, and Crientale,

1) Remember! The articulation for faster or more
rhythmic sections (at least for tongued notes in succession)
will probably be "2" and "3";

2) The articulation in slower, sustained, or more
melodic sections will probably be "0" and "1";

3) There probably will be no articulation which
could be labelled #l.

Follow the steb-by-step procedure for t aping, analysis,

and listening which you used for the preceding three solos,

Andante et Allegro, Articulation

As for the last solo (Aris and Allegro), before

listening to the tape recording look at the music to see

if you can anticipate what the articulation styles will be,
Then, follow the step-by-step procedure for taping,

analysis, and listening which you used for the preceding

solos,
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Song of the Pines, Dynamics and Phrasing

Rewind the tape to the first selection. You will
use basically the same procedures for analyzing the re-
cordings and taping your own playing as you did in the
study for articulation styles. Use the same copies of the
music as before. If you are careful you can add the new
markings without having to erase the articulation numbers,
but if necessary it would be all right to erase these since
you probably have this part of the study under control by

nowe.

Stee lo“"

Listen to the recording a few times (while following
along on your copy of the music)., Try to notice if the
general volume level is that which is indicated in the
music. If not, indicate on your copy of the music what
you think the volume level actually is. Use the following
markings for this:

pp (pianissimo) very soft

p (piano) soft
mp (mezzopiano) moderately soft

mf (mezzoforte) moderately loud
f (forte) forte or loud
ff (fortissimo) very loud
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Steg 20—
Using the following markings, indicate the changes

from the general volume level:
> slightly more weight on a note

() 2 heavy accent

_ sradually louder
t:::::::-gradually softer

You will probably find it necessary to vlay the tape
several times for this kind of analysis, listening for one

of the above factors at a time.

Step 30-"

Practice the excerpts from Song of the Pines. Try

to use the general volume level, volume changes, and

accents which you heard on the recording. Use as a guide

the analysis you made on the printed music. If this analysis
is not clear enough, play the taped performance again (several
times if necessary). Make any changes in the analysis you

feel are necessary and continue your practice of the excerpts.,

Record yourself on the blank section of tape.
Remember? This section of tape is preceded by the white

or green leader tape; do not record on any of the tape

prececded by the red leader tape.
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Notice how the music is divided into four-measure
phrases (musical ideas, or musical sentences, which seem
to belong togsther). With pencil mark the phrases in the

following manner:

phrase phrase or,

phrase phrase , use

the latter if two phrases seem to depend upon one another

for the completion of a musical idea.

Step He--

Play the tape. Be surc that you do not have the
"record" button down. Try to note the differences in
volume between your performance and Haynie's and make any

changes in the analysis which might aid you in your practice.

Step 6.--

Practice for a closer duplication of Haynie's style.
As in the experiment with using the obviously wrong articu-
lation styles, try using volume in the same way: such as
accenting different notes; decrescendo where you hear a

crescendo in the artist's performznce, and vice versa.
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Steg io"’"

Record yourself again (over your previous recording)
performing in your best style,

Notice that many phrases get louder as they progress
toward a mid-point, then beglin getting softer, The last

note of a phrase most often diminishes at the very end,

Sten 8,~-
Play the tepe again as in step 5. Be sure that you
do not have the "record" button down, Note any differences

in style between your performance and Haynie's,

SteE 9.""
Repcat steps 7 and 8 until you are satisfied with

your performance, Make any changes in the anslysis which

now seem appropriate,

Step 10,--

Compare your analysis with mine which follows,
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Dynamics and Phrasing

Conversation for Cornet

Steg l._"'

Listen to the recording of this piece by John Haynie
while following along on your copy of the music. Mark
on the music the general volume levels you hear if they

are different than in the printed score.,

Step 2.--

Using the volume change markings ( > , &), S
::::::=‘) indicate the changes from this general volume
level, You will probably find it necessary to play the
tape several times for this kind of analysis, listening

for one of the above factors at a time. 1ark the phrases

( —  ~_— ~~or ,/,—f—*-j>x<:,—-———-\\\ ).

S’CGEE 30"‘_

Practice the excerpts from Conversation for Cornet.

Try to use the general volume levels, volume chznges, and
accents which you heard on the recording. Use as a guide the
analysis you made on the printed music. If this analysis is
not clear enough, play the taped performance again (several
times if necessary). IMake any changes in the analysis you

feel are necessary and continue your practice of the excerpts.
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steE 4.“-
Record yourself on the blank section of tape.

Remember! This section of tape is preceded by the white
or green leader tape; do not record on any of the tape
preceded by the red leader tape.

As in Song of the FPines notice how this excerpt is

divided into four-measure phrases, and that Haynie uses
less space between bars 1 and 2, 3 and 4, 5 and 6 in order
to connect the parts of the phrase more than the general
style of spacing (#3) would allow. If he did not do this

the allegro would be chopped up into one-measure segments.

Steg 20"‘"
Play the tape. Be sure that you do not have the

"record" button down. Try to note the differences in
volume and phrasing between your performance and Haynie's
and make any changes in the analysis which might aid you

in your practice.

SteE 60--

Practice for a closer duplication of Haynie's style.
Tape yourself, as an experiment, using one-measure phrases
at and two-measure phrases at [jj rather than
four-measure phrases. It should be apparent that doing so

causes a very unmusical effect.
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Record yourself again (over your previous recording),
performing in your best style. Try to play each measure
as part of a connected four-measure phrase. To do this
will require a #2 space between measures within the

phrase at [::] ; and, a #l space between measures within

Play the tape again as in step 5. Be sure that you
do not have the "record" button down. Note any differences

in style between your performance and Haynie's,

Steg 20""

Repeat steps 7 and 8 until you are satisfied with

your performance. Make any changes in the znalysis which

now seem appropriate.

Step 10.—-

Compare your analysis with mine which follows.
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Orientale, Dynamics and Phrasing

StEE o™=
Listen to the recording of this piece by Keith

Amstutz while following along on your copy of the music.

Step 2e--

Using the volume change markings ( > , &), _
::::::>) indicate the changes from this general volume
level which you hear in the recording. ©Some are printed in
the music and some are added by Amstutz.

Notice the regularity of the four-measure phrases,
and the fact that each four-measure phrase seems to depend on
another four-measure phrase for the completion of the musical
idea (or, sentence). Mark the phrasing, then turn to my

analysis for comparison.

Step 3.-~

Practice the excerpts from Orientale. Try to use the
general volume level, volume changes, and accents which
you heard on the recording. Use as a guide the analysis
you made on the printed music. If this analysis is not
clear enough, play the taped performance again (several
times if necessary). Make any changes in the analyses
you feel are necessary and continue your practice of the

excerpts,
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stee 40-"

Record yourself on the blank section of tape.

Stee éc""
Play the tape. Be sure that you do not have the

"record" button down. Try to note the differences in
volume and phrasing between your performance and Amstutz'
and make any changes in the analysis which might aid you

in your practice.

Steg 6o~

Practice for a closer duplication of Amstutz' style.

Notice where the stressed notes fall most often.
These are important points of a phrase, and while they
do not always have enough extra volume to be called an-
accent they are usually stressed in some way.

These stressed notes are usually on the down-beat
(syncopation, or accent on the up-becat, is not nearly so
common), and very often will have a note, or group of
notes, which lead into them rhythumically. For example,
in the sixth measure of your excerpt the triplet leads into
the next measure rather strongly. Thus, the following
half-note G# is accented. Also, the triplet in the last
measure of the second line leads into the following

quarter note E # . Thus, the E# is accented. In
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Conversation for Cornet at IH' : each measure has

two eighth notes which lead rhythmically into a quarter
note, which is thus accented.
Very often the note of a phrase which has the

most stress is the highest note in pitch.

Stev 7e--

Record yourself again (over your previous recording),
performing in your best style.

Notice that many phrases get louder as they progress
toward a mid-point, then begin getting softer. The last

note of a phrase most often dirinishes at the very end.

Steg 89"-
Play the tape again as in step 5. Be sure that you
do not have the "record" button down. Note any differences

in style between your performance and Amstutz'.

Repeat steps 7 and 8 until you are satisfied with

your performence. Make any changes in the analysis which

now seem appropriate.

Step 10,~-~

Comparé your analysis with mine which follows,
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Aria and Allegro Dynamics and Phrasing

Before listening to the recording, look at the music

to see if you can anticipate what the volume level,
volume changes, and phrasing will be by recalling the
step-by-step procedures followed in the study of

Songz of the Pines, Conversation for Cornet, and Crientale.

Remember!

1) Phrases are usually four measures in length.

Start on this basis and change only if it does not

work out. ‘

2) Some four-measure phrases sound better if connected
to the next four-measure phrase (— << ).
3) Each four-measure pnrase has some changes in
volume which tend to emphasize the most important

note, or notes. Find these notes, build up the volﬁme
in approaching them and then let the phrase diminish.

4) Very often the important note of a phrase is the
highest in pitch,.

5) Some phrases have a continuous change of volume
(louder or softer). Others have several changes. In
the latter case it is better to make the changes less

noticeable. A phrase must hang together! It cannot

if there is too much variation in volume or styles of
articulation. However, it will be monotonous if no

changes are made,
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6) Accents in the slower sections (where articu-
lation numbers "O" and "1" predominate) tend to be done
more with the breath than those in sections where arti-
culation numbers "2" and "3" are used, This type of
stress (or "push" as it was called earlier) will match
the general smoothness of such sections more than would
an accent done primarily with added tongue pressure and
speed,

7) If the next to the last note of a phrase is a
stressed note, maks the last note lighter,

8) Pay particular attention to the last note of a
phrase--to its volume and to its length, A note like
this, just before a breath, is'easy to overlook in looking
shead to the beginnirng of the next phrase, In the compari-
son of your tape and the artist!s, listen to the excerpts
once for this factor alone,

Follow the step~-by-step procedure for taping,
analysis, and listening which you used for the preceding

three solos,
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Andante et Allegro

Dynanics and Phrasing

Before listening to the recording, look at the

music to see if you can anticipate what the volume level,
volume changes, and phrasing will be by recalling the
step-by-step procedures followed in the study of the pre-
ceding solos.

Notice that the accents in slower, more melodic
sections (where articulation numbers "O" and "1" predominate)
tend to be done more with the breath than those in sections
where articulation numbers "2" and "3" are used. This
type of stress (actually a "push" with the breath) will
match the general smoothness of such sections more than
would an accent done primarily with added tongue pressure
and speed.

Follow the step-by-step procedure for taping, analysis,

and listening which you used for the preceding solos.
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67 to 74, Song of the Pines, by Earl D, Irons, Copyright by Chart
Music Publishing House, Chicago, reprinted by permission,
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reprinted by permission.
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Figure 38.--Measures 5 to 33, Andante

et Allegro, Allegro,

by Guy Ropartz, Copyright by Southern Music
reprinted by permission,

Company, San Antonio,
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CORNET SOLO INTERPRETATION

These materials are designed to help you interpret
four cornet solos on the Class III University Inter-—
scholastic League (U I L) 1list, The selection of suitable
dynamic levels and correct articulation styles are the
two aspects of interpretation which will be presented to
you, There are other interpretive techniques, such as the
use of vibrato and tempo variation, which you will notice
on the recordings, Hovever, in order to 1imit the number
of basic principles to be mastered in this two-week
period you will be guided only in the selection of volume
and articulation,

In this experiment you should proceed as follows:

1) Listen to the artist's performnce;

2) Analyze what you hear in the artist!'s performance;

3) Record yourself playing the same excerpt;

i) Compare your performence with that of the artist;

5) HMake adjustments in your performance,

Try to follow the step~by-step procedure and the
directions for using the tape as exactly ss you can, If
you will do this the results of the experiment will be of

great assis tance in the improvement of these procedures,
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Primarily, the basis for judging the results of the experi-
ment will be your performance of music which is similar to
that used in the booklet, However, the followlng would
also be of sane help in improving the booklet and the tape
presentation:

1) After each week estimate the number of minutes
you have practiced while us ing these materials,

2) As you practice make a note of anything about
the tape or booklet which you especially like or dislike,

Directions For Using the Tape

Your tape recorder should be set to play a two-track
tape at 7% inches per second, It should be furnished with
a micrcphone so that you can record yourself playing ex-
cerpts from the solos for comparison with the artists!
recordings. You should try to make your recording sound
as much as possible like those on the tape, but do not be
discouraged at this comparison, These players are per-
forming artists, and the equipment used for their recording
sessions undoubtedly was the finest available,

In order to record on the blank section press the
"pecord"” button on your tape recorder, Please ask your
band director for help if you have not used a tape-recorder
before., It might be wlse to limit the recording you make
of your own playing to one time through the excerpt as it

appears in this booklet, While there is ample space for
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this on the blank tepe, there is not room to play some of
the longer excerpts twice through., To do so would risk
running over and erasing the artist's recording.

Following are indexes of the tapes for the Class III
solos, Please note that in all cases there are two pleces
recorded together, This is followed immediately by a
longer section of blank tape for recording your own playing,
For example, if you are working on Fox Hunt by R, M,
Endresen you would have this order on the tape: 1) John
Hayniet!'s recording of the solo; 2) your recording;

3) John Haynie's again, You will, therefore, be able to
play this rather extended section of tape (making compari-
sons between your rendition of the excerpt and the artistts)
wlthout having to give any attention to re-winding the tape.

As :a further aid in identifying these differsnt
sectioné of tape tlwmre is white or green leader tape pre=-
ceding each section of blank tape and red leader tape
preceding each section of tape which has a recording on it,
Be sure t o press the "play" button on your recorder for the
sections preceded by the red leader tape, You do not want

to erase these sections by recording over them,



197

TAPE INDEX # 1
(Class III)

Music Selection Qggposer-Arranger Egpqgging Arp%gg
El Torero S, Thomas R, Burkart
Blank Tape for recording your playing

El Torero

English Sulte

"Begone Dull Care" B, Fitzgerald J. Haynie
Blank Tape for recording your playing

English Sulte

"Begone Dull Care"

Aria and Bourree G. F, Handel X, Amstuté
Blank Tape for recording your playing

Aria and Bourree

Fox Hunt R, M, Endresen J. Haynle

Blank Taps for recording your playing

Fox Hunt
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Articulation
Step 1l,--
You are now ready to begin your study of the articu-
lation styles used by R, Burkart in his recarding of
El Torero, Listen to the recording a few time while
following along on your copy of the music, Notice that
. there is a change in the space between notes when the

tempo changes from Lento to Allegretto (measure 45),

Step 2,=-=-
Using the following code, indicate measure by measure

the spacing between notes in the excerpt played by Burkart,
Mark lightly with pencil on the music, Look on the next

page for the number code,

Step 3.=-

Practice the excerpts from El Torero, Try to use the
styles of articulation you heard on the recording., Use
as a guide the analysis you made on the printed music, If
this analysis is not clear enough, play the taped per-
formance again (several times if necessary), Make any
chamges in the analysis you feel are necessary and con~
tinue your practice of the excerpts,

‘Note that the articulation for the slow section at E

is primarily "0" and "1", At times you will find these to

be interchangeable without eny bad effect upon the style.
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NUMBER CODE FOR ARTICULATION STYLES

DESCRIPTION MOST COMMON NOTATION CODE
[ 1
. No space (slurred) s o 4 0
N—
No space, but tongued ‘ ( k
(legato tonguwed) d o @ 1
. . "
No space, but tongued k \ [

(tenuto) A 1
Normal spacing '\ " ,( 2
More than normal spacing \ t ‘

(Staccato) 4 3
Very short staccato \ \

(Must use the tongue to \

stop the note) ¢ o o I
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Likewise, in the faster section at F the articulation for
notes which are not slurred is primarily code #3 (or,
staccato). You will find that articulation numbers 2 and
3 are used extensively in faster, lighter, or more rhythmic

sections,

SteE h,--

Record yourself on the blank section of tape,
Remember! This section of tape 1s preceded by the white
or green leader tape; do not record on any of the tape

preceded by the red leader tape,

Many times the volume level for recording is
different than the level for listening, To get a satis-
factory setting you might need the help of your director,
Or, with some experimenting you probably can do this
yourself, So long as you record only on the section of
tape preceded by the white leader tape there is no danger

of erasing the recorded excerpts,



205

Steg 5.--

Play the tape, Be sure that you do not have the
"record" button down, The order of performances (and
leader tape) shculd be as follows:

1) Red leader tape

2) R, Burkart's performance

3) White leader tape

4)  Your perfermance

5) Red leader tege

6) R, Burkart's performance

-.Tie repetition of the artist's performance after your
recorded excerpt wlll give you a go?d opportunity for
comparing your playing with that of a professional without
having to think about re-winding the tape. Try to note
the differences between your articulation and Burkart!s
end make any changes in the analysis which might aid you

in your practice,
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Practice for a closer duplication of R, Burkart's

style, To demonstrate to yourself the importance of a
sultable choice of articulation, play the excerpts using
articulation "0" or "1" in place of "2" and "3" and

vice-versa ("2" or "3" in place of "0" and "1")., Record

a version with the articulation obviously performed wrong
and note the different musical effect created by thils

one change, Double check to see that the section of tape

on which you are recording is preceded by white leader

tape,

Step Lo==

Record yourself sgain (over your previous recording),

performing in your best style,

Step 8,-~
Play the tape again as in step 5., Be sure that you

do not have ths "record" button down., Note any differences

in style between your per formance ard Burkart!s,

Step 9,--
Repeat steps 7 and 8 until you are satisfied with your

performance, llake any changes in the anal ysis which now
seem appropriate,

Step 10, -~

Compare your analysis with mine which follows,



207

English Suite V Articulation
English Suite V (Finale,"Begone Dull Care"),

Step le=--
Listen to the recording of this plece by John Haynie

while following along on your copy of the music,

Step 2.~~~
Using the articulation code with which you marked

your music for E1 Torero, mark your copy of English Suite V

for note spacing,
Notice tlmt in the Allegro the articulations for notes
that are not slurred are "2" and "3", while in the slower

section (marked meno mosso, or less motion snd legato, or

smoothly) the articulations are "1" and "O", This uni-

e ettt —aamseaadia

formity of articulation was also to be noticed in El Torero,

Steg e~

Practice the excerpts from English Suite V, Try to use

the styles of articulation you heard on the recording, Use
as a guide the analysis you made on your copy of the music,
If this amlysls 18 not clear enough, play the taped per-
formance again (several tires if necessary), MNake any
changes in the analysat s you feel are necessary and continue

your practice of the excerpts,
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Ste E g. we

Record yourself on the blenk section of tape.
Remember! This section of tape is preceded by the white or
green leader tape; do not record on any of the tape pre-

ceded by the red leader tape,

Step 5.--

Play the tepe. Be sure that you do not have the '"record"
button down., The order of performances (and leader tape)
should be as follows:

1) Red leader tape

2) John Hayniet!s performance

3) White or green leader tape

I} Your performance

§) Red leader tape

6) John Haynie's performance

Try to note the differences between your articulation and
Haynie's and make any changes in the analysis which might aid

you in your practice,

Practice for a closer duplication of John Haynie's style,

Experiment with a mixture of articulations in one of the
sections (including 0, 1, 2, and 3), Note that this destroys
the general style of a section, in the same way as using the

articulations which are obviously the reverse of those
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heard on the recordings (which you experimented with at
Step 6 of the study of El Torero).

Record yourself again (over your previous recording),

performing in your best style.

SteE 81"“'
Play the tape again, as in step 5. Be sure that

you do not have the "record" button domn. Note any
differences in style between your performance and that of

John Haynie's,

SteE 9:""
Repeat steps 7 and 8 until you are satisfied with

your performance, HMake any changes in the analysis which

now seem appropriate,

_S_t__ee 10."""

Compare your analysis with mine which follows,
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Aria and Bouree Articulation

SteE 1."-
Listen to the recording of this piece by Keith

Amstutz while following along on your copy of the music,

Step 2,~~
Using the articulation code, mark your copy of

Aria and Bouree for note spacing. Again, note that in

the slower movement (the Aria) the articulations are "1"
and "0"; in the Bouree they are uniformly "2" and "3" for
notes not slurred, Remember that "O" and "1" can be used
almost interchangeably: there 1s no space between the

notes; the breath is not stopped for an instant between

notes, even at the end of & slur,

Steg 3.--

Practice the excerpts from Aria and Bouree, Try to

use the styles of articulation you heard on the recording.
Use as a gulde the analysis you made on your copy of the
music, If this amnmlysis is not clear enough, play the
taped performance again (several times if necessary),

Make any changes in the analysis you feel are necessary

and continue your practice of the excerpts,
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Ste E k. -

Record yourself on the blank section of tape,
Remembery This section of tape is preceded by the white
or green leader tape; do not record on any of the tape

preceded by the red leader tape,

Step S.--

Play the tape, Be sure that you do not have the
"record" button down, The arder of performances ( and
leader tape ) should be as follows:

1) Red leader tape

2) Keith Amstutz' performance

3) White or green leader tape

It} Your performance

5) Red leader tape

6) Keith Amstutz' performance

Try to note the differences between your articulation
and Amstutz! and make any changes in the analysis which

might aid you in your practice,

Step 6.-=
Practice for a closer duplication of K, Amstutz! style,

Note that we have not encountered an articulation which
can properly be labelled #j, That is, there are no
note-endings which sound as Iif they were made with the

tongue, A way of demonstrating this type of release, or
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note-ending, to yourself is to say, or sing (without

the instrument) the syllable "tut". If you normally

stop notes with the tongue you should try to correct this,
To get the idea of a correct release (a breath release,
rather than a tongued release) sing some short notes on any
pitch, using the syllable "Tu", No matter how short you
desire to make the notes you probably will not feel the

need to say "Tut," and the seme breath process for singing

these short notes is used to play themn,

Step Te=~

Record yourself again (over your previous recording),

performing in your best style,

Step 8,--
Play the tspe again, as in step 5, Be sure that you

do not have the "record" button down, Note any differences

in style between your performance and Amstutz!,

Stee 9.""
Repeat steps 7 and 8 until you are satisfied with

your performance, Make any changes in the analysis which
now seem appropriate,

Step 10,~-~

Compare your analysis with mine which follows,
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Fox Hunt Articulation

Before 1listening to the tape recording, look at the

music to see if you can anticipate what the articulation
styles will be by recalling the step-by-step procedures
followed in the study of El Torero, The English Suite, and

Aria and Boures,

1) Remember! The articulation for faster or more
rhythmic sections (at least for tongued notes in succession)
will probably be "2" and "3%;

. 2) The articulation in slower, sustained, or more
melodic sections will probably be "O" and "1";

3) There probably will be no articulation which could
be labelled #l.

Follow the s tep-by-step procedure for taping, analysis,

and listening which you used for the preceding three solos,
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Dynamics and Phrasing

El1 Torero

Rewind the tape to the first selection (El Torero,
recorded by Richard Burkart). You will use basically the
same procedures for analyzing the recordings and taping
your own playing as you did in the study for articulation
styles. Use the same copies of the music as before. If
you are careful you can add the new markings without
having to erase the articulation numbers, but if necessary
it would be all right to erase these since you probably

have this part of the study under control by now.

IListen to the recording a few times (while following
along on your copy of the music)., Try to notice if the
general volume level is that which is indicated in the
music. If not, indicate on your copy of the music what
you think the volume level actually is. Use the following
markings for this:

pp (pianissimo) very soft

p (piano) soft

mp (mczzopiano) moderately soft

mf (mezzoforte) moderately loud

f (forte) loud
ff (fortissimo) very loud
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Step 2,~=
Using the following merkings, Iindicate the changes

from the general volume level:

> slightly more weight on a note

c:)a heavy accent

~=—"___gradually louder
t:::::::>gradually softer

You will probably find it necessary to play the tape
several times for this kind of analysis, listening for one

of the above factors at a time,

Step 3.-=-

Practice the excerpts from El Torero., Try to use the
general volume level, volume changes, and accents which you
heard on the recording, Use as a guldc the analysis you
made on the printed music, If this analysis is not clear
enough, play the taped performance again (several times 1if
necessary), Make any changes in the analysis you feel are

necessary and continue your practice of the excerpts,

Step g.--

Record yourself on the blank section of tape.
Remember! This section of tape is preceded by the white
or green leader tape; do not record on any of the tape

preceded by the red leader tape,
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Notice how the music is divided into four-measure
phrases (musical ideas, or musical sentences, which seem
to belong together). With pencil mark the phrases in the

following manner:

////”i;;;;;;-\\\\\\\\ phrase or,
W , use

the latter if two phrases seem to depend upon one another

for the completion of a musical idea,

Step Se-—

Play the tape. Be sure that you do not have the
"record" button down. Try to note the differences in
volume between your performance and Haynie's and meke any

changes in the analysis which might aid you in your practice.

Step 6.--

Practice for a closer duplication of Haynie's style.
As in the experiment with using the obviously wrong articu-
lation styles, try using volume in the same way: such as
accenting different notes; decrescendo where you hear a

crescendo in the artist's performance, and vice versa.
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Steg io"

Record yourself again (over your previous recording)
performing in your best style,

Notlce thét many phrases get lcocuder as they progress
toward a mid-point, then begin getting softer, The last

note of a phrase most often diminishes at the very end.

Sten 8,~=
Play the tspe again as in step 5., Be sure that you
do not have the "record" button down, Note any differences

in style between your performance snd Haynie's,

X

Step 9,~~
Repeat steps 7 and 8 until you are satisfied with

your performance, Make any changes in the anelysis which

now seem appropriate,

Compare your analysis with mine which follovs,
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Dynamics and Phrasing
English Suite V (Finale, "Begone Dull Care")

Step l.--
Listen to the recording of this piece by John Haynle

while following along on your copy of the music, Mark
on the music the general volume levels you hear if they

are different than in the printed score.

Step 2e--
Using the volume change markings ( > , & , <’
::::::=’) indicate the chenges from this general volume

level, You will probably find it necessary to play the
tape seversl timos for this kind of analysis, listening

for one of the above factors at a time, Mark the phrases

(~—/ ~~ .~ ~or TS T~ )

Step 3.~--

Practice the excerpts from English Sulte, Try to use

the general volume levels, volume changes, and accents which
you heard on the recording. Use as a guide the analysis

you made on the printed music, If this analysis is not
clear enough, play the taped performance again (several times
if necessary), Make any changes in the analysis you feel

are necessary and continue your practice of the excerpts,
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Step g.--

Record yourself on the blank section of tape,
Remember! This section of tape is preceded by the white
or green leader tape; do not record on any of the tape
preceded by the red leader tape.

As in Tl Torerc nctice how this solo is divided into
four-measure phrases, and that in order to separate them
Haynie uses a #3 spacing after the two tied notes in the
fourth measurs of o Perhaps more noticeable 1s the
#3 spacing after the first phrase at , Since 1t
occurs in a passage which utilizes "0" and "1" spacing.

Notice also that to connect the third and fourth
measures of {::j to the first and second measures (thus,
forming the regular four-measure phrase) Haynie uses a
#2 spacing between the fifth and sixth notes, whereas,

before this, the spacing has been greater (#3).

Step 5,--

Play the tepe, DBe sure that you do not have the
"record" button down, Try to note the differences in
volume and phrasing between your performance and Burkart's
and make any changes in the analysis which might aid you

in your practice,
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Stee 6-""
Practice for a closer duplication of Burkart!s

style, Tape yourself, as an experiment, using two-measure
phrases at rather than four-measure phrases, It
should become apparent that doing so causes a very un-

rmusical effect,

Record yourself again {over your previous recording),
performing in your best style,

Have you noticed that Haynie accents the quarter notes
at [3]? The difference in sound between these accents
and the ones used at [:i] probably is caused by: 1) the
#3 spacing used at compared to a #1 spacing used at
[:E:-; 2) a less vigorous tongue and breath action is

used at ---the accent here utilizes more of a "push"

with the breath; 3) more air pressure is back of the

tongue for the accent at .

'Step Bemm
Play the tape again as in step 5, Be sure that you

do not have the "record" button dowﬁ. Note any differences
in style between your performance and Burkart's,
Step 9,-~

Repeat steps 7 and 8 until you are satisfied with your

performance, Make any changes in the analysis which now

seem appropriate,



221

Compare your analysis with mine which follows,

Aria and Bouree

Dynamics and Phrasing
Listen to the recording of this piece by Kelth

Amstutz (while following along on your copy of the music),

Step 2,--

Using the volume change markings ( > , CE), —
::::::::=>) indicate the c hanges from this general volume
level which you heer in the recording. Some are printed in
the music and some are added by Amstutz,

As in the English Suite, note the kind of accents

Amstutz uses 1in the Bouree as compared to the one he uses
in the Bé in the second measure of the Aria (the latter
being more of a "push" with the breath),

Practice the excerpts from Aria and Bouree, Try to

use the general volume level, volume changes, and accents
vhich you heard on the recording, Use as a guide the
analysis you made on the printed music, If this analysis

is not clear enough, play the taped performance again
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(several times if necessary), Make any changes in the
analyses you feel are necessary and continue your practice

of the excerpts,

SteE g.--

Record yourself on the blank section of tape,

Have you noticed that the phrases are not as regular
as those of the previous two solos, Basically, there 1is
still the division of each section into four-measure
phrases (and two-measure phrases), but at.times there are
a few extra notes, However, the phrasing 1s relatively
easy to analyze, Mark the phrasing, thern turn to my

analysis of it for comparison,

Step 5,--

Play the tapes, Be sure that you do not have the
"record" button down, Try to note the differences in
volune and phrasing between your performance and Amstutz!
and make any changes in the analysis which might ald you

in your practice,

Step 6,~-

Practice for a closer duplication of Amstutz' style,
Notice where the stressed notes fall most often,

These are important points of a phrase, and while they
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do not always have enough extra volume to be called
an accent they are usually stressed in some way,

These stressed notes are usually on the down-~beat
(syncopation, or accent on the up-teat, is not nearly so
common), and very often will have a note, or group of
notes, which lead " into them rhythmically, For example,
in English Suite V the eighth note before (:EZ]leads into

the first note of ; the third measure of E!.j leads

into the fourth measure; and, each of the elghth notes at

leads into the following quarter note,
Very often the stressed note of a phrase 1is the

highest note in pitch,

Step To==

Record yourself again (over your previous recording),
performing in your best style,

Notice that the longer notes in the slow section
(the Aria) tend to change volume, They are not held with-
out change very often, Notice that many phrases get
louder as they progress toward a mid-point, then begin
getting softer, The last nots of a phrase most often
diminishes at the very end,

Step 8.--
Play the tape again as in step 5. Be sure that you
do not have the "record" button down, Note any differences

in style between your performance and Amstutz?,
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StQE 9.""
Repeat steps 7 and 8 until you are satisfied with

your performance, MNake eny cheanges in the analysis which

now seem appropriate,

Step 10,~~

Compare your analysis with mine which follows,
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Fox Hunt Dynamics and Phrasing
Before listening to the recording, look at the music

to see if you can anticipate what the volume level,
volume changes, and phrasing will be by recalling the
step-by-step procedures followed in the study of E1 Torero,

English Suite V, and Aria and Bouree,

Remember}

1) Phrases are usually four measures in length.
Start on this basis and change only 1f it does not
work out,

2) Some four-measure phrases sound better if
connected to the next four-measure phrase

Tl

3) Each four-measure phrase has some changes in

(—

volume which tend to emphasize the most important
note, or notes, Find these notes, bulld up the
volume 1in approaching them and then let the phrase
diminish,

Iy) Very often the important note of a phrase is
the highest in pitch.

5) Some phrases have a continuous change of
volums (louder or softer), Others have several

changes, In the latter case it 1s hetter to maske
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the changes less noticeable, A phrase must hang tozather!

It cannot if there is too much variation in volume or
styles of articulation, However, it will be monotonous
if no changes are made, -

6) Accents in the slower section (where articula-
tion numbers "0O" and "1" predominate) tend to be done more
with the breath than those in sections where articulation
numbers "2" and "3" are used, This type of stress (or
"push" as it was called earlier) will match the general
smoothness of such sections more than would an accent
done primarily with added tongue pressure and speed,

7) If the next to the last note of a phrase is &
stressed note, make the last note lighter,

8) Pay particular attention to the last note of a
phrase--to its volume and to 1ts length., A note like
this, just before a breath,lis easy to overlook in locking
ahead to the begimming of the next phrase, In the come
.parison of your tape and the artist's, listen to the
excerpts once for this factor alone,

Follow the step-by~step procedure for taping,
analysis, and listening which you used for the preceding

three solos,
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CORNET SOLO INTERPRETATION

These materials are designed to help you interpret
four cornet solos on the Class III University Inter-
scholastic League (U I L) list, The selection of suitable
dynamic levels and correct articulation styles are the
two aspects of interpretation which will be presented to
you, There are other interpretive techniques, such as the
use of vibrato and tempo varlation, which you will notice
on the recordings, However, in order to 1limit the number
of basic principles to be mastered in thils two-wesk
period you will be gulded only in the selection of volume
and articulation,

In this experiment you should proceed as follows:

1) Listen to the artist's performance;

2) Analyze what you hear in the artist'!'s performance;

3) Record yourself playing the same excerpt;

) Compare your performence with that of the artist;

5) Make adjustments in your performance,

Try to follow the step-by-~step procedure and the
directions for using the tape as exactly ss you can, If
you will do this the results of the experiment will be of

great assistance in the improvement of these procedures,
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Primarily, the basis for judging the results of the experl-
ment will be your performance of music which is similar to
that used in the booklet, Howsver, the followlng would
also be of same help in improving the booklet and the tape
presentation:

1) After each week estimate the number of minutes
you have practiced while us ing these materials,

2) As you practice make a note of anything about
the tape or boklet which you especially like or dislike.

Directions For Using the Tape

Your tape recorder should be set to play a two-track
tape at 7% inches per second, It should be furnished with
a microphone so that you can record yourself playing ex-
cerpts from the solos for comparison with the artistst
recordings. You should try to make your recording sound
as much as possible like those on the tape, but do not be
discouraged at this comparison, These players are per-
forming artists, and the equipment used for their recording
sessions undoubtedly was the finest available,

In order to record on the blank section press the
"pecord" button on your tape recorder, Please ask your
band director for help if you have not used a tape-recorder
before, It might be wise to limit the recording you make
of your own playing to one time through the excerpt as it

appears in this booklet, While there 1s ample sgpace for
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this on the blank tape, therevis not room to play some of
the longer excerpts twice through, To do so would risk
running over and erasing the artist's recording.

Following are indexes of the tapes for the Class III
solos, Please note that in all cases there are two pileces
recorded together, This is followed immediately by a
longer section of blank tape for recording your own playing.
For example, if you are working on Norine by Herbert Clarke
you would have this order on the tape: (1) John Haynie's
recording of t he solo; (2) your recording; (3) John
Hayniet!'s again., You wlll, therefore, be able to play this
rather extended section of tape (making comparisons) be-
tween your rendition of the excerpt and the artist's)
without having to give any attention to re-winding the tape,

As a further ald in ldentifying these different
sections of tape there is white or green leoader tape pre-~
ceding each section of blank tape end red leader tape
‘preceding each section of tape which has a recording on it,
Be sure to press the "play" button on your recorder for the
sections preceded by the red leader tape. You do not want

to erase these sections by recording over them,
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TAPE INDEX #2
(Class III)

Music Selection Composer-Arranzer Recording Artist

Norine H, Clarke J. Haynle

Blank Tape for recording your playing

Norine

Mitena "Gavotte" E, Williams J. Haynie

Blank Tape for recording your playing

Mitena "Gavotte"

wo Classic Airs (1) Gluek R, Burkart

Blank Tape for recording your playing

Two Classic Airs (#1) Gluck

English Suite
"My Lovely Celia" B. Fitzgersld J. Haynie

Blank Tape for recording your playing

English Sulte
"My Lovely Celia"
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Articulation
Norine
StGE 1. -

You are now ready to begin your study of the arti-
culation styles used by John Haynie in his recording of
Norine, Listen to the recording a few times (while
following along on your copy of the music)., Notice the
great difference in the space between notes when listening

to the cadenza as compared to the Waltz section,

Step 2=~

Using the following code, indicate measure by measure the
spacing between notes in the excerpt played by John Haynile,
Mark lightly with bencil on the music, Look on the next page

for the number code.

Practice the excerpts from Norine, Try to use the styles
.of articulation you heard on the recording, Use as a guide
the analysis you made on the printed musiec, If the analysis
is not clear enough, play the taped performance again (several
times if necessary). Make any changes in the analysis you

feel are necessary and continue your practice of the excerpts,
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NUMBER CODE FOR ARTICULATION STYLES

DESCRIPTION MOST COMMON NOTATION CODE
{1
No space (slurred) AP 0
~—
No space, but tongued _ \ \ \
(legato tonguwed) f o o 1
. . ‘y
No space, but tongued ‘ \ [

(tenuto) ¢ sy 1
Normal spacing } 'l ‘& 2
More than normal spacing \ l ‘

(Staccato) A ¢ 3
Very short staccato \ \ &

(Must use the tongue to .

stop the note) X : ‘ Iy
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Step .-~

Record yourself on the blank section of tape.,
Remember! This section of tape is preceded by the white
or green leader tape; do not record on any of the tape
preceded by the red leader tape,

Many times the volume level for recording is
different than the level for listening, To get a satis-
factory setting you might need the help of your band
director, Or, with some experimenting you probably can do
this yourself, So long as you record only on the section
of tape preceded by the white leader tape there is no
danger of erasing the recorded excerpts,

Note that the articulation for the Waltz section is
primarily "O" and "1"., At times you will find these to be
Interchangeable without any bad effect on the style, Like-
wise, in the faster tongued notes of the cadenza the articu-
lation is primarily "3" (or staccato), You will find that
articulation numbers "2" and "3" are used extensively in

faster, lighter, or more rhythmic sections,

Step 5.--
Play the tape,. Be sure that you do not have the "record™
button down, The order of performances (and leader tape)

should be as follows:
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1) Red leader tape

2) J. Haynie's performance

3) White leader tape

i) Your performance

5) Red leader tape

6) J, Haynie's performsnce

The repetition of the artist's performance after
your recorded excerpt will give you a good opportunity
for comparing your playing with that of a professional
without having to think about re-winding the tape, Try
to note the differences between your articulation and
Haynie's and meke any changes in the analysis which might

aid you in your practice,

Step 6,==

Practice for a closer duplication of J, Haynie's style,
To demonstrate to yourself the lmportance of a suitable
choice of articulation, play the excerpts using articulations
"o" or "1" in place of "2" and "3" and Vice-versa (2 or 3
instead of ) and 1), Record a version with the articulation
obviously performed wrong and note the different musical

effect created by this one change. Double check to see that

the section of tape'on which you are recording is preceded

by white leader tape,
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Record yourself again (over your previous re-

cording ), performing in your best style,

Play the tape again as in step 5., Be sure that you

do not have the "record" button down., Note any differences

in style betwsen your performance and Haynie's,

Step 9e¢==-
Repeat steps 7 and 8 until you are satisfied with

your performance, Make any changes in the snalysls which

now seem appropriate,

SteE 10.-"’

Compare your analysis with mine which follows,
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Mitena, Gavotte Articulation
Stee 1.-"'
Listen to the recording of this plece by John Haynie

while following along on your copy of the music,

Step 2,-~
Using the articulation code with which you marked

your music for Norine, mark your copy of Mitena for note
spacing. Notice that in the second section of the solo
(after the second double bar) the articulation is primarily
"o" and "1", while in the first section (where the notes
are marked with dots--staccato) the articulation 1is

primarily "3", with some "“2's" after the tenuto quarters

(4.

Step _3.--

Practice the excerpts from Mitena, Try to use the styles
of articulation you heard on the recording, Use as a gulde
the analysis you made on your ccpy of the music, If this
'analysis is not clear enough, play the taped performance
again‘(sevéral times if necessary), DMake any changes in the
analysis you feel are necessary and continue your practice

of the excerpts,
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Record yourself on the blank section of tape,
Remember! This section of tape 1s preceded by white or
green leader tape; do not record on any of the tape pre-

ceded by the red leader tape.

SteR 5.--

Play the tape., Be sure that you do not have the
"pecord" button down. The order of performances (and
leader tape) should be as follows:

1) Red leader tape

2) John Haynie's performance

3) ‘hite or green leader tape

L) Your performance

5) Red leader tape

6) John Haynie's performance

Try to note the differences between your articulation
and Haynle's and make any changes in the analysis which

might aid you in your practice,

Step 6.--

Practice for a closer duplication of J., Haynle's
style. Experiment with a mixture of articulations in one
of the gections (including "O", "1", "2", and "3"), Note

that this destroys the general style of a section in the
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same way as using the articulations which are obviously
the reverse of those heard on the recordings (which you ex-

perimented with at step 6 of the study of Norine),

Steg z.--

Record yourself again (over your previous recording),

performing in your best style,

Step 8.-~
Pley the tape again, as in step 5. Be sure that you

do ..ot have the "record" button down, Note any differences

in style between your performance and Haynie's,

'SteE 90""
Repeat steps 7 and 8 until you are satisfied with

your performance, Make any changes in the analysis which now

seem appropriate,

Step 10,~-~

Compare your analysis with mine.which follows,
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Che Faro,,, from Two Classic Alrs
Articulation

Stee 1.."'"
Listen to the recording of Che Faro by R, Burkart

while following along on your copy of the music,

Step 24 ~-

Using the articulation code, mark your copy of the
music for note spacing, Again, note that in this very
melodic, rather slow movement (the indication "pensively"
is also a key to the style; it means "thoughtfully") the
articulations are "O" and "1", Remember that "O" and "1"
can be used almost interchangeably: there 1s no space
between the notes; the breath is not stopped for an

Instant between notes, even at the end of a slur,

Sten Jemm=

Practice the excerpts from Che Faro, Try to use the
styles of articulation you heard on the recording, Use as
o guide the analysis you made on your copy of the music,

If this analysis is not clear enough, play the taped per=-
formance again (several times if necessary), Make any
changes in the analysis you feel are necessary and continue

your practice of the excerpts,
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Record yourself on the blank section of tape,
Remember! This section of tape is preqeded by the white
or green leader tape; do not record on any of the tape

preceded by the red leader tape,

Step 5.--

Play the tape. Be sure that you do not have the
"pecord"” button down, The order of performances (and
leader tape) should be as follows:

1) Red leader tape

2) R, Burkartts performance

3) Vhite or green leader tape

i) Your performmce

5) Red leader tape

6) R, Burkart's performance

Try to note the differences between your articulation
and Burkart's and make any changes in the analysis which

might aid you in your practice,

SteE 6, ==

Practice for a closer duplication of Burkart's style,
Note that we have not encountered an articulation which
can properly be labelled #li, That is, there are no note-

endings which sound as 1f they were made with the tongue,
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A way of demonstrating this type of release, or note-
ending to yourself 1s to say, or sing (without the in-
strument) the syllable "Tut," If you normally stop notes
with the tongue you should try to correct this, To get
the idea of a correct release (a breath release, rather
than a tonzued release) sing some short notes on any
pitech, using the syllable "Tu," No matter how short you
desire to make the notes you probably will not feel the

need to say "Tut, and the same breath process for singing

these short notes is used to play then,

Record yourself again (over your previous recording),

performing in your best style,

Step 8,--
Play the tape again, as in step 5, Be sure that you
do not have the "record" button down, Note any differences

in style between your performance and Burkartts,

Steb 9."“"

Repeat steps 7 and 8 until you are satisfied with

your performance, Make any changes in the analysis which
now seem appropriate,

Compare your analysis with nmine which follows,



251

English Suite II Articulation
"My Lovely Celia"

Before listening to the tepe recording, look at the

music to see if you can anticlipate what the articulation
style for this piece will be by recalling the step-by-step

procedures followed in the study of Norine, Mitena, and

Remember!?

1) The articulation for faster or more rhythmic
sections (for tongued notes in succession) will
probably be "2" and "3",

2) The articulation in slower, sustained, or

more melodic soctions will probably be "0" and "1",
3) There probably will be no articulation which
could be labelled #4,

Follow the step-by-step procedure for taping,
analysis, and listening which you used for the preceding

‘three solos,
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Norine Dynamics and Phrasing

Rewind the tape to the first selection (Norine,
recorded by John Haynie), You will use basically the
same procedures for analyzing the recordings and taping
your owvn playing as you did in the study of articulation
styles, Use the same copies of the music as before, If

you are careful you can add the new markings without

having to erase the articulation numbers, but if necessary
it would be alright to do so since you probably have this

part of the study under control by now,

Step l.~--

Liston to the recording a few times (while following
along on your copy of the music), Try to notice if *he
general volums level is that which is indicated in the
music, If not, indicate on your copy of the music what
you think the volume level actuelly is, Use the following

markings for this:

pp (pianissimo) very soft
p (piano) soft

mp (mezzoplano)

mf (mezzoforte)
f (forte)

f£ (fortissimo)

moderately soft
moderately loud
loud

very loud
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Step 2,--
Using the following markings, indicate the changes

from the general volume level:

> slightly more weight on a note

(j:>a heavy accent
—— gradually louder (crescendo)
—————— gradually softer (decrescendo)

PR

You will probably find 1t necessary to play the tape
several times for this kind of analysis, listening for

one of the above factors at a time,

Step 3,--

Practice the excerpts from Norine, Trylto use the
general volume level, volume changes, and accents which
you heard on the recording, Use as a2 guide the analysis
you made on the printed music, If this analysis 1is not
clear enough, play the taped performance again (several
times if necessary), Make any changes in the analysis
you feel are necessary and continue your practice of the

excerpts,

Step liy ==

Record yourself on the blank section of tape,

Remember! This section of tape 1s preceded by the white



254

or green leader tape; do not record on any of the tape

preceded by the red leader tape,

Notice how the music (after the cadenza) is divided
into four-measure phrases (muasizzl ideas, or sentences,
which seem to belong together), With pencil mark the

phrases in the following manner:
/ \ /_\ or,
_— _~‘h";><f/”~——_——_-‘§‘\“\\\\\ ’

the latter if two phrases seem to depend upon one another

for the completion of a musical ldea,

Step 5,-~

Play the tape, Be sure that you do not have the "record"
button down, Try to note the differences in volume between
your performance and Haynle's and make any changes in the

analysis which might aild you in your practice,

Step 6.--

Practice for a closer duplication of Haynie's style,
As in the experiment with using the obviously wrong artl-
culation styles, try using volume in the same way: accenting

different notes; decrescendo where you hear a crescendo in

the artist!'s performance, and vlice versa,

Step Te=--

Record yourself again (over your previoas recording),

performing in your best style,
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Step 8,--
Plgy the tape again as in step 5. Be sure that you

do not have the "record" button down, Note any differences

in style between your performance and Haynie's,

Stee 90""
Repeat steps 7 and 8 until you are satisfied with

your performance, Make any changes in the analysis which

now seem appropriate,

Step 10,-~

Compare your analysis with mine which follows,
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Mitena (Gavotte) Dynamics and Phrasing

StOE 1."-
IListen to the recording of this piece by John Haynie,

Follow along on your copy of the music., Mark on the music
the general volume levels you hear if they are different

than in the printed score,

Step 2, -

Using the volume change markings ( > , &, —
::::::::>) indicate the changes from this general volume
level, You will probably find i1t necessary to play the
tape several times for this kind of analysis, listening for

one of the sbove factors at a time, Mark the phrases

( — T _— ) or
e
Step 3.--

Practice the excerpts from Mitena, Try to use the
goneral volume levels, volumes changes, and accents which
you heard on the recording., Use as a guide the analysis
you made on the printed music. If this analysis is not
clear enough, play the taped performance again (severl times
if necessary ), Make any changes 1in the analysis you feel

are necessary and continue your practice of the excerpts,
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Step Q.--

Record yourself on the blank section of tape,
Remember! This section of tape 1s preceded by the white
or green leader tape; do not record on any of the tape
preceded by the red leader tape,

As in Norine notice how this solo is divided into
four-measure phrases, and that Haynie comnects the f irst
two phrases, Thus, your phrase markings probably were

as follows for the first eight measures:

Step 5,-~
Play the tape, Be sure that you do not have the

"record" button down, Try to note the differences in
volurie and phrasing between your perflormancs and Hayniels
and make any changes in the analysis which might aid you

in your practice,

Fractice for a closer durlication of Haynie's style,
Tape yourself, as an experiment, using two-measure phrases
in the first section rather than four-measure phrases,
It should become apparent, that doing so causes very un-

musical effect,
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Steg To=~

Record yourself again (over your previous recording),
performing in your best style,

Have you noticed the end of the first phrase of the
second excerpt as compared to the end of the second phrase
(the piano has the first half of each phrase)? Very often,
as demonstrated by these two phrases, when a phrase ends
on an up-beat or on a weak beat of the measure the last
note is noticeably softer than the note before it, Thus,
the ending of the first phrase here has a lighter last

note than does the second phrase,

Play the tape again as in step 5. Be sure that you
do not have ths "record" button down, MNote any differences

in style between your performance and Haynle's,

Step 9,~--
Repeat steps 7 and 8 until you are satisfied with

your performance, Make any changes in the analysis which

now seem epproprlate,

Step 10,=-=-

Compare your analysis with mine which follows,
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Che Faro Senza Euridice

Dynamics end Phrasing
Step l.--
Listen to the recording of this piece by Richard
Burkart while following along on your copy of the music,

Step 2, ==

Using the volume change markings ( > , &, —— ,
:::::::—) indicate the changes from this geineral volume
level which you hear in the recording., Some are printed
in the music, and some are added by Burkart,

As in one of the phrases from the second excerpt of
Mitena, note how the last notes of phrases always fall on
the up-beat or on a weak beat of the measure (the second
beat in the excerpt), Thus, they are played softer than
the notes which precede them, To get even more of a
musical effect from this kind of phrase ending you will
find that very often performers will stress the strong
.beat before such an ending, so that the light last note

will stand out even more in contrast to it.

Step 3,=--
Practice the excerpt from Che Farc, Try to usec the

general volume level, volume changes, and accents which you

heard on the recording, Use as a gulde the analysis you
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made on the printed music, If thls analysis 1is not clear
enough, play the taped performance sgain (several times
if necessary), Iiake any changes in the analysis you feel

are necessary and continue your practice of the excerpts,

Steg g.--

Record yourself on the blank sectlion of tape,

Have you noticed that even though the phrases are
divided at times by rests, that basically this piece also
is in four-measure phrases? lark the phrasing as you hear
it in the recording, then turn to my analysis of 1t for

comparison,

Step B.~~
Play the tape. Be sure that you do not have the

"record" button down, Try to note the differences in

volume and phrasing between your performance and Burkart's

and make any changes in the analysis which might aid you

in your practice,

Step 6,~-

Practice for a closer duplication of Burkart!s style,

Notice where the stressed n otes fall most often,
These are important points of a phrase, and while they do
not always have enough extra volume to be called an accent

they ere usually stressed in some way,
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These stressed notes are usually on the down-besat
(syncopation, or accent on the up-beat, is not nearly so
common) and very often will have a note, or group of notes,
which lead into them rhythmically, For example, the 1llth
measure of Mitena leads rhythmically into the next measure
(marked forte), Also in lMitena, Iaynie uses an accent on
the first quarter note of each of the first three measures,
These are rather secondary accents with regard to the phrase,
but they are accented because the two quarter notes pre-
ceding them in each case lead into them rhythmically,

In Che Faro, third line, notice how the four eighth notes
in the second measure lead into the ¢ in the next measure,
The ¢ quarter note would have to be stressed slightly be=~
cause of the rhythmic push given by the four eighths
leading into it,

Very often the stressed note of a phrase is the highest
note in piltch,

Record yourself again (over your previous recording),
performing in your best style,

Notice that many phrases get louder as they progress
toward a mid-point, then begin getting softer, The last

note of a phrase most of ten diminishes at the very end,
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Step 8.--
Play the tape again as in step 5. Be sure that you

do not have the "record" button down., Note any differences

in style between your performance and Burkart's,

S‘beE 9.""
Repeat steps 7 and 8 until you are satisfied with

your performance, Make any changes in the analysis which

now seem appropriats,

Step 10,~~
Compare your analysis with mine which follows,
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English Suite II Dynamics and Phrasing

Before listening to the recording, look at the music to

see if you can anticipate what the volume level, volume
changes, and phrasing will be by recalling the step-by~-step

procedures followed in the study of lNorine, Mitena, and

Che Faro,
Remember!
1) Phrases are usually four measures in length,
Start on this basis and change only if it does not
work out,
2) Some four-measure vhrases sound better if
connected to the next four-measure phrase
(— =T )
3) Each four-measure phrase has some changes in
volume which tend to emphasize the most important
note, or notes, Find these notes, build up the
volume in approaching them and then let the phrase
diminish,
L) Very often the important note of a phrase is
the highest in pitch,
5) Some phrases have a continuous change of volume
(louder or softer)., Others have several changes,

In the latter case it 1s better to mzke the changes
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less noticeable., A phrase must hang together! It

cannot if thers is too much variation in volume or
styles of articulation, However, it will be monotonous
is no changes are made,

6) Accents in the slower sections (where articu~
lation numbers "O" and "1" predominate) tend to be done
more with the breath than those in secticns where
articulation numbers "2" and "3" are used, This type of
stress (or "push" as it was called earlier) wlll match
the general smoothness of such sections more than would
an accent done primarily with added tongue pressure and
speed,

7) If the nex% to the last note of a phrase is a
stressed note, make the last note lighter,

8) Pay particular attention to the last note of a
phrase--to its volume and to its length. A note like
this, just before a breath, is easy to overlook in looklng
. ahead to the beginning of the next phrase, In the
comparison of your tape and the artistt's, listen to the
excerpts once for this factor alone,

Follow the step-by-step procedure for teping,
analysis, and listening which you used for the preceding

three solos,
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PERSONAL DATA FOR ALL VOLUNTEERS

Name . Age . Grade School

Band Director . Member of which band ("A"™ "B!' etc.)

How many vears have you played your instrument? In what

school did you begin band instruction? Who was your be-
ginning band teacher? :

Was he a cornet or trumpet player?.. « If not, what instru-
ment did he play best?

Have you ever taken private lessons? If so, from
whom? For how long?

Were these teachers cornet or trumpet players?

If not, were they brass players?
If not, what did they play?

Does your band director give you individual help?

If so, estimate how many minutes per week, or how many minutes
per two-week period?

Is your band director a cornet or trumpet player?

If not, what 1s his instrument?

Have you ever played a solo at contest? If so, how
many times? « What were your ratings?

What UIL classification were these solos?

How many minutes per day (on the average) have you practiced
during this school year?

As a participant in this experiment will you practice on the
materials given to you a minimum of 30 minutes each day--or
one hour every two days?




CORNET SOLO INTERPRETATION STUDY
PERFORMANCE RATING SHEET

Instructions: Rate each performer in two categories: 1) phrasing; 2) suitability of
articulation, Check at any point along the graduated scale, using the
following guide: 5--a poor performance; lj--a below-average performance;
3--an average performance; 2--~a good performancs; l--an excellent per=

Tl2

formance,
No, Rating Category Composite
Scores Score

Articulation

SRR 'L T AL B

Phrasing

gg s Ty Ty 2ty

Articulation

579 - Ek T3 ar T I

Phrasing

Si;l g' H : Lﬁ I T H 3’ T ] v 2 X S T I rS
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SUMMARY OF ADJUDICATORS!
AND EXPERIENCE

TRAINING

James Croft

1,
2,
3.

French Eorn Major

Ninetcen years public school teaching
Four years private teaching

Sixteen years contest judging experilence

Robert Glidden

1.
2

3.
.
Jim Hale

1,
2,
3e

Woodwind Major

Eight years public school teaching
Six years University teaching

Five years private woodwind teaching
Ten years contest judging experience

Trombone Major

Four years public school teaching
No other teaching experlence

No contest judglng experience

James Jarrell

1,
2,
3.

-*

Clarinet Major

Twelve years public school teaching
No other teaching experience

Three years contest judging experience

T, Marshall Jones

1.
2.

3.
)-l-o

Trombone Major

Three years public school teaching
Six years College teaching

Five years contest judging experience

Lowell Lehman

1.
2,

Tuba Major

Thirteen years public school teaching
Four years College tesaching

Four years contest judging experience

Low Brass and Plano Major
Eight years public school teaching
No other teaching experience
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Hugo Magllocco

1. Trombone Major

2, Two years public school teaching
3. Twelve years College teaching

i, Five years judginz ezperience

Eugene McClellan

1. Tuba Ma jor

2, Ten years public school teaching

3. Five years College teaching

Iy, Three years contest judging experience

Milton McCrary

1, Trombone Major

2. Five yeers public school teaching
3. No other teaching experience

Y, Yo contest judging experience

Billy Nettles

1. Cornet Major

2, Four years publiec school teaching

2. No other teaching experience

li, Four years contest judging experience

Kenneth Ray

1. Alto Saxophone Me jor

2e One year public school teaching
3. No other teaching experience

i, No contest judging experience



