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SUBCOURSE OVERVIEW

This subcourse is designed to teach you how to recognize and analyze the form, harmony, and melody of the sections in the American march.  Contained within this subcourse is information on how to analyze the form, harmony, melody and countermelody of the sections in the American military march.

The words "he," "him," "his," and "men," when used in this publication, represent both the masculine and feminine gen​ders unless otherwise stated.

Prerequisites for this subcourse are a knowledge of form, traditional harmony, and chord progression.  You can take subcourses MU 4214 and MU 3322 to obtain the prerequisite knowledge to complete this sub​course.

TERMINAL LEARNING OBJECTIVE:

ACTION:
You will analyze the American March Form.  

CONDITION:
Given the information in this subcourse.

STANDARD:
In accordance with the information given in this lesson. 

TABLE OF CONTENTS


SUBCOURSE OVERVIEW 

ADMINISTRATIVE INSTRUCTIONS

GRADING AND CERTIFICATION

LESSON 1: - FORM

INTRODUCTION 

PART A - DEFINITIONS 

PART B - MARCH CHARACTERISTICS 

PART C - MARCH FORM

PRACTICE EXERCISE 

ANSWER KEY AND FEEDBACK

LESSON 2:  THE FIRST STRAIN

INTRODUCTION 

PART A - FORM

PART B - HARMONY 

PART C - MELODY

PART D - COUNTERMELODY

PRACTICE EXERCISE

ANSWER KEY AND FEEDBACK

LESSON 3:  THE SECOND STRAIN

INTRODUCTION 

PART A - FORM

PART B - HARMONY

PART C - MELODY

PART D - COUNTERMELODY

PRACTICE EXERCISE

ANSWER KEY AND FEEDBACK

LESSON 4:  INTRODUCTIONS 

INTRODUCTION 

PART A - FORM

PART B - HARMONY

PART C - MELODY

PRACTICE EXERCISE

ANSWER KEY AND FEEDBACK

LESSON 5:  THE TRIO

INTRODUCTION 

PART A - FORM

PART B - HARMONY

PART C - MELODY

PRACTICE EXERCISE

ANSWER KEY AND FEEDBACK

LESSON 6:  THE EXTENDED TRIO

INTRODUCTION

PART A - FORM

PART B - HARMONY

PART C - MELODY 

PRACTICE EXERCISE

ANSWER KEY AND FEEDBACK

EXAMINATION


ADMINISTRATIVE INSTRUCTIONS

1.
Number of lessons in this subcourse:  6.

2.
Materials needed in addition to this booklet and a #2 pencil:  ACCP Examination Response Sheet, preaddressed enve​lope.  This subcourse requires no additional materials for completion.

3.
Reference: None.

GRADING AND CERTIFICATION INSTRUCTIONS

Examination:
This subcourse has a performance-based multi​ple-choice and true/false test covering the material con​tained in the six lessons.  Complete the Examination after you study the lessons and work through the Practical Exer​cises.  Mark your answers in the subcourse booklet.  Then, transfer your answers to the ACCP Examination Response Sheet.  Completely black out the lettered oval which corresponds to your selection (A, B, C, or D).  Use a "number 2" lead pencil to mark your responses.  When you have completed the Examina​tion Response Sheet, mail it in the pre-addressed envelope.  Your test score will be returned to you.  You must answer at least 75 percent of the test questions correctly to complete this subcourse successfully.
LESSON 1

MARCH FORM

OVERVIEW

LESSON DESCRIPTION:

In this lesson you will learn the elements and form of the American military march. 

LESSON OBJECTIVE:

ACTION:
You will:


1.
learn the elememts of the American military march.


2.
learn the basic form of the American military march.

CONDITION:
Given the information in this lesson.

STANDARD:
In accordance with the information given in this lesson.

INTRODUCTION

Marches are a form of nationalistic music. Nationalistic music expresses the attitudes and personality of a nation's people.  Most marches are written for patriotic or other special events.  Marches have broad public appeal and have been traditionally used to raise the morale of troops.

Prior to the Civil War, American marches were primarily used for street marching.  An audience along a parade route would only hear a short portion of a march; therefore, style was important, but not form.  The development of bands and band instruments also had a direct influence on the development of the style and form of the American march.  The rise in popularity in America of the concert band in the late Nineteenth Century provided a means for the development of a stylized march form.  At a concert, the audience could now listen to a march from beginning to end.  Form now became important.

While there are some differences in form from march to march, there are two variations of this form.  Although John Philip Sousa did not specifically develop the American march form, his marches set the example for the marches of other famous American composers such as Karl L. King, Henry Fillmore, and Franko Goldman.  The form of the American march is substantially different from its European counterparts. 

PART A--DEFINITIONS

1.
The March.  The march is a musical composition originally designed to promote orderly marching of a large group such as soldiers.  Marches generally have a simple, strongly marked rhythm and regular phrases.

2.
The American March.  The American march is a musical composi​tion with a short introduction, a repeated first strain, a repeated second strain, and one of two forms of trio.  While not all marches written in America follow this pattern, the great majority of the literature played by military bands does.  Although there are many exceptions to this form (concert and specialty marches), it is this basic form that will be discussed in this lesson.

PART B--MARCH CHARACTERISTICS

3.
Characteristics of the March.  A march has a heavy two-beat feel. This two-beat feel is accomplished through a simple, repeti​tive, and non-syncopated rhythm.  Most marches are in either simple duple (  or  ) or compound duple ( ) meter.  A march contains a simple melody and  simple harmony that is easy to play and recognize.  Marches are usually written in major keys.  A march is usually written in a flat key.  The American march reflects the attitude and personality of the American people.  It is characterized by a stimulating, pulsing rhythm.  The stirring melody of an American march portrays the pride, assurance, and confidence of the American people.  The American march reflects the energy and carefree sense of humor of the American people.

4.
Elements of the March Style.  The elements of the march style are:

· a singable melody.

· an independent bass line.

· "after-beat" chordal accompaniment.

· a countermelody. 

PART C--MARCH FORM

5.
March Form.  The concept of the march form as a single stylized form did not exist for most of the nineteenth century.  Up until this time, "march" was a generic term used to describe any music with a strong, regular beat in a multistrained form.  This music includes types of music such as galops, polkas, polonaises, and of course marches.  Although the march is much like these dance forms and other forms of popular music, its martial nature separates it from dance and popular music forms throughout history.

6.
Sousa's Influence on March Form.  With the development of march forms, Sousa felt that a march should tell a story.  At a sit-down concert, the audience could get the full impact of an entire march.  Between 1880 and 1890, Sousa experimented with the march form.  The popularity of his marches set the precedence for other march composers.  The march forms that Sousa used emerged as the forms that are used most frequently today.

7.
Sousa's March Forms.  Sousa used two basic march forms.  The first form is the most common form and has been used almost exclusively since World War I.  Although these are the two most common forms that Sousa used, he did not always use them.

a.
Introduction/First strain repeated/Second strain repeated/Trio/Dogfight/Trio/Dogfight/Trio

b.
Introduction/First strain repeated/Second strain repeated/Trio repeated

LESSON 1

PRACTICE EXERCISE

The following items will test your understanding of the material covered in this lesson.  There is only one correct answer for each item.  When you have completed the exercise, check your answers with the answer key that follows.  If you answer any item incorrectly, review that part of the lesson which contains the portion involved.

1.
Marches are a form of music that is

A.
nationalistic.

B.
written for patriotic events.

C.
Both A and B are correct.

D.
Neither A nor B is correct.

2.
A march has a heavy two-beat feel accomplished through a simple, repetitive, highly syncopated rhythm.

A.
True
B.  False

3.
Prior to the American Civil War, marches were primarily used

A.
as concert pieces.

B.
at cotillions.

C.
for street marching.

D.
None of the above are correct.

4.
The march is a musical composition originally designed to promote orderly marching of a large group such as soldiers.

A.
True
B.  False

5.
American march form as we know it was influenced by the Marches of which of the following?

A.
John Philip Sousa.

B.
Franko Goldman.

C.
Henry Fillmore.

D.
Karl. L. King.

6.
The four elements of march style are a singable melody, an independent bass line, an "after-beat" chordal accompaniment, and a countermelody.

A.
True
B.  False

7.
The American march is a musical composition with a

A.
short introduction.

B.
repeated first and second strains.

C.
one of two forms of trio.

D.
All of the above are correct.

8.
John Philip Sousa wrote all of his marches following one 
form.

A.
True
B.  False

9.
The stirring melody of an American march portrays which of the following?

A.
The pride of the American people

B.
The assurance of the American people

C.
The confidence of the American people

D.
All of the above are correct.

10.
A march is normally written in which of the following?

A.
sharp key.

B.
minor key.

C.
flat key.

D.
None of the above are correct.

LESSON 1

PRACTICE EXERCISE

ANSWER KEY AND FEEDBACK

Item
Correct Answer and Feedback

1.
C.
Both A and B are correct.

(Introduction)

2.
B.
False

(paragraph 3)

3.
C.
for street marching.

(Introduction)

4.
A.
True

(paragraph 1)

5.
A.
John Philip Sousa

(paragraph 6)

6.
A.
True

(paragraph 4)

7.
D.
All of the above are correct.

(paragraph 2)

8.
B.
False

(paragraph 7)

9.
D.
All of the above are correct.

(paragraph 3)

10.
C.
flat key.

(paragraph 3)

LESSON 2

THE FIRST STRAIN

OVERVIEW

LESSON DESCRIPTION:

In this lesson you will learn the form and analysis of the first strain of the American military march.

LESSON OBJECTIVE:

ACTION:
You will:


1.
analyze first strain form.


2.
analyze first strain harmony.


3.
analyze first strain melody.


4.
analyze first strain countermelody.

CONDITION:
Given the information in this lesson.

STANDARD:
In accordance with the information given in this lesson.

INTRODUCTION

The first major section of a march is the first strain.  The first strain sets the mood for the entire march.  This is done through an energetic melody written over a harmony that is simple and somewhat static.  The harmonic rhythm is slow in contrast to the melodic rhythm which is rather active.  John Philip Sousa's marches Semper Fidelis (Figure 2-1) and The Thunderer (Figure 2-2) are used as examples throughout this lesson.  Notice the first strain sections, which are highlighted, in each example.
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Figure 2-1.  Semper Fidelis.(continued next page)
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Figure 2-1.  (continued next page)
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Figure 2-1.  (continued next page)
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Figure 2-1.  Semper Fidelis.
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Figure 2-2.  The Thunderer.
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Figure 2-2.  (continued next page)
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Figure 2-2.  (continued next page)
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Figure 2-2.  (continued next page)

PART A -- FORM

1.
First Strain Form.  The first strain of a march consists of sixteen measures which are repeated. The first strain normally contains a first and second ending.  Semper Fidelis shows the form of the first strain (Figure 2-3).
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Figure 2-3.  First Strain Form.

2.
First Strain Periods and Phrases.

a.
The sixteen measures of the first strain can be divided intotwo periods.  Each period contains eight measures.In the first strain of Semper Fidelis(Figure 2-4), the first period includes measures 1 through 8.The second period includes measures 9 through 16.
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Figure 2-4.  First Strain Periods.

b.
Each period consists of two phrases.  Each phrase contains four measures.  The first strain of Semper Fidelis (Figure 2-5) shows the two phrases of the first period.  The first phrase includes measures 1 through 4.  The second phrase includes measures 5 through 8.
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Figure 2-5.  Two Phrases First Period.

NOTE:
You can read page 8, Chapter 2, of TC 12-42 (Basic Harmony) to obtain more information on form.  You can also take subcourse MU 4214, Form.

c.
The first strain of  Semper Fidelis  (Figure 2-6) contains four phrases.  The first phrase includes measures 1 through 4.  The second phrase includes measures 5 through 8.  The third phrase includes measures 9 through 12.  The fourth phrase includes measures 13 through 16.
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Figure 2-6.  Four Phrases of First Strain.

PART B--HARMONY

3.
First Strain Harmony.  The harmony of the first strain is simple. The first strain normally uses only tonic harmony (I chords) and dominant harmony (V chords, V7 chords, and V7 of V chords).  Subdominant harmony and secondary triads are seldom used.  The harmonic rhythm of the first strain is slow, with a single chord sustained for several measures.  Figure 2-7 shows the harmonic analysis of the first strain of The Thunderer.
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Figure 2-7.  First Strain Harmonic Analysis.

a.
The first phrase of Figure 2-7 (measures 1 through 4) uses four measures of tonic harmony (I chords).

b.
The second phrase of Figure 2-7 (Measures 5 through 8) uses two measures of dominant harmony (V7 chords) and two measures of tonic harmony (I chords).

c.
The third phrase of Figure 2-7 (measures 9 through 12) uses the same harmony as the first phrase.

d.
The fourth phrase of Figure 2-7 (measures 13 through 16) uses two measures of dominant harmony (V7 of V chords), one measure of dominant harmony (V chord), and one measure of tonic harmony (I chord).

NOTE:
You can read TC 12-42, Basic Harmony to obtain more information on harmony.  You can also take subcourse MU 3322, Chord Progression.

PART C--MELODY

4.
First Strain Melody.  The first strain melody is energetic, lively, and rhythmically active.  It is exciting and sets the mood of the march.  The melody supplies the color and interest over the simple and repetitive harmony and rhythm.

5.
Characteristics of Melody.  March melodies are simple and tonal. They are usually based on a rhythmic or melodic motif.

a.
The Thunderer (Figure 2-8) uses a rhythmic motif of whole note, quarter note, quarter rest, quarter note,quarter rest.  The motif is stated, in one form or another, a total of seven times in the first strain.
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Figure 2-8.  Rhythmic Motif.

b.
The Thunderer (See Figure 2-8) also has a melodic motif of a recurring major sixth interval between the whole note and the quarter note over measures 1 and 2; 5 and 6; 7 and 8; and 9 and 10.

6.
Melodic Periods and Phrases.  In most marches, the two periods in the first strain are parallel.  The first and third phrases are identical.  The second and fourth phrases are similar, but not always identical.  The fourth phrase is slightly different than the second phrase.  The fourth phrase requires more motion as it moves toward the second strain of the march.

7.
Basic Forms of Melody.  The two basic forms of the first strain melody are parallel periods with parallel phrases and parallel periods with contrasting phrases.

8.
Parallel Periods With Parallel Phrases.

a.
This is the most simple form. It is usually based on a four measure rhythmic pattern. The second phrase usually starts a step lower than the first phrase.  The first strain of The Thunderer contains parallel periods with parallel phrases.

b.
The first and second phrases form a period consisting of parallel phrases.  The third and fourth phrases form a period consisting of parallel phrases.

NOTE:
Refer back to paragraphs 2b and 2c for a description of periods and phrases.

c.
In The Thunderer (Figure 2-9), the note in the first measure of the second phrase (measure 5) is one wholestep lower than the note in the first measure of the first phrase (measure 1).
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Figure 2-9.  Whole Step Difference Between Phrases.

d.
In The Thunderer (Figure 2-10), the first measure of the first period (measure 1) and the first measure of the second period (measure 9) both contain the same note.
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Figure 2-10.  Parallel Phrases.

9.
Parallel Periods With Contrasting Phrases.

a.
This form emphasizes the periods and lends itself to eight measure phrasing.  The first strain of Sousa's march Semper Fidelis contains parallel periods with contrasting phrases.

b.
The first and second phrases form a period consisting of contrasting phrases.  The third and fourth phrases form a period consisting of contrasting phrases.

NOTE:
Refer back to paragraphs 2b and 2c for a description of periods and phrases.

c.
In Semper Fidelis (Figure 2-11), phrase one (measures 1 through 4) and phrase three (measures 9 through 12) are parallel.
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Figure 2-11.  Parallel First and Third Phrases.

d.
In Semper Fidelis (Figure 2-12), phrase two (measures 5 through 8) and four (measures 13 through 16) are contrasting.
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Figure 2-12.  Contrasting Second and Fourth Phrases.

PART D COUNTERMELODY

10.
First Strain Countermelodies.  Countermelodies are construct​ed to complement the melody.  When the melody is active, the countermelody sustains. When the melody sustains, the counter​melo​dy is active.  Countermelodies normally occur in the first strain of a march.  First strain countermelodies generally use scalewise runs at the divided beat over long duration notes.  These runs can be diatonic or chromatic. First strain counterme​lodies normally do not use notes shorter than the divided beat. 

11.
The repeat of the first strain of The Thunderer contains a simple countermelody (Figure 2-13). 
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Figure 2-13.  Countermelody in First Strain.

LESSON 2

PRACTICE EXERCISE

The following items will test your understanding of the material covered in this lesson.  There is only one answer for each item. When you have completed the exercise, check your answers with the answer key that follows.  If you answer any item incorrectly, review that part of the lesson which contains the portion involved. 

1.
The harmonic rhythm of the first strain is active compared to the melodic rhythm which is rather static.

A.
True
B.  False

2.
The sixteen measures of the first strain can be divided into how many periods?

A.
two

B.
four

C.
eight

D.
None of the above are correct.

3.
Which of the following statements is true?

A.
The harmony of the first strain normally uses only tonic harmony.

B.
The first strain always uses subdominant harmony.

C.
The first strain normally uses tonic and dominant harmony.

D.
The first strain normally uses secondary triads.

4.
March melodies are usually based on a rhythmic or melodic motif.

A.
True
B.  False

5.
In the first strain of most marches, the second and fourth phrases are 

A.
contrasting.

B.
similar.

C.
identical.

D.
None of the above are correct.

6.
Which of the following statements is NOT true?

A.
Countermelodies are constructed to complement the melody.

B.
First strain countermelodies generally use scalewise runs at the divided beat over long duration notes.

C.
When the melody sustains, the countermelody also sustains.

D.
First strain countermelodies normally do not use notes shorter than the divided beat.

7.
The first strain melody can consist of two basic forms.

A.
True
B.  False

8.
In the first strain of most marches, the first and third phrases are what kind?

A.
similar.

B.
contrasting.

C.
identical.

D.
None of the above are correct.

9.
The first strain sets the mood for the entire march.

A.
True
B.  False

10.
Parallel periods with parallel phrases is the most simple form of the first strain melody.

A.
True
B.  False

LESSON 2

PRACTICE EXERCISE

ANSWER KEY AND FEEDBACK

Item
Correct Answer and Feedback

1.
B.
False

(Introduction)

2.
A.
two

(paragraph 2a)

3.
C.
The first strain normally uses tonic and dominant harmony.

(paragraph 3)

4.
A.
True

(paragraph 5)

5.
B.
similar.

(paragraph 6)

6.
C.
When the melody sustains, the countermelody also sustains.

(paragraph 10)

7.
A.
True

(paragraph 7)

8.
C.
identical.

(paragraph 6)

9.
A.
True

(Introduction)

10.
A.
True

(paragraph 8a) 

LESSON 3

THE SECOND STRAIN

OVERVIEW

LESSON DESCRIPTION:

In this lesson you will learn the form and analysis of the second strain of the American military march.

LESSON OBJECTIVE:

ACTION:
You will:


1.
analyze second strain form.


2.
analyze second strain harmony.


3.
analyze second strain melody.


4.
analyze second strain countermelody.

CONDITION:
Given the information in this lesson.

STANDARD:
In accordance with the information given in this lesson.

INTRODUCTION

The next major section of the march is the second strain.  The second strain contrasts the first strain.  The melody of the second strain is broad and powerful, but more static than the melody of the first strain.  The harmony of the second strain is simple, but more colorful than the harmony of the first strain.  The harmonic rhythm of the second strain is more active in contrast to its slow melodic rhythm.  John Philip Sousa's marches Semper Fidelis (Figure 3-1) and The Thunderer (Figure 3-2) are used as examples throughout this lesson.  Notice the second strains of each example.
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Figure 3-1.  (continued next page)
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Figure 3-1.  (continued next page)
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Figure 3-1.  (continued next page)
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Figure 3-1.  Semper Fidelis.
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Figure 3-2.  (continued next page)
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Figure 3-2.  (continued next page)
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Figure 3-2.  (continued next page)
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Figure 3-2.  The Thunderer.

PART A FORM

1.
Second Strain Form.The second strain of a march consists of sixteen measures which are repeated.  The second strain normal​ly contains a first and second ending.  Semper Fidelis shows the form of the second strain (Figure 3-3).
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Figure 3-3.  Second Strain Form.

2.
Second Strain Periods and Phrases. 

a.
The second strain can be divided into two periods.  Each period contains eight measures.  In the second strain of Semper Fidelis (Figure 3-4), the first period includes measures 1 through 8.  The second period includes measures 9 through 16.
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Figure 3-4.  Second Strain Periods.

b.
Each period consists of two phrases.  Each phrase contains four measures.  Figure 3-5 shows the two phrases of the first period. In the second strain of Semper Fidelis, the first phrase includes mea​sures 1 through 4.  The second phrase includes measures 5 through 8.
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Figure 3-5.  Two Phrases of First Period.

c.
The second strain of Semper Fidelis contains four phrases (Figure 3-6).  The first phrase includes measures 1 through 4.  The second phrase includes measures 5 through 8.  The third phrase includes measures 9 through 12.  The fourth phrase includes measures 13 through 16.
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Figure 3-6.  Four Phrases of Second Strain.

PART B HARMONY

3.
Second Strain Harmony.  The harmony of the second strain is usually more active than the harmony of the first strain.  The basic tonic harmony (I chords) and dominant harmony (V chords) is used.  Subdominant harmony (IV chords) can also be used.  The harmonic rhythm of the second strain is faster than the harmonic rhythm of the first strain.  Figure 3-7 shows the harmonic analysis of the second strain.
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Figure 3-7.  Second Strain Harmonic Analysis.

a.
The first phrase of Figure 3-7 (measures 1 through 4) uses one measure of tonic harmony (I chord) followed by one measure of subdominant harmony (IV chord).  The third and fourth measures of the first phrase use tonic harmony (I chords).  

b.
The second phrase of Figure 3-7 (measures 5 through 8) uses two measures of dominant harmony (V chords) fol​lowed by one measure of tonic harmony (I chord).  The fourth measure of the second phrase uses both tonic harmony and dominant harmony (I and V chords).

c.
The third phrase of Figure 3-7 (measures 9 through 12) uses one measure of tonic harmony (I chord) followed by two measures of subdominant harmony (IV chords).  The fourth measure of the third phrase uses an augmented sixth chord (German sixth chord) which resolves to the I  chord in the first measure of the fourth phrase.

d.
The fourth phrase of the second strain must either lead the strain back to dominant harmony or cadence in tonic harmony to prepare for the modulation to the trio.  The fourth phrase of Figure 3-7 (measures 13 through 16) uses one measure of tonic harmony (I chord) followed by another measure of tonic harmony (I6 chord).  The last two measures of this phrase use tonic harmony which returns (through the first ending) to the repeat of the second strain and ends the second strain in the second ending. 

4.
Surprise Chords.  A notable harmonic aspect of the second strain is the chord which usually occurs in the first measure of the fourth phrase.  This chord is easily recognized because it is long in duration, heavily accented at an intense dynamic level, and has many accidentals that are foreign to the key signature.  This chord provides sub​dominant harmony within the cadence of the phrase.  Frederick Fennell calls it a "strategically and star​tlingly placed chord to surprise the average listener".  There are two common options for this "surprise" chord, the German Sixth chord and the sharp-ivdim7 chord.

a.
The German Sixth Chord.  To understand the construction of the German sixth chord, think of this chord as an enharmonic spelling of a flatVI7 chord.  This chord strengthens the tendency to resolve to tonic harmony and normally progresses to a I 6/4 chord as part of a cadence to tonic harmony.  Figure 3-8 shows a German sixth chord spelled enharmonically as a flat-VI7 chord in the key of C major.
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Figure 3-8.  German Sixth Chord Spelled as flat-VI7 Chord.

b.
The sharp-ivdim7 Chord.  This chord can also be used as a surprise chord.  It shares three common tones with the German Sixth chord and is similar in sound and func​tion.  Figure 3-9 shows the comparison between the German sixth chord (spelled as a flatVI7 chord) and the sharpivdim7 chord in the key of C major.  The only notes that are different are the A  of the sharp-ivdim7 chord and the A-flat of the flat-VI7 chord.
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Figure 3-9.  Sharp-ivdim7 Chord/German Sixth Chord Comparison.  

c.
The purpose of these surprise chords is to lead the harmony to a cadential I  chord.  Figure 3-10 shows the resolution of the German Sixth chord and the sharp-ivdim7 chord to a I  chord in the key of C major.
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Figure 3-10.  Resolution of Surprise Chords to I  Chords.

PART C MELODY

5.
Second Strain Melody.  The second strain melody is more powerful, weighty and rhythmically static than the first strain.  To increase its power, the melody is often written in the bass or tenor voices of the band or in octaves in the upper voices.  The second strain melody is usually marked with accents to emphasize the power of the melody.  

6.
Characteristics of Melody.  Second strain melodies are less active than first strain melodies.  Semper Fidelis shows this characteristic of the second strain melody (Figure 3-11).  
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Figure 3-11.  Second Strain Melody.

7.
Melodic Periods and Phrases.  The two periods in the second strain melody are normally contrasting, although the similarity between the first and third phrases gives the feeling of parallel peri​ods.  The melodic form of the second strain is less rigid than the melodic form of the first strain.

8.
Basic Forms of the Melody.

a.
The most common form of the melody occurs when the first and third phrases are parallel and the second and fourth phrases are contrasting.  The second strain of Semper Fidelis contains two parallel phrases and two contrasting phrases.

b.
The first and second phrases form a period consisting of contrasting phrases.  The third and fourth phrases form a period consisting of contrasting phrases.

NOTE:
Refer back to paragraphs 2b and 2c for a description of periods and phrases.

c.
In Semper Fidelis (Figure 3-12), the first phrase (measures 1 through 4) and the third phrase (measures 9 through 12) are parallel. 
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Figure 3-12.  Parallel First and Third Phrases.  

d.
In Semper Fidelis (Figure 3-13), the second phrase (measures 5 through 8) and the fourth phrase (measures 13 through 16) are contrasting phrases which contrast the first and third phrases.
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Figure 3-13.  Contrasting Second and Fourth Phrases.

PART D COUNTERMELODY

9.
Second Strain Countermelodies.  As in the first strain, the second strain may have a countermelody which complements the melo​dy.  Since the second strain melody is less active than the first strain melody, the second strain countermelody is extremely active.  Since the second strain melody is often written in the tenor or bass voices, the countermelody is usually written in the upper voices as an obbligato line.  The repeat of the second strain of The Thunderer has such a counterm​elody in the high woodwind voices (Figure 3-14).
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Figure 3-14.  (continued next page)
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Figure 3-14.  Second Strain Countermelody.

LESSON 3

PRACTICE EXERCISE

The following items will test your understanding of the material covered in this lesson.  There is only one correct answer for each item.  When you have completed the exercise, check your answers with the answer key that follows.  If you answer any item incorrectly, review that part of the lesson which contains the portion involved.

1.
The melody of the second strain is broad and powerful, but more static than the melody of the first strain.

A.
True
B.  False

2.
The second strain consists of how many phrases.

A.
two

B.
four

C.
six

D.
eight

3.
The second strain consists of sixteen measures which are repeated.

A.
True
B.  False

4.
The surprise chord normally occurs in the 

A.
fourth measure of the first phrase.

B.
fourth measure of the second phrase.

C.
first measure of the third phrase.

D.
first measure of the fourth phrase.

5.
The flat VI7 chord can be used as a surprise chord in the second strain.

A.
True
B.  False

6.
To increase its power, the second strain melody is often written in the 

A.
soprano or alto voices of the band.

B.
tenor or bass voices of the band.

C.
soprano voice as an obbligato line.

D.
None of the above are correct.

7.
Which of the following statements is true?

A.
The two periods in the second strain melody are contrasting.

B.
The melodic form of the second strain is less rigid than the melodic form of the first strain.

C.
The most common form of the second strain melody occurs when the first and third phrases are parallel and the second and fourth phrases are contrasting.

D.
All of the above are correct.

8.
The second strain countermelody is usually written in the upper voices as an obbligato line.

A.
True
B.  False

9.
The harmony of the second strain can use which of the following types of harmony?

A.
Tonic

B.
Dominant

C.
Subdominant

D.
All of the above are correct.

10.
The harmonic rhythm of the second strain is slower than the harmonic rhythm of the first strain.

A.
True
B.  False

LESSON 3 

PRACTICE EXERCISE

ANSWER KEY AND FEEDBACK

Item
Correct Answer and Feedback

1.
A.
True

(Introduction)

2.
B.
four

(paragraph 2c)

3.
A.
True

(paragraph 1a)

4.
D.
first measure of the fourth phrase.

(paragraph 4)

5.
A.
True

(paragraph 4a)

6.
B.
tenor or bass voices of the band.

(paragraph 5)

7.
D.
All of the above are correct.

(paragraphs 7 and 8a)

8.
A.
True

(paragraph 9)

9.
D.
All of the above are correct.

(paragraph 3)

10.
B.
False

(paragraph 3)

LESSON 4

INTRODUCTIONS

OVERVIEW

LESSON DESCRIPTION:

In this lesson you will learn the form and analysis of the march introduction and the trio introduction of the American military march.

LESSON OBJECTIVE:

ACTION:
You will:


1.
analyze introduction form.


2.
analyze introduction harmony.


3.
analyze introduction melodic themes.


4.
analyze introduction scoring techniques.

CONDITION:
Given the information in this lesson.

STANDARD:
In accordance with the information given in this lesson.

INTRODUCTION

The introduction sets the character of the march.  It can use material taken from the first or second strains of the march to provide thematic unity.  For this reason, the introduction is normally the last section written.  Trio introductions serve the same purpose in establishing the character of the trio.  All march introductions must have rhythmic unity.  This is accomplished through the use of block chords, unison (or octave) doubling, or contrary motion between voices.  All voices have similar, if not identical, rhythm.  Henry Fillmore's march  Americans We (Figure 4-1), John Philip Sousa's marches Washington Post March (Figure 4-2), The Thunderer (Figure 4-3), and Semper Fidelis (Figure 4-4), and E.E. Bagley's march National Emblem (Figure 4-5) are used as examples throughout this lesson.  Notice the introduction sections in each example. 
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Figure 4-1.  (continued next page)
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Figure 4-1.  (continued next page)
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Figure 4-1.  (continued next page)
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Figure 4-1.  Americans We.
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Figure 4-2.  (continued next page)
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Figure 4-2.  (continued next page)
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Figure 4-2.  Washington Post.
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Figure 4-3.  (continued next page)
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Figure 4-3.  (continued next page)
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Figure 4-3.  (continued next page)
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Figure 4-3.  The Thunderer.
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Figure 4-4.  (continued next page)
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Figure 4-4.  (continued next page)

[image: image54.png]‘Qéﬁé@ba@@ﬁ]%

i e
gg i 4 ﬁ{ﬁ%&?ﬂ





Figure 4-4.  (continued next page)
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Figure 4-4.  Semper Fidelis.
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Figure 4-5.  (continued next page)
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Figure 4-5.  (continued next page)
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Figure 4-5.  National Emblem.

PART A FORM

1.
Introduction Form.  Most march intrductions are four or eight measures long.  Because of their short length, introductions are not divided into phrases.

2.
Thematic Material.

a.
March Introductions.  A march introduction, like intro​ductions to other types of music, can use materi​al found within the composi​tion or can use non-related material.  When taken from within the march, this materi​al is usually taken from the first or second strains.

b.
A simple march introduction is to use the fourth phrase of the second strain.  This method of writing an introduction gives the march unity.  Americans We (Figure 4-6) shows the fourth phrase of the second strain used as an introduction. 
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Figure 4-6.  Introduction Using Fourth Phrase.

NOTE:
The fourth phrase can be slightly varied in the introduction. 

c.
Trio Introductions.  Unlike march introductions, trio introductions are not derived from themes used in the trio.  They use non-related material almost exclusively.  The most important function of the trio introduction is to establish the new tonal center of the trio.

(1)
The introduction to the trio of Semper Fidelis (Figure 4-7) uses an eight measure drum solo to separate the trio from the second strain.  This separation prepares the ear for the new key of F major.  The use of the drum solo prepares the listener for the martial trumpet melody that follows.
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Figure 4-7.  Drum Solo Introduction.

(2)
The introduction to the trio of National Emblem (Figure 4-8), although only two measures in length, firmly establishes the tonal center of A-flat major by the repeated use of the block tonic chord.
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Figure 4-8.  Trio Introduction Using Block Chords.

PART B--HARMONY

3.
Introduction Harmony. 

a.
March Introduction Harmony.  The introduction must have a progression that moves the march toward the first strain.  Washington Post March (Figure 4-9) has an introduction based upon one dominant (V) chord. 
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Figure 4-9.  March Introduction Based on Dominant Chord.

b.
Trio Introduction Harmony.  The purpose of the harmony of the trio introduction is to establish the new key of the trio.  National Emblem (Figure 4-10) repeats a block tonic (I) chord in the key of A-flat major to establish the new key.
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Figure 4-10.  Trio Introduction Harmony.

PART C MELODY

4.
Scoring Introductions.  There are three basic scoring tech​niques for march introductions: block chords, unison/octaves, and con​trary motion lines. 

a.
Block Chords.  Americans We (Figure 4-11) starts with block chords built upon tonic (I) harmony and progresses to a dominant (V) chord in 
measure 4.  Trio introductions also use this technique.
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Figure 4-11.  March Introduction Using Block Chords.

NOTE:
The trio introduction in Figure 4-10 uses block chords.

b.
Unison/Octaves.  Washington Post March (Figure 4-12) uses an introduction in octaves. The quarter note/  eighth note rhythm brings out the long/short feel of  6/8.  Trio introductions also use this scoring technique.
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Figure 4-12.  March Introduction Using Unison/Octaves.

c.
Contrary Motion.  The Thunderer (Figure 4-13) uses a simple contrary motion line for its introduction.  Trio introductions also use this scoring technique.
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Figure 4-13.  March Introduction Using Contrary Motion.

LESSON 4

PRACTICE EXERCISE

The following items will test your understanding of the material covered in this lesson.  There is only one correct answer for each item.  When you have completed the exercise, check your answers with the answer key that follows.  If you answer any item incorrectly, review that part of the lesson which contains the portion involved.

1.
Which of the following statement is true?

A.
The introduction sets the character of a march.

B.
March introductions must have rhythmic unity.

C.
All voices in the introduction have similar, if not identical, rhythm.

D.
All of the above are correct.

2.
March introductions are eight to twelve measures long.

A.
True
B.  False

3.
Trio introductions can use which of the following scoring techniques?

A.
Block chords

B.
Unison/octaves

C.
Contrary motion

D.
All of the above are correct.

4.
March introductions use material taken from within the trio.

A.
True
B.  False

5.
A simple march introduction is to use the

A.
first phrase of the first strain.

B.
fourth phrase of the first strain.

C.
fourth phrase of the second strain.

D.
first phrase of the second strain.

6.
The most important function of the trio introduction is to establish the new tonal center of the trio.

A.
True
B.  False

7.
March introductions are usually divided into how many phrases?

A.
two

B.
three

C.
four

D.
None of the above are correct.

8.
The harmony of the march introduction must be a progression that moves toward the first strain.

A.
True
B.  False

9.
Trio introductions are derived from which of the following?

A.
themes used within the trio.

B.
non-related material.

C.
Both A and B are correct.

D.
Neither A nor B is correct.

10.
The introduction of a march is normally the first section to be written.

A.
True
B.  False

LESSON 4

PRACTICE EXERCISE

ANSWER KEY AND FEEDBACK

Item
Correct Answer and Feedback

1.
D.
All of the above are correct.

(Introduction)

2.
B.
False

(paragraph 1)

3.
D.
All of the above are correct.

(paragraph 4)

4.
B.
False

(paragraph 2a)

5.
C.
fourth phrase of the second strain.

(paragraph 2b)

6.
A.
True

(paragraph 2c)

7.
D.
None of the above are correct.

(paragraph 1)

8.
A.
True

(paragraph 3a)

9.
B.
non-related material.

(paragraph 2c)

10.
B.
False

(Introduction)

LESSON 5

THE TRIO

OVERVIEW

LESSON DESCRIPTION:

In this lesson you will learn the form and analysis of the trio and the double trio of the American military march.

LESSON OBJECTIVE:

ACTION:
You will:


1.
analyze trio form.


2.
analyze trio harmony.


3.
analyze trio melody.

CONDITION:
Given the information in this lesson.

STANDARD:
In accordance with the information given in this lesson.

INTRODUCTION

The third major section of the march form is the trio.  The trio is sometimes referred to as the main melody of a march.  The trio is slow, lyrical, and flowing in contrast to the first and second strains.  The melodic rhythm is slow in contrast to the first strain.  The harmonic rhythm of the trio is slow in contrast to second strain. E.E. Bagley's march National Emblem (Figure 5-1) and John Philip Sousa's march The High School Cadets (Figure 5-2) are used as examples throughout this lesson.  Notice the trio sections of each example.
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Figure 5-1.  (continued next page)
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Figure 5-1.  (continued next page)
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Figure 5-1.  National Emblem.
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Figure 5-2.  (continued next page)
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Figure 5-2.  The High School Cadets.

PART A FORM

1.
The trio consists of either thirty-two measures which are repeated (basic trio), or two sixteen-measure sections, both of which are repeated (double trio).  

a.
Bagley's march National Emblem (Figure 5-3) shows the basic trio form. 

[image: image72.png]



Figure 5-3.  (continued next page)
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Figure 5-3.  Basic Trio Form.

b.
Sousa's march High School Cadets (Figure 5-4) shows the double trio form.
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Figure 5-4.  (continued next page)
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Figure 5-4.  Double Trio.

NOTE:
 Some trios have introductions.  For the purposes of this subcourse, introductions to trios are treated in the same manner as introductions to the march (See Lesson 4).  Although they are preparatory material for the trio, they are separate from the trio in form, harmony, and purpose.

2.
Trio Periods and Phrases. 

a.
Both the basic trio form and the double trio form can be divided into four peri​ods.  Each period contains eight measures.  In the trio of National Emblem (Figure 5-5), the first period includes measures 1 through 8.  The second period includes measures 9through 16.  The third period includes measures 17 through 24.  The fourth period includes measures 25 through 32.
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Figure 5-5.  Trio Periods.

b.
Each period consists of two phrases.  Each phrase con​tains four measures.  Figure 5-6 shows the four phrases that make up two of the periods contained in the trio of The High School Cadets.  The first phrase includes measures 1 through 4.  The second phrase includes measures 5 through 8.  The third phrase includes measures 9 through 12.  The fourth phrase includes measures 13 through 16.
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Figure 5-6.  Phrases in Periods.

c.
The trio of National Emblem (Figure 5-7) contains eight phrases. The first phrase includes mea​sures 1 through 4.  The second phrase includes measures 5 through 8.  The third phrase includes measures 9 through 12.  The fourth phrase includes measures 13 through 16.  The fifth phrase includes measures 17 through 24.  The sixth phrase includes measures 25 through 28.  The eighth phrase includes measures 29 through 32.
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Figure 5-7.  Eight Phrases of Trio.

PART B HARMONY

3.
Trio Harmony.  Trio harmony is usually very simple.  The trio is written in the subdominant of the original key of the march. The trio is broad in nature and its harmonic rhythm is usually slow. A chord can sustain six to eight measures.  Almost any tonal harmonic progression with slow harmon​ic rhythm can be used in a trio.  Figure 5-8 shows the harmonic analysis of the trio of The High School Cadets.
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Figure 5-8.  (continued next page)
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Figure 5-8.  Harmonic Analysis of Trio.

a.
The first phrase of Figure 5-8 (measures 1 through 4) uses four measures of tonic harmony (I chords).

b.
The second phrase of Figure 5-8 (measures 5 through 8) uses one measure of tonic function harmony (vi chord) followed by one measure of subdominant function harmony (ii).  The third measure uses both tonic harmony (I  chord) and a passing diminished chord followed by one measure of dominant harmony (V7 chord).

c.
The third phrase of Figure 5-8 (measures 9 through 12) uses four measures of tonic harmony (I chords).

d.
The fourth phrase of Figure 5-8 (measures 13 through 16) uses one measure of tonic function harmony (vi chord) followed by one measure of subdominant function harmony (ii chord).  The third measure uses dominant harmony (V chord) followed by one measure of tonic harmony (I chord).

e.
The fifth phrase of Figure 5-8 (measures 17 through 20) uses three measures of tonic harmony (I chords) followed by one measure of dominant harmony (V chord).

f.
The sixth phrase of Figure 5-8 (measures 21 through 24) uses two measures of dominant function harmony (vii7(flat5) chords).  The third measure uses dominant harmony (V7 chord) followed by one measure of tonic harmony (I chord). 

g.
The seventh phrase of Figure 5-8 (measures 25 through 28) uses three measures of tonic harmony (I chords) followed by one measure of subdominant function harmony (ii chord).

h.
The eighth phrase of Figure 5-8 (measures 26 through 32) uses one measure of subdominant function harmony (ii chord) followed by one measure of tonic harmony (I  chord).  The third measure uses dominant harmony (V chord) followed by one measure of tonic harmony (I chord).

PART C MELODY

4.
Trio Melody.  Trio melodies are smooth and lyrical in con​trast to the first and second strains.  Trio melodies are harmon​ically and rhythmically static in contrast to the second strain.    

5.
Characteristics of Melody.  Trio melodies are simple. The melody is centered around long duration notes.  There is usually little melodic rhythmic activity in the trio.  The trio melody of National Emblem  (Figure 5-9) contains whole notes which are tied to other notes.  The quarter note fig​ures then return to the long notes. The quarter notes are used to smooth out the melodic line between the long notes.  The long notes are empha​sized, which gives the trio melody a feeling of broadness.
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Figure 5-9.  (continued next page)

[image: image82.png]



Figure 5-9.  Trio Melody.

6.
Basic Forms of Melody.  The trio melody can consist of either parallel periods with contrasting phrases or parallel periods with parallel phrases.

7.
Parallel Periods With Contrasting Phrases.

a.
The first sixteen measures of the trio in National Emblem contain parallel periods with contrasting phrases.

b.
Phrases one and two form a period consisting of contrasting phrases.  Phrases three and four form a period consisting of contrasting phrases.

NOTE:
Refer back to paragraphs 2b and 2c for a description of periods and phrases.

c.
In the first sixteen measures of the trio in NationalEmblem (Figure 5-10), phrases one (measures 1 through 4) and three (measures 9 through 12) are parallel.
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Figure 5-10.  Parallel First and Third Phrases.

d.
In the first sixteen meaures of the trio in National Emblem (Figure 5-11), phrases two (measures 5 through 8) and four (measures 13 through 16) are parallel phrases which contrast phrases one and three.
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Figure 5-11.  Contrasting Second and Fourth Phrases. 

8.
Parallel Periods With Parallel Phrases.

a.
The trio in The High School Cadets is a double trio.  Each section of the trio contains parallel periods with parallel phrases.

b.
The first and second phrases form a period consisting of parallel phrases.  The third and fourth phrases form a period consisting of parallel phrases.

NOTE:
Refer back to paragraphs 2b and 2c for a description of periods and phrases.

c.
In the trio of The High School Cadets (Figure 5-12), phrases one (measures 1 through 4) and three (measures 9 through 12) are parallel. 
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Figure 5-12.  Parallel First and Second Phrases.

NOTE:
Figures 5-12 and 5-13 show the first section of the trio in The High School Cadets.

d.
In The Hgh School Cadets (Figure 5-13), phrases two (measures 5 through 8) and four (measures 13 through 16) are parallel.
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Figure 5-13.  Parallel Second and Fourth Phrases.

LESSON 5

PRACTICE EXERCISE

The following items will test your understanding of the material covered in this lesson.  There is only one correct answer for each item.  When you have completed the exercise, check your answers with the answer key that follows.  If you answer any item incorrectly, review that part of the lesson which contains the portion involved.

1.
Trios can be divided into how many periods?

A.
two

B.
four

C.
six

D.
eight

2.
The trio is written in the submediant of the original key of the march.

A.
True
B.  False

3.
Which of the following statements is true?

A.
The trio is slow, lyrical, and flowing in contrast to the first and second strains.

B.
The melodic rhythm of the trio is slow in contrast to the first strain.

C.
The harmonic rhythm is slow in contrast to the second strain.

D.
All of the above are correct.

4.
The basic trio form consists of which of the following?

A.
sixteen measures which are repeated.

B.
two sixteen-measure sections, both of which are repeated.

C.
thirty-two measures which are repeated.

D.
None of the above are correct. 

5.
The trio consists of how many phrases?

A.
four

B.
eight

C.
twelve

D.
sixteen

6.The trio melody can consist of which of the following forms?

A.
Parallel periods with parallel phrases

B.
Parallel periods with contrasting phrases

C.
Both A and B are correct.

D.
Neither A nor B is correct.

7.
Long duration notes are used to give the trio a feeling of broadness.

A.
True
B.  False

8.
The double trio form consists of which of the following?

A.
four eight-measure sections, all of which are repeated.

B.
two sixteen-measure sections, both of which are repeated.

C.
thirty-two measures which are repeated.

D.
None of the above are correct.

9.
The trio is the_______ major section of a march?

A.
first

B.
second

C.
third

D.
fourth

10.
Almost any tonal harmonic progression with slow harmonic rhythm can be used in a trio.

A.
True
B.  False

LESSON 5

PRACTICE EXERCISE

ANSWER KEY AND FEEDBACK

Item
Correct Answer and Feedback

1.
B.
four

(paragraph 2a)

2.
B.
False

(paragraph 3)

3.
D.
All of the above are correct.

(Introduction)

4.
C.
thirty-two measures which are repeated.

(paragraph 1)

5.
B.
eight

(paragraph 2c)

6.
C.
Both A and B are correct.

(paragraph 6)

7.
A.
True

(paragraph 5)

8.
B.
two sixteen-measure sections, both of which are repeated.

(paragraph 1)

9.
C.
third

(Introduction)

10.
A.
True

(paragraph 3)

LESSON 6

THE EXTENDED TRIO

OVERVIEW

LESSON DESCRIPTION:

In this lesson you will learn the form and analysis of the extended trio (trio with dogfight strain) of the American military march.

LESSON OBJECTIVE:

ACTION:
You will:


1.
analyze extended trio form.


2.
analyze extended trio harmony.


3.
analyze extended trio melody.

CONDITION:
Given the information in this lesson.

STANDARD:
In accordance with the information given in this lesson.

INTRODUCTION

The extended trios contains a trio and a dogfight strain. The trio consists of thirty-two measures that are repeated as in other trios. This lesson will discuss only the dogfight section of the extended trio. Dogfights are used to add excitement and provide a more climactic ending to a march.  As the name implies, dogfights must be more powerful and rhythmically active than the trio.  Henry Fillmore's marches The Footlifter (Figure 6-1) and Americans We (Figure 6-2) and John Philip Sousa's march Washington Post March (Figure 6-3) are used as examples throughout this lesson.  Notice the dogfight sections,which are highlighted, in each example.
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Figure 6-1.  (continued next page)
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Figure 6-1.  (continued next page)
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Figure 6-1.  The Footlifter.
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Figure 6-2.  (continued next page)
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Figure 6-2.  (continued next page)
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Figure 6-2.  (continued next page)
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Figure 6-2.  Americans We.
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Figure 6-3.  (continued next page)
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Figure 6-3.  (continued next page)
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Figure 6-3.  Washington Post March.

PART A FORM

1.
The dogfight strain can be either a break strain or an interlude. Their function and use of the dogfight strain determines whether it is considered a break strain or an interlude.

2.
Break Strain Form.  A break strain occurs between a trio melody and a differently scored repeat of the trio melody.  Then the break strain and trio melody are repeated. This is the most common form of extended trio.

a.
The normal form for a break strain is sixteen measures.  Americans We (Figure 6-4) shows this form. 
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Figure 6-4.  Sixteen Measure Break Strain.

b.
Not all break strains are sixteen measures in length.  Washington Post  (Figure 6-5) has an eight measure break strain.
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Figure 6-5.  Eight Measure Break Strain.

3.
Break Strain Phrases.  Break strains can be divided into regular four measure phrases.  The first and second phrases are usually parallel.  In a sixteen measure break strain, the third and fourth phrases will use similar motives but are usually not parallel.

a.
The break strain in Americans We (Figure 6-6) has parallel first and second phrases (measures 1 through 4 and measures 5 through 8).
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Figure 6-6.  Parallel First and Second Phrases.

b.
The third and fourth phrases (mea​sures 9 through 12 and measures 13 through 16) of the break strain of Americans We (Figure 6-7) are based on a similar motif, but are not parallel.
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Figure 6-7.  Similar Third and Fourth Phrases.

4.
Interlude Form.  Interludes are normally twelve or sixteen measures in length.  The most common length is sixteen measures. Interludes occur between a trio melody and its repeat. Interludes are easy to identify.  The trio melody ends with a non-repeating first ending and a fine ending.  This is followed by the interlude.  There is a DS al Fine at the end of the interlude which returns to the trio melody (usually played this final time at a louder dynamic level).  The Footlifter (Figure 6-8) has a sixteen measure interlude.  
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Figure 6-8.  Sixteen Measure Interlude.

PART B HARMONY

5.
Break Strain and Interlude Harmony.  Break strain harmony and interlude harmony normally follow a simple pattern.  Americans We (Figure 6-9) uses a harmonic progression that is common to both the break strain and the interlude. 
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Figure 6-9.  Harmonic Progression of Break Strain.

a.
The first phrase of the break strain inFigure 6-9 (measures 1 through 4) begins on a V/vi chord and cadences on a vi chord.  This chromati​cally altered chord which is scored for accented full band is instriking contrast to the previous trio melody.

b.
The second phrase of the break strain in Figure 6-9 (measures 5 through 8) begins with a V/V chord and cadences on a V chord. The chord progression in the second phrase is identical to the first phrase  transposed down a step.

c.
The third phrase (measures 9 through 12) and the fourth phrase (measures 13 through 16) of the break strain in Figure 6-9 progress to the tonic harmony of the trio.

PART C MELODY

6.
Break Strain and Interlude Melody.  The most common characteristic of break strain and interlude melodies is the imitative treatment of extremely short motifs between widely different voices of the band.  Because of this, it is not possi​ble to classify one voice as a "prima​ry" melody and another voice as a "secondary" countermelody.

7.
Melodic Phrases.  Break strains and interludes can be divided into regular four measure phrases.

a.
In Americans We (Figure 6-10), the first phrase (measures 1 through 4) and the second phrase (measures 5 through 8) of the break strain are parallel. 
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Figure 6-10.  Parallel First and Second Phrases.

NOTE:
The second phrase of a break strain is normally a transposed first phrase.  The second phrase is often transposed down one whole step from the first phrase.

b.
In Americans We (Figure 6-11), the third phrase (measures 9 through 12) and the fourth phrase (measures 13 through 16) use similar material but are not paral​lel.
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Figure 6-11.  Similar Third and Fourth Phrases. 

LESSON 6

PRACTICE EXERCISE

The following items will test your understanding of the material covered in this lesson.  There is only one correct answer for each item.  When you have completed the exercise, check your answers with the answer key that follows.  If you answer any item incorrectly, review that part of the lesson which contains the portion involved.

1.
The dogfight strain is an extension of the second strain.

A.
True
B.  False

2.
The most common form of the extended trio is when

A.
a break strain occurs between the trio melody and a differently scored repeat of the trio melody.

B.
an interlude occurs between a trio melody and its repeat.

C.
the trio repeats three times.

D.
None of the above are correct.

3.
The second phrase of a break strain is normally transposed down one whole step from the first phrase.

A.
True
B.  False

4.
The dogfight strain used to

A.
add excitement to the march.

B.
provide a more climactic ending to the march.

C.
Both A and B are correct.

D.
Neither A nor B is correct.

5.
The interlude ends with a DS al Fine which returns to the first strain of the march.

A.
True
B.  False

6.
Break strain and interlude melodies both contain 

A.
one voice as a primary melody.

B.
one voice as a secondary countermelody.

C.
Both A and B are correct.

D.
Neither A nor B is correct.

7.
The dogfight strain must be more powerful and rhythmically active than the trio.

A.
True
B.  False

8.
The normal form for a break strain is

A.
eight measures.

B.
twelve measures.

C.
sixteen measures.

D.
twenty-four measures.

9.
Break strains and interludes can be divided into 

A.
regular four measure phrases.

B.
regular eight measure phrases.

C.
two periods.

D.
None of the above are correct.

10.
The most common characteristic of break strain and interlude melodies is the imitative treatment of extremely short motifs between widely different voices of the band.

A.
True
B.  False

LESSON 6

PRACTICE EXERCISE

ANSWER KEY AND FEEDBACK

Item
Correct Answer and Feedback

1.
B.
False

(Introduction)

2.
A.
a break strain occurs between the trio melody and a differently scored repeat of the trio melody.

(paragraph 2)

3.
A.
True

(paragraph 7a NOTE)

4.
C.
Both A and B are correct.

(Introduction)

5.
B.
False

(paragraph 4)

6.
D.
Neither A nor B is correct.

(paragraph 6)

7.
A.
True

(Introduction)

8.
C.
sixteen measures.

(paragraph 2a)

9.
A.
regular four measure phrases.

(paragraph 7)

10.
A.
True

(paragraph 6)
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