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ABSTRACT 

THE WIND BAND MUSIC OF MARK CAMPHOUSE: A STUDY OF TWELVE OF 

HIS MUSICAL COMPOSITIONS, HIS CHARACTERISTIC SOUND, AND THE 

INSPIRATION BEHIND HIS WORKS 

Lisa C. Eckstein, DMA 

George Mason University, 2020 

Dissertation Director: Dr. Charles R. Ciorba 

 

This dissertation discusses compositional techniques used by Mark Camphouse in the 

twelve of his published pieces that he believes are his best and most important. These 

techniques define his overall characteristic sound and are identified through comparisons 

among the selected works. An analysis of these devices provides insights into why his 

music is recognizable as being written by him—what makes Camphouse sound like 

Camphouse. This study also illuminates the inspirations for these twelve pieces by 

sharing the composer’s stories behind the notes. The results are intended to serve as a 

reference for musicians who wish to gain insights into Camphouse’s musical 

compositions and his unique style of composing to better interpret, perform, and 

communicate his music.  

 



1 

 

CHAPTER ONE: INTRODUCTION 

 

An Overarching Approach to Researching Mark Camphouse’s Music 

 Mark Camphouse (b. 1954) is known throughout the world as a prominent living 

composer of wind band music. One of his favorite quotes is by Charles Ives: “The future 

of music may not lie entirely with music itself, but rather in the way it makes itself a part 

with…the finer things humanity does and dreams of.”1 Since Camphouse is a 

humanitarian, it is not surprising that this statement resonates so strongly with him. He 

brings awareness to important social issues and historical occurrences through many of 

his compositions. As musicians, how can we best interpret and communicate through 

Camphouse’s music, or the music of any composer for that matter? The answer is to gain 

the deepest understanding possible of (1) the music itself and (2) the composer’s 

intentions.  

Although researchers (Cada 2001; Camphouse 1991; Du Beau 2008; Fryer 2000; 

Gould 2012; Kastner 2009; Lumley 2011; Meunier 2007; Peterson 2004; Simmons 1992; 

Temple 2008; and Villareale 2014) have examined and discussed individual pieces by 

Mark Camphouse, none have investigated them in an overarching way. Also, the personal 

 
 1. Charles Ives, Symphony No. 4, Charles Ives Society Performance Edition, based on the Critical 

Edition, realized and edited by Thomas M. Brodhead (New York: Associated Music Publishers, Inc. [BMI], 

2011), xxxiii, https://issuu.com/scoresondemand/docs/symphony_no_4_perf_ed_47475. The full sentence 

from the program notes in the score is, “The future of music may not lie entirely with music itself, but 

rather in the way it makes itself a part with—in the way it encourages and extends, rather than limits, the 

aspirations and ideals of the people—the finer things humanity does and dreams of.” 
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inspiration for many of his pieces has never been discussed in detail. The purpose of this 

study was twofold. The first purpose was to describe what inspired Camphouse to write 

several of his pieces and to tell the stories behind the musical notes. Doing so helps us to 

better understand his intentions and gain a deeper understanding of the music. The second 

purpose was to examine and discuss how he used compositional techniques similarly in 

several pieces, which provided clarity to his compositional style and overall characteristic 

sound. For the purposes of this study, Camphouse was asked to narrow down the thirty-

four pieces he has published to a smaller list that he felt are most representative of him as 

a composer, and he chose twelve compositions.  

A need exists to tell the anecdotes that surround the commissioning of these 

pieces and the stories that reveal the inspiration for each composition. The subject matter 

and motivation for all twelve works ultimately come from Camphouse’s concern for 

humanity. As much as he is a composer, he is also a humanitarian who serves as an 

activist through his music. This study will also illuminate the compositional techniques 

he used similarly throughout these twelve pieces. The information documented in this 

study offers insight into Mark Camphouse as a person and a composer, and this will help 

readers better understand and interpret his music. 

Introductory Background on Mark Camphouse as a Composer and an Educator2 

While Professor Camphouse has written pieces for orchestra, he is typically 

recognized as a composer of band music. As someone who has made a successful career 

 
2. Many researchers, including Camphouse himself, have written extensive background information 

about Camphouse’s life. The background section here focuses mostly on his compositions. For more 

information on his personal background, I wish to direct the reader to Camphouse’s own words in the series 

he created, Composers on Composing for Band, and also the masters thesis by Lumley: Mark Camphouse, 
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in academia, he has focused on composing for band: a medium for which there has been a 

great demand for new music in his lifetime. A musician and composer of the highest 

caliber, Professor Camphouse composes almost exclusively on commission. 

All of Mark Camphouse’s scores include a short biographical profile on the inside 

front cover. For six of the twelve pieces included in this study, that profile begins, “A 

product of the rich and cultural life of Chicago, composer-conductor Mark Camphouse 

was born in Oak Park, Illinois in 1954.”3 He finished high school a year early and 

received his bachelor’s and master’s degrees in music from Northwestern University. He 

is currently in his forty-third year of teaching music and conducting ensembles at the 

college/university level. Camphouse taught at Radford University in Radford, Virginia 

from 1984-2006. Since 2006, he has served as full-time faculty member in the School of 

Music at George Mason University in Fairfax, Virginia. He travels extensively, both 

nationally and internationally, and is highly sought after as a guest conductor, lecturer, 

and clinician. 

Having maintained a full-time university teaching career for forty-two years and 

admittedly being someone who composes and orchestrates slowly, Professor Camphouse 

rarely takes more than one commission per year.4 He also does not necessarily compose 

 
“Chapter 3 Mark Camphouse,” in Composers on Composing for Band, ed. Mark Camphouse, Vol. 1, 

(Chicago: GIA Publications, Inc., 2002), 85; David Lumley, “Mark Camphouse: An American Composer” 

(Masters Thesis, St. Cloud State University, 2011), 9-23. 

 

3. The six pieces in this study that start Professor Camphouse’s biography profile this way are 

Illuminations, The Shining City, Symphonic Prelude, Symphony from Ivy Green, Two American Canvases, 

and Yosemite Autumn (listed alphabetically). 

 

4. Mark Camphouse, “Chapter 3 Mark Camphouse,” in Composers on Composing for Band, ed. 

Mark Camphouse, Vol. 1, (Chicago: GIA Publications, Inc., 2002), 97. 
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every day. Rather, he writes music when he feels he has something to say. He composes 

at an acoustic piano with wooden pencils, often in the early morning. He starts by 

creating rough sketches, which then lead to cleaner three-stave quasi piano scores. 

Finally, his orchestrated manuscript scores are written in concert pitch. He never uses a 

computer for composing. Instead, has a copyist who enters his pieces into music notation 

software programs.5 

Organizations that have commissioned him include The United States Army 

Band, The United States Marine Band, the William D. Revelli Foundation, the 

Northshore Concert Band, the College Band Directors National Association (CBDNA), 

the Florida Bandmasters Association, the music fraternities and sororities of Kappa 

Kappa Psi, Tau Beta Sigma, and Phi Beta Mu, and various high school, college, 

university, and community bands throughout America and abroad. Twice in the 1980s, 

with Tribute (1986) and Elegy (1989), Camphouse was the runner-up in the annual 

American Bandmasters Association Ostwald Competition. In 1991, he won the annual 

National Band Association Composition Contest with To Build a Fire. He was a regional 

finalist in the White House Fellowship Competition in 1992 and he received an 

Outstanding Faculty Award that was sponsored by the State Council of Higher Education 

for the state of Virginia in 2002. This is the highest honor for faculty in Virginia’s 

colleges and universities. The award recognizes excellence in teaching, research, and 

public service.6 Professor Camphouse has also won two prestigious awards from band 

 
5. Ibid, 81-85. 

 

6. “Institutions: Outstanding Faculty Awards,” State Council of Higher Education for Virginia, 

accessed January 19, 2020, https://www.schev.edu/index/institutional/outstanding-faculty-awards. 

https://www.schev.edu/index/institutional/outstanding-faculty-awards
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fraternities: the Distinguished Service to Music Medal Award from Kappa Kappa Psi in 

2011, and an Outstanding Contributor to Music Award from Phi Beta Mu in 2015. 

In addition to being a noted composer, Camphouse is an author. He 

conceptualized and edited a book titled, Whatsoever Things…The Life and Teachings of 

John P. Paynter. Mr. Paynter was the Director of Bands for the prestigious School of 

Music at Northwestern University from 1953 until his death in 1996. When Camphouse 

studied music at Northwestern University, Mr. Paynter was as a musical father figure and 

influenced him greatly. The book is a compilation of stories and memories about Mr. 

Paynter told by former students, colleagues, friends, and family members. Camphouse 

worked closely with Paynter’s son, Bruce, and in addition to being the editor, Professor 

Camphouse contributed by writing a chapter. The book allows the reader to meet Mr. 

Paynter, portraying him as an incredibly influential musician and band director, a 

compassionate man, and a big personality. The book was published by GIA in 2015. Mr. 

Paynter remains a role model in the fields of music teaching and band directing. He 

played an influential role in shaping Mark Camphouse into the person and musician he is 

today.  

In the same way he conceived and edited the Paynter book, Professor 

Camphouse also produced a series of four books titled, Composers on Composing for 

Band. (Volume one was published in 2002 and volume four was published in 2009.) For 

this series, Professor Camphouse asked composers of band music to each contribute a 

chapter by writing about twelve specific topics in a certain order, which is shown below 
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in table 1. Camphouse was a contributing author for the first volume and wrote a chapter 

addressing these topics. He was the book editor for the entire series.  

 

Table 1. Twelve topics addressed by each composer in the book series, Composers on 

Composing for Band 

 

Numbered 

sequence 

of topics 

Topic descriptions 

1. biographical information 

2. the creative process…how a composer works 

3. orchestration 

4. views from the composer to the conductor regarding what Professor 

Camphouse calls “The Four P’s,” which are preparation of the score, 

developing a greater understanding of proportion and pacing, and how to 

better convey passion in the music 

5. commissioning new works 

6. the teaching of composition—mentoring the young composer 

7. influential individuals (former teachers, colleagues, family members, etc.) 

8. ten works all band conductors at all levels should study 

9. ten composers whose music speaks in especially meaningful ways 

10. the future of the wind band 

11. other facets of everyday life (family, leisure time, hobbies) 

12. comprehensive list of works for band 
Source: Mark Camphouse, “Introduction,” in Composers on Composing for Band, ed. Mark Camphouse, 

Vol. 1 (Chicago: GIA Publications, Inc., 2002), xii-xiii. 

 

In Volume 1, Professor Camphouse included a chapter on himself, in which he 

wrote, “The most revealing glimpse of a composer’s soul can be found in his/her 

harmonic vocabulary. The second most revealing glimpse is that of the composer’s use of 

instrumental color and concept of texture via the art of orchestration.”7 Camphouse’s 

harmonic vocabulary is truly extensive, and he employs various tonalities in his music. 

 
7. Camphouse, “Chapter 3,” 85. 
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With that said, it should also be noted that his music is undeniably tonal. A short section 

within a composition will often be bitonal or atonal to create tension or a moment of 

unpredictability, but those sections are brief. All of his pieces contain pleasing and 

memorable melodies. He achieves a lyrical quality in his melodies and this is on 

purpose…he likes his music to sing.8  

 When he retires from teaching full-time, Camphouse plans to be the founder of 

America’s first full-time, 52-week, professional wind band. Over a span of a few 

decades, he has spent a lot of time researching and planning for this. He has written a 

100-page proposal and has received endorsements from former U.S. Secretary of State 

and former NATO Supreme Allied Commander General Alexander Haig, composer 

David Amram, late famed music educator and conductor Frederick Fennell,  

and late renowned professional trumpet player, Vincent Cichowicz.9 Professor 

Camphouse believes the professional wind band would require fourteen million dollars 

for it to be successful. He would like for this to be his “ultimate legacy in the band 

world.”10  

Table 2 is a list of Mark Camphouse’s thirty-seven compositions. Three of his 

most recent pieces are so new that they have not been published yet, and those are noted 

as such. All were written for the concert band unless otherwise noted. Pieces are listed in 

 
8. Mark Camphouse, “Resolutions for Orchestra,” Camphouse’s unpublished musical score, 2017, 

program notes. 

 

 9.  Mark Camphouse, email to the author, October 3, 2020. 

 

10. Mark Camphouse, interview by author, Fairfax, VA, March 22, 2019. 
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chronological order by the completion date, and pieces included in this study are marked 

by an asterisk (*).  
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Table 2. Pieces written by Mark Camphouse and the year he finished composing them 

 

Title Year of 

completion 

Title  Year of 

completion 

Tribute 1985 A Dakota Rhapsody 2006 

*Elegy  1987 Foundation  2006 

*To Build a Fire 1991 Legacy (for large brass and 

percussion ensemble) 

2007 

Essay 1992 Anthem 2007 

*A Movement for Rosa 1992 *Two American Canvases 2008 

*Watchman, Tell Us of the 

Night 

1994 Heartland Sketches 2009 

Declarations 1995 Reminiscences 2010 

*Whatsoever Things… 1996 Elegy, Prayer, and Hymn 2011 

*Three London Miniatures 1997 Twin Ports Overture 2012 

*Symphony from Ivy Green 

(Symphony No. 3)  

(for soprano and wind 

ensemble) 

1999 Homage to the Dream 2013 

Pacific Commemoration  1999 Second Essay for 

Symphonic Band 

2014 

*The Shining City (for 

narrator and wind ensemble) 

2001 *Illuminations on America 

the Beautiful 

2016 

In Memoriam 2002 Romanza (the second 

movement of A Jack Stamp 

Suite) 

2016 

Canzon, Fugato, and Hymn 2003 Resolutions (for orchestra) 2017 (not 

yet 

published) 

*Yosemite Autumn 2003 Gehrig 2018 (not 

yet 

published) 

Fantasia on Black is the 

Color of My True Love’s 

Hair 

2004 Resolutions (for band) 2019  

Symphonic Fanfare 2005 La Cathedrale Resiliente 2019  

*Symphonic Prelude (The 

Cemetery at Colleville-Sur-

Mer) 

2005 Of Honor and Forgiveness 2019 (not  

yet 

published) 

Air Mobility Command 

March 

2006   

Source for completion dates: “Published Works,” Mark Camphouse, accessed October 2, 2018, 

https://www.markcamphouse.com/published-works.html. Source for the most recent works: Email 

exchanges between the author of this study and Mark Camphouse in June of 2020.  



10 

 

According to Camphouse, he does not plan out the form of a piece before he starts 

composing.11 However, every piece has a distinctive shape that forms during the 

compositional process. While he has extensive experience playing and conducting in both 

bands and orchestras, his published works are almost exclusively for band. On numerous 

occasions, Mark Camphouse has described his own musical compositions as being 

American, masculine, and wholesome—in that order. He takes great pride in the idea that 

his music can be perceived as sounding American.12 Out of his thirty-seven compositions, 

fifteen commemorate a significant American figure or have an American theme (listed in 

chronological order with asterisks next to the ones included in this study): Tribute, 

*Elegy, *To Build a Fire, *Symphony from Ivy Green, *The Shining City, *Yosemite 

Autumn, *Symphonic Prelude (The Cemetery at Colleville-Sur-Mer), Air Mobility 

Command March, A Dakota Rhapsody, Anthem, *Two American Canvases, Homage to 

the Dream, *Illuminations on America the Beautiful, Resolutions, and Gherig.  

His compositions follow several themes. Some pay tribute to men and women 

who have served in the United States Armed Forces: Tribute, Elegy, Air Mobility 

Command March, and Symphonic Prelude (The Cemetery at Colleville-Sur-Mer). Other 

compositions pay musical tributes to Americans who were activists and effected 

awareness and positive change regarding American social issues. Included in this 

category are Rosa Parks (A Movement for Rosa), Hellen Keller (Symphony from Ivy 

Green), Ronald Reagan (The Shining City), Martin Luther King, Jr. (Homage to the 

 
11. Camphouse, “Chapter 3,” 83-84. 

 

12. Mark Camphouse, “Graduate Orchestration” (class lecture, George Mason University, Fairfax, 

VA, January 30, 2018). 
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Dream), George Mason (Resolutions), and Lou Gehrig (Gehrig). Musical tributes to 

groups of people include survivors of child abuse and neglect (Watchman, Tell Us of the 

Night), American women who have served in the armed forces (Tribute), soldiers who 

are buried in the World War II Normandy American Cemetery and Memorial in France 

(Symphonic Prelude [The Cemetery at Colleville-Sur-Mer]), and all people who have 

served heroically in the armed forces to defend American freedom (Elegy). A recent 

composition for orchestra titled, Resolutions, is based on “musical resolutions (harmonic 

dissonance resolving to consonance) and political resolutions containing fundamental 

American principles of human freedom found in the influential Fairfax Resolves, penned 

in 1774 by American patriot and Fairfax County resident George Mason (1725-1792).”13   

Other compositions have been inspired by geographical places in America in 

which Camphouse has found significant beauty, namely Yosemite Autumn and A Dakota 

Rhapsody. The vast prairie lands in the Dakotas, Mount Rushmore, plus the pioneering 

spirit of the people who first settled there—crossing into the topic of American history—

all played a role in the inspiration for A Dakota Rhapsody. Yet other compositions were 

commissioned to honor Americans in the wind band field: Whatsoever Things honors 

John Paynter; Canzon, Fugato, and Hymn honors Don Shupe; Heartland Sketches honors 

Myron Welch;  Reminiscences honors Harry Begian; Twin Ports Overture honors James 

Stellmaker; Second Essay for Symphonic Band honors Alfred Watkins; and Illuminations 

on America the Beautiful honors Robert D. Jorgensen. Within these pieces, Camphouse 

 
13. Camphouse, “Resolutions,” program notes; emphasis in bold font used in the original by 

Camphouse. 
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reflected on the wholesome qualities of the person being commemorated. Yosemite 

Autumn, Whatsoever Things, and Illuminations on America the Beautiful are addressed in 

this document.   

He has also linked people with places in his works, especially institutions of 

higher learning. Heartland Sketches depicts Middle America, and it is a tribute to Myron 

Welch, Director of Bands Emeritus at the University of Iowa. Whatsoever Things is a 

tribute to both Northwestern University and his former college band director there, John 

Paynter (previously referenced). Illuminations on America the Beautiful is dedicated to 

Robert D. Jorgensen, United States Army Veteran and Director of Bands Emeritus at The 

University of Akron. Legacy is in honor of Vincent Cichowicz who was a trumpet player 

with the Chicago Symphony Orchestra and Camphouse’s trumpet teacher at 

Northwestern University. Two compositions are musical depictions of other Americans’ 

art: To Build a Fire depicts the story of the same title by author, Jack London, and Two 

American Canvases is based on paintings by artists Edward Hopper and Norman 

Rockwell.   

Many of Camphouse’s compositions include musical quotes from hymns. 

Incorporating instrumental musical quotations of (mostly American) hymnal music, 

without including text or lyrics, disassociates the hymn from specific religious beliefs but 

adds an overall gravitas to his music. Themes that celebrate beautiful American 

landscapes or significant Americans who have made a positive impact on our society 

enhance both the American and wholesome qualities that Camphouse claims his music to 
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generally contain.14 A speculative but detailed discussion on why and how one might 

perceive nationalism in music, and more specifically, an American sound in 

Camphouse’s compositions is included in this study in chapter 6.   

Background 

Previous research on Mark Camphouse’s music has mostly focused on the 

analysis of a single composition (Cada 2001; Camphouse 1991; Fryer 2000; Gould 2012; 

Kastner 2009; Meunier 2007; Peterson 2004; Simmons 1992; Temple 2008; and 

Villareale 2014). Two researchers analyzed four different pieces by Camphouse (Lumley 

2011 and Du Beau 2008) but discussed them individually and did not compare their 

elements. In addition to providing analyses for four of Camphouse’s pieces, music 

educator Vincent Du Beau (2008) provided suggestions for specific conducting gestures 

for each piece. In an article published in 1991, Camphouse shared some of his thoughts 

and information about the source material for one of his pieces, Elegy.15 The body of 

research from these scholars has provided references for rehearsal and performance 

strategies for those pieces.  

Camphouse considers his music to generally have an American sounding quality 

to it. He commonly uses melodic and harmonic perfect fourths and fifths as a 

compositional technique, which has been discussed by researchers (Bernstein 1958; 

Lerner 2001; and Huizenga 2011) as effecting an American sound. Neil Lerner is a 

 
14. Mark Camphouse, “Graduate Orchestration” (class lecture, George Mason University, Fairfax, 

VA, January 30, 2018). 

 

 15. Mark Camphouse, “Composer Comments on Elegy,” The Instrumentalist 45, no.12 (July 1991): 

16-18. 
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Professor of Music at Davidson College in North Carolina and a musicologist whose area 

of expertise is in the history and analysis of music for film, television, and video games. 

He is the author of several scholarly articles on this subject. Lerner (2001) speculated that 

the open fourths and fifths that Aaron Copland (1900-1990) often used in his music 

written for Hollywood could portray the wide-open spaces in rural America. Lerner also 

described this collection of Copland’s music as pastoral, or having a connection with 

nature, and provided specific ways in which Copland used compositional techniques that 

contributed to the pastoral sentiments. During a live television broadcast in 1958, 

Leonard Bernstein (1918-1990) discussed musical qualities that communicated an 

impression of Americanness. He explained that notes spaced far apart can give the 

listener a feeling analogous to the great wide-open spaces in America (Bernstein 1958). 

When asked what makes music American, world-renowned conductor Marin Alsop (b. 

1956) referenced early American folk elements and the music of Aaron Copland 

(Huizenga 2011). 

In addition to using these compositional techniques, Camphouse uses American 

patriotic tunes and hymns that are commonly known in America, and titles that depict 

American themes. He also includes musical characteristics Lerner described in Copland’s 

music as lending to a pastoral impression. These combined factors are the reason why 

Camphouse and some of his listeners perceive his music to contain an American 

sounding quality. 

Music educator, researcher, philosopher, and author, Elizabeth Gould (2012), 

affirmed that people find more meaning, make more connections, and learn new things 
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about a topic when they perform a piece of work about that topic. Using A Movement for 

Rosa (Camphouse 1992), a piece about the famous civil rights activist Rosa Parks, Gould 

explained that the teaching and learning process occurs when we have a creative response 

to something we already know. This allows us to gain a deeper understanding of a topic. 

While not directly tied to the current study, Gould’s research proves how powerful it is to 

link music with social issues. Camphouse understands this and has written many pieces 

that deal with a social issue or have a humanitarian theme. 

Need for the Study 

While a number of scholars have researched the music of Mark Camphouse (Cada 

2001; Camphouse 1991; Du Beau 2008; Fryer 2000; Gould 2012; Kastner 2009; Lumley 

2011; Meunier 2007; Peterson 2004; Simmons 1992; Temple 2008; and Villareale 2014), 

no one has done so in an overarching way that encompasses more than one composition. 

In order to develop a deep understanding of the man and his music, a need exists to 

expand on the previous research. It is hoped this study can define the composers’ stylistic 

practices among multiple works, while also addressing the stories and inspirations 

associated with them.  

Camphouse’s music is unique and distinct. If one is familiar with his music, it 

would be possible to identify him as the composer when hearing a new passage by him 

for the first time. This can be attributed to certain techniques he uses while composing. 

This study will examine how Camphouse employs compositional techniques in similar 

ways among twelve of his published compositions. These similarities define his overall 

characteristic sound. This study will also share the stories associated with these twelve 
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pieces, which will give the reader insight into the deeper meaning of his music and his 

motivation for writing each work. 

Purpose of the Study 

The purpose of this study was twofold. One purpose was to examine the 

inspiration of a number of Mark Camphouse’s compositions in order to gain a better 

understanding of the meaning behind the notes. Another was to identify and describe how 

he used compositional techniques similarly in different pieces, which offers clarity to his 

compositional style and overall characteristic sound.  

 There are a few ways in which musicians will be able to take advantage of the 

findings of this research. Examining the inspiration behind twelve of Camphouse’s pieces 

gives insight into his personal character, his music, and its meaning. Musicians, 

audiences, and scholars will learn about Camphouse’s compositional techniques and 

characteristic sound, which will also help them better understand his music. The analysis 

charts in appendix A will help future researchers learn about the construction of the 

compositions in this study and they will help conductors who are developing 

interpretations of Camphouse’s pieces.  

Furthermore, this research can be used as a reference to explain how and why a 

composer’s breadth of music can have a characteristic sound that is unique and 

distinguishable. It is hoped that, as a result of this investigation, studying multiple works 

by one composer and researching the stories surrounding those works are shown to be 

beneficial strategies to gain a deeper understanding and appreciation of a composer’s 

music.  



17 

 

Research Questions 

1. What inspired Mark Camphouse to compose the compositions addressed in this 

study? 

2. What are the compositional devices that Camphouse uses consistently throughout 

these twelve pieces and how are they used? 

Delimitations 

 Analyzing any single piece of music written by Mark Camphouse can be 

interesting and informative to conductors. In fact, this analytical approach is common 

among music researchers. However, a deeper understanding of Camphouse’s music and 

how he achieves an overall characteristic sound is of main interest in this study. This 

requires analyses, comparisons, and drawing conclusions regarding Camphouse’s 

compositional techniques. Behind-the-scenes stories about the commissioning and 

inspiration of these pieces will also be examined. 

 To focus on relevant moments within each piece, a full analysis of all twelve 

pieces chosen for this study was needed, and an analytical chart for every piece is 

included in appendix A. However, providing a measure by measure formal analysis of 

every composition in the body of this paper is outside of the scope of this project and it is 

also not the aim for this research.   

 Camphouse describes his music as being American, which calls for a speculative 

discussion on how this quality might be metaphorically illustrated in his music. However, 

a comprehensive research study on nationalism in music and why or how a piece can 
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sound nationalistic is a topic that is much bigger than the scope of this study. It is not the 

goal of this research to develop a theory of musical traits of nationalism in music.  

Definition of Terms 

The following terms are defined in order for the reader to understand the context 

in which they are used in this study. 

Mark Camphouse’s Characteristic Sound or Overall Characteristic Sound: An 

overall impression that is created by hearing a unique quality within his one of his 

compositions. This impression is achieved by hearing his “sonic calling cards” 

collectively or combined. Mark Camphouse’s characteristic sound is a vast sonic 

landscape that is identifiably his own. An analogy that comes to mind is when one can 

identify a painter, say Vincent Van Gogh for example, by looking at a painting and 

recognizing the combined techniques he used.  

Sonic Calling Card: This term was created by Professor Camphouse to describe 

the way he uses a compositional technique, or combines multiple techniques, that is a 

distinct and identifying aspect to his style of writing. These sonic calling cards are bound 

in this study by the limits of the following elements of music: form, tempo, meter, phrase 

length, tonal center and/or key (when applicable), harmony, melody, dynamics, texture, 

and rhythm. 

Pre-Sonic Calling Card: A pre-sonic calling card is an aspect concerning a 

programmatic element of a composition and not an aspect that describes the actual music. 

Example: Professor Camphouse often uses a hymn tune or fragments of a hymn tune in 

his music. This fact doesn’t describe the actual notes in any way, but still describes the 
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music. Another example: Professor Camphouse often chooses humanistic themes to 

portray in his music. Again, this does not describe the actual music but plants an idea in 

the listener’s mind to associate with the music. 
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CHAPTER TWO: LITERATURE REVIEW 

Introduction 

Previous researchers have studied, analyzed, and discussed Camphouse’s music 

(Cada 2001; Camphouse 1991; Du Beau 2008; Fryer 2000; Gould 2012; Kastner 2009; 

Lumley 2011; Meunier 2007; Peterson 2004; Simmons 1992; Temple 2008; and 

Villareale 2014). The focus of these studies has been on one or a few of Camphouse’s 

pieces, and each piece was analyzed individually. The current study compared multiple 

pieces in an overarching and comprehensive manner. 

Review of the Literature 

Three compositions included in this study have been featured in the Teaching 

Music Through Performance in Band book series by Larry Blocher, Eugene M. 

Corporon, Ray Cramer, Tim Lautzenheiser, Edward S. Lisk, and Richard Miles.16 This 

series is well-known as a useful resource among music teachers. Three London 

Miniatures, Whatsoever Things…, and Yosemite Autumn are included in the Teacher 

Resource Guide section of the series, which presents important information for many 

 
16. Cheryl Fryer, “Teacher Resource Guide: Three London Miniatures by Mark Camphouse,” in 

Teaching Music Through Performance in Band, compiled and edited by Richard Miles, Vol. 3 (Chicago: 

GIA Publications, Inc., 2000), 435-438; Stephen Peterson, “Teacher Resource Guide: Whatsoever 

Things… by Mark Camphouse,” in Teaching Music Through Performance in Band, compiled and edited 

by Richard Miles, Vol. 5 (Chicago: GIA Publications, Inc., 2004), 683-689; Robert Meunier, “Teacher 

Resource Guide: Yosemite Autumn by Mark Camphouse,” in Teaching Music Through Performance in 

Band, compiled and edited by Richard Miles, Vol. 6 (Chicago: GIA Publications, Inc., 2007), 744-750.  
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compositions in a unified format. The entry on Three London Miniatures is brief and was 

written by music educator Cheryl Fryer (2000). Fryer provided relevant historical 

information regarding the different British styles conveyed within the different 

movements, and pointed out that while the technical demands for this piece are not great, 

frequent meter and tempo changes, long sustained and lyrical passages, plus playing in 

different styles make the work a rewarding challenge to rehearse and perform. A list of 

the main sections in their order for each movement provides an outline for the formal 

structure of the piece. The piece is listed in this source as having the music difficulty 

rating of Grade 4.  

The entry in the series for Whatsoever Things… was written by Stephen Peterson 

(2004), who is the current Director of Bands at the University of Illinois at Urbana-

Champaign. Dr. Peterson provided background information on the piece and identified it 

as the inaugural work for the Paynter Project, which was a project that commissioned 

new works for band by the Revelli Foundation. Whatsoever Things… was written as a 

tribute to John P. Paynter, a notable music educator who was the Director of Bands at 

Northwestern University for many years. When he died in 1996, the Paynter project was 

conceived and implemented. Whatsoever Things… is the title of the Northwestern 

University motto, and Professor Camphouse wrote the piece to honor the legacy of Mr. 

Paynter. Peterson provided information on the musical source material for the piece, and 

generally described Camphouse’s music as being “introspective, almost Romantic writing 
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that often contained fluid, slow melodies building toward dramatic climaxes.”17 Peterson 

mentioned that the editors of Teaching Music Through Performance in Band rated the 

piece’s difficulty as a Grade 5. He pointed out several technical concerns that teachers 

and conductors need to be aware of when rehearsing and performing this piece and stated 

that the biggest technical challenges are achieving accuracy with rhythms and intonation. 

Important stylistic aspects to consider are provided and he emphasized not to be too loud 

on the earlier dynamic climaxes in the piece. The first main theme is referred to as the 

JPP (i.e., John P. Paynter) melody. He provided an outline of the formal structure of the 

piece.18   

The Teacher Resource Guide for Yosemite Autumn was written by Director of 

Bands at Drake University in Des Moines, Iowa, Robert Meunier (2007). He pointed out 

that while the publisher lists the difficulty level as a Grade 4, Camphouse views it as a 

Grade 5. Meunier described the technical demands of the piece, which include double-

tonguing in the brass and challenging exposed parts that can cause intonation issues. He 

discussed melodic material including the modal beginning and the rising perfect fifth 

motive throughout. It was noted that the piece includes many meter changes and different 

types of triplets in simple meters. As is part of the unified manner of all Teacher 

Resource Guide entries in the Teaching Music Through Performance in Band book 

series, an outline of the formal structure of the work is provided.  

 
 17. Stephen Peterson, “Teacher Resource Guide: Whatsoever Things… by Mark Camphouse,” in 

Teaching Music Through Performance in Band, compiled and edited by Richard Miles, Vol. 5 (Chicago: 

GIA Publications, Inc., 2004), 684. 

 

 18. Peterson’s formal structure outline for Whatsoever Things… is similar but less detailed than the 

analysis chart created for the current study, which is included in appendix A. 
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Music educator David Lumley (2011) discussed Camphouse’s musical 

background and examined four of Camphouse’s compositions in the following order: (1) 

Heartland Sketches, (2) A Dakota Rhapsody, (3) Fantasia on Black is the Color of my 

True Love’s Hair, and (4) A Movement for Rosa. Lumley organized brief descriptions of 

each piece by using three categories: historical and creative context, structural analysis, 

and pedagogical analysis. Except for the historical and creative context section for A 

Movement for Rosa, Lumley wrote only one or two paragraphs in his descriptions of the 

pieces in each category. For the pedagogical analysis sections, he created a flow chart 

that included the following aspects: 

• a general analysis of the overall form 

• the number of measures in each phrase 

• the general character of each section 

• general melodic descriptions 

• tonal centers in each section 

• general rhythmic and/or motivic ideas 

• dynamic ranges 

• tempos 

• texture descriptions19 

 

Lumley interviewed Professor Camphouse and shared many of his thoughts about 

composing. He included a complete and comprehensive section on Camphouse’s 

biographical information and musical background. Lumley’s thesis analyzed four works, 

and each were examined in detail. While Lumley referred to Camphouse in the title of his 

thesis as an American musician, he did not address any American qualities in the music 

itself.  

 
19. David Lumley, “Mark Camphouse: An American Composer” (Master’s Thesis, St. Cloud State 

University, 2011), 9-23. 
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Camphouse (1991) shared some thoughts on composing Elegy (1987), which is 

one of his earliest pieces. Elegy was commissioned by “The President’s Own” United 

States Marine Band and was premiered at an anniversary concert for the band at the 

Kennedy Center in Washington, D.C. Camphouse described some of the inspirations 

behind the notes and shared musical source material for the piece. One source is a hymn 

called The Church in the Wildwood composed by William S. Pitts. Elegy was written as a 

tribute to both Camphouse’s late father and to all of the men and women who have served 

in the United States Armed Forces. Since Camphouse has memories of his father singing 

The Church in the Wildwood hymn to him as he went to sleep as a child, he used the 

hymn in this piece. The other musical source material is from a choral piece Camphouse 

had previously written based on a poem by Scottish writer, John Henry Mackay, called 

Morning.20 The poem is an analogy for how the spirit of a lost loved one remains with the 

living.  

Camphouse described how it is harder to orchestrate for band than it is for 

orchestra and that while it only took him four weeks to compose Elegy, it took over 

fourteen weeks to orchestrate it. He commented that he wanted conductors to focus on 

releases as much as the entrances, and that while the dynamic climax of the piece is at m. 

170, the true climax is in m. 180 when the dynamic level is softer. Camphouse pointed 

out the measures where the different source materials were used in Elegy. He gave no 

harmonic analysis except for pointing out that there is a G-flat pedal point in mm. 124-

131. Soon after he pointed this out, he wrote, “A more thorough investigation of 

 
20. Camphouse, “Composer Comments,” 17-18. 
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harmonic movement and musical form is best left to those not intimately involved in the 

creative process.”21 Music theorist, educator, and author, Gregory Simmons, read this 

article soon after it was published and took it upon himself to do that investigation.  

Simmons (1992) wrote a detailed analysis of the melodic, harmonic, and formal 

elements throughout Elegy. Camphouse spoke highly of Simmons’ analysis, and it is a 

valuable reference for anyone wanting to understand the thematic and motivic elements 

in Elegy. Simmons segmented the piece into more main sections than Camphouse 

described in the interview for this current document. While Simmons concluded there are 

four main sections including the introduction and coda,22 Camphouse clarified that he 

considers this piece to have two main sections plus the introduction. Many times, 

Camphouse delineates the start of a new main section in his music by including a double 

bar. The second and last main section of Elegy begins at m. 118 and there is a double bar 

there that helps signify this. The overall main sections of Elegy, as described by 

Camphouse, are in the analysis chart for this piece in appendix A. 

In his analysis, Simmons noted that the introduction in Elegy is modal and he 

identified keys for certain phrases. In trying to keep with Camphouse’s approach to 

composing, keys are minimally mentioned in the analysis charts for this study. He 

doesn’t often think in keys when he composes. This is one aspect that makes his music, 

and more specifically his harmonies, unique.  

 
21. Ibid, 17-18. 

 

22. Gregory Simmons, “Analysis: Elegy by Mark Camphouse,” Journal of Band Research 27, no. 2 

(Spring 1992): 47. 
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Simmons pointed out that there is strong thematic and motivic unity in Elegy, as 

there is in much of Camphouse’s music. In fact, this concept is the basis of one of 

Camphouse’s sonic calling cards and is discussed in more detail in chapter 5 under sonic 

calling card #3. Table 3 is included here as a reference for anyone who wants to compare 

the descriptions of thematic material between Simmons’ study and this current study.23 

 

 

Table 3. Identifying names of thematic material in Elegy by Mark Camphouse in 

Simmons’ study versus the names of equivalent thematic material in this current study 

 

Simmons’ names for  

thematic material 

Eckstein’s names for  

thematic material 

Theme A Meas. 24 Motive  

Theme B Morning Motive 

Theme C Church in the Wildwood Theme (CWT) 

Theme D Desc. P4 and Triplets Motive 

Theme E Meas. 9 Motive & Main Theme  

*Note: Camphouse called this the main theme. The Meas. 9 

Motive is part of the Main Theme that often occurs by itself. 

Theme E’ n/a  

*Note: I did not call this a separate theme. This is a 

variation of the main theme that occurs twice in succession.  

Theme F n/a  

*Note: I did not call this a theme as it only occurs once. In 

my analysis chart, I referred to it as the original vocal 

chorale version of MC’s “Morning.” 

Theme G n/a  

*Note: I did not call this a theme as it only appears once. 

However, there is a fragment of it that occurs once 

beforehand as foreshadowing and I pointed this out. 
Source for Simmons’ names of thematic material: Gregory Simmons, “Analysis: Elegy by Mark 

Camphouse,” Journal of Band Research 27, no. 2 (Spring 1992): 46. Source for Eckstein’s names of the 

same thematic material: The author named these themes and motives when studying the score for Elegy. 

 

 
 23. See appendix A for a full analysis of Elegy. 
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As a graduate conducting and music education student, Rachel Margaret 

Villareale examined and provided analysis charts for works by different composers in her 

master’s thesis in 2014. She wrote a section on Camphouse’s Legacy (a composition for 

brass and percussion) in which she discussed the melodies, harmonies, rhythms, and 

timbres. She also described contemporary harmonies Camphouse employed as sounding 

American, but she did not explain what she meant by this. She also wrote, “Other 

‘American’ techniques are featured in the horn’s statement of the melody at [measure] 

45, where all four parts sound in unison while the low brass accompanies again with 

closed-voice chords.”24 Again, she did not provide a reason for why this sounds 

American. Villareale provided rehearsal, performance, and score study suggestions for 

conductors but did not compare Legacy to other compositions by Camphouse or discuss 

his overall characteristic sound.25 

  Music educator, Vincent Du Beau, examined the following musical compositions 

by Camphouse in his graduate master’s thesis in 2008: (1) A Movement for Rosa, (2) 

Watchman, Tell Us of the Night, (3) The Shining City, and (4) In Memoriam. In the first 

three pieces, Camphouse addresses various social issues, and Du Beau discussed how the 

 
24. Rachel Margaret Villareale, “An Examination of Major Works for Wind Band and Brass  

Ensemble: ‘Legacy’ by Mark Camphouse, ‘Concert Variations; by Claude T. Smith, and ‘Romance for 

Band’ by John Zdecklik” (Master’s Thesis, Kansas State University, 2016). Accessed October 1, 2018 at 

http://krex.k-state.edu/dspace/handle/2097/32647. 

 

 25.  Amanda Kastner's senior undergraduate thesis, Fire in the Snow: A Conductor’s Guide to Mark 

Camphouse’s ‘To Build A Fire,’ (2009) is similar in structure to Villareale’s study. Kastner analyzed both 

the musical composition by Camphouse and the story by the same name written by American author, Jack 

London. Kastner’s thesis provides rehearsal, performance, and score study suggestions for conductors. The 

musical analysis of the programmatic piece describes musical references to how the music coincides with 

the story by Jack London. Amanda Kastner, “A Conductor’s Guide to Mark Camphouse’s To Build A Fire” 

(Senior Thesis, Liberty University, 2009). Accessed October 1, 2018 at 

https://digitalcommons.liberty.edu/honors/78/. 
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music depicts these issues separately for each piece. Du Beau stated that he analyzed In 

Memoriam for the purpose of illuminating Camphouse’s compositional style. He pointed 

out some characteristic compositional traits in In Memoriam: (1) the use of a hymn tune, 

(2) augmentation, (3) clear motivic development, (4) mixed meters to create elongated 

tensions, (5) quintal harmonies, and (6) brief sections of bitonality.26  

 Du Beau made several general comparisons between the pieces in his study. He 

pointed out that the first three pieces are similar in that they portray social issues in a 

musical fashion. He also noted that three of the pieces use quotes from hymns—all but 

The Shining City. Like Villareale (2014), Du Beau provided analyses, and rehearsal, 

performance, and score study suggestions for conductors. Du Beau is the only researcher 

to give suggestions for specific conducting gestures for any of Camphouse’s 

compositions and he does so for all four pieces.27 His gestural suggestions are excellent. 

 Since Camphouse describes his music as sounding American, it is important to 

speculate and discuss how this trait can be illustrated in his music. Therefore, part of this 

review will include findings from other researchers on these topics. As was discussed 

earlier, Lerner (2001) discussed how much of Copland’s music written for Hollywood 

films sounds pastoral. He wrote, “The characteristic musical features of the musette or 

pastorale, as understood and reconstructed in eighteenth-century instrumental music, 

involve a sustained pedal tone or drone and a simple, naïve melody, musical codes that 

 
26. Vincent S. Du Beau, “A Conductor’s Guide to Four Works by Mark Camphouse” (Master’s  

Thesis, Indiana University of Pennsylvania, 2008), 51-58. Accessed October 1, 2018 at 

http://www.lib.iup.edu/depts/musiclib/Vincent.DuBeau.Thesis.pdf. 

 

27. Ibid. 
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were said to conjure an idealized rural setting. These musical signifiers could suggest or 

even affirm a connection with nature.” He went on to write, “Other elements of 

Copland’s pastoral mode are: homophonic textures; disjunct melodies set against 

conjunct bass lines; slow to moderate tempi; a fondness for fourths and fifths, both 

harmonically and melodically; a sense of static or slow-moving diatonic harmony; and 

repetition of rhythmic and melodic motives.”28  

The pastoral scenes portrayed in the Hollywood films coincided with these 

musical tropes and strengthened the pastoral sentiments. Lerner claimed the musical 

characteristics of Copland’s pastoral mode creates a nostalgic longing of a desirable 

place. He also implied that the open fourths and fifths that Copland often used both 

melodically and harmonically portray the wide open spaces in rural America. In many of 

his pieces, Camphouse employs the same musical characteristics of Copland’s pastoral 

mode and uses fourths and fifths in a way similar to Copland. Perhaps this contributes to 

the reason why Camphouse and some of his listeners perceive his music to sound 

American.  

Leonard Bernstein once said, “Music can name the unnameable and communicate 

the unknowable.”29 Since Bernstein was an accomplished pianist, conductor, composer, 

teacher, musical scholar, and musical advocate, he is arguably one of the most influential 

musicians of all time. Since Bernstein was viewed as an ambassador for music, people 

 
28. Neil Lerner, “Copland’s Music of Wide Open Spaces: Surveying the Pastoral Trope in  

Hollywood,” The Musical Quarterly 85, no. 3 (Autumn 2001): 477-515, https://www-jstor-

org.mutex.gmu.edu/stable/3600994?seq=10#metadata_info_tab_contents. 

 

29. “Lectures/Scripts/Writings,” Leonard Bernstein, accessed October 2, 2018,  

https://leonardbernstein.com/lectures. 
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were interested in his thoughts and opinions. He created and hosted a popular television 

series called Young People’s Concerts. He titled one show, “What Is American Music?” 

and addressed why and how American music can be perceived as sounding American. 

According to Bernstein, there are multiple characteristics that can lend to this perception. 

Most of the aspects are conceptual and we can concretely discuss associated musical 

concepts in only a few of them.30   

Regarding American music, Bernstein said, “One of the main personality traits 

that we have in our music is one of youth. It’s young music; it’s loud, strong, wildly 

optimistic.” He then referenced William Schuman’s American Festival Overture as an 

example. According to Bernstein, “Then there’s another kind of American vitality, which 

is not so much of the city, but belongs more to the rugged West, full of pioneer energy.” 

He then referenced Roy Harris’ Third Symphony as an example. According to another 

statement, “Then there’s a kind of loneliness in American music that’s different from 

other kinds of loneliness. You find it in the way the notes are spaced out very far apart 

from one another, like the great wide open spaces that our big country is so full of.” He 

then referenced Aaron Copland’s Billy the Kid as an example.31   

In the script for the television show, there are three more quotes by Bernstein on 

how music can sound American: 

 
30. “What is American Music?” Leonard Bernstein, Young People’s Concert Television Script, last 

modified February 1, 1958, accessed October 2, 2018, https://leonardbernstein.com/lectures/television-

scripts/young-peoples-concerts/what-is-american-music. 

 

31. Ibid.  

https://leonardbernstein.com/lectures/television-scripts/young-peoples-concerts/what-is-american-music
https://leonardbernstein.com/lectures/television-scripts/young-peoples-concerts/what-is-american-music
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1. “Then there’s a kind of sweet, simple, sticky sentimental quality that gets into our 

music.” An example he gave of this is Virgil Thomson’s Mother of Us All.  

2. “Then we have another kind of sentimentality in our music that comes out of our 

popular songs, a sort of crooning pleasure, like taking a long, delicious warm 

bath.” Randall Thompson’s Second Symphony is the piece Bernstein referenced 

for this quality. Bernstein then explained his beliefs that America is a melting pot 

and its music has influences from numerous countries.  

3. “And now, as a final example of all this, I want you to hear part of the Third  

Symphony by Aaron Copland—which has a lot of these American qualities we’ve 

been talking about—jazz rhythms, and wide open optimism, and the simplicity, 

and the sentimentality, and a mixture of things from all over the world—a noble 

fanfare, a hymn—everything.”32 

 Famous conductor, Marin Alsop, also referred to the melting pot aspect in 

American music. Tom Huizenga from National Public Radio (NPR) interviewed her and 

asked, “What makes music American?” Marin Alsop replied, “Without sounding too 

patriotic or even xenophobic, I really feel that what makes America ‘American’ is 

inherently related to essence and ideal. America, for me, is still an ideal; a country of 

possibility, immediacy, access, inclusion and straightforwardness. It is a place where 

people can transcend class and challenge to achieve greatness.”33 

 
32. Ibid. 

 

33. “What Makes Music American?” Tom Huizenga, Deceptive Cadence from NPR Classical, last 

modified June 11, 2011, accessed March 16, 2018, 

https://www.npr.org/sections/deceptivecadence/2011/06/30/137527038/what-makes-music-american. 
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Huizenga asked the follow-up question: “But can you hear that in our music?” 

Marin Alsop replied,  

Risking gross stereotyping, it is a melting pot of styles, woven together with these 

fundamental themes. It’s highly energized, rhythmic music derived from the 

blurring of lines between popular and ‘serious’ styles—you can hear it in 

Gershwin and Bernstein.  Then there’s the descriptive tone painting of Copland, 

and the early American folk elements, as in Copland again, and Roy Harris.34  

 

Since Camphouse uses American patriotic tunes, hymns that are commonly known in 

America, and titles that depict American themes, associations between extra-musical 

ideas and Camphouse’s music will be pointed out.   

Music educator, researcher, philosopher, and author, Elizabeth Gould (2012) 

stated that performing A Movement for Rosa by Mark Camphouse is more meaningful 

than discussing, debating, and critiquing social injustices. She mentioned that a 

performance is a creative action that engages listeners to make connections and learn new 

meanings. She refers to this concept as performative pedagogy. Discussing, debating, and 

critiquing social injustices uses language that can only represent a situation and one can 

only use information they already know. The teaching and learning process occurs when 

we have a creative (different) response to something we already know. Performance is 

not just an expression, but an action of communication that is more concerned about what 

is potentially possible rather than what already exists. Performative pedagogy allows new 

connections to be made through direct and relevant connections through the action of 

performing. In A Movement for Rosa, musicians connect history and music with their 

bodies by performing their interpretation of the piece and its meanings. According to 

 
34. Ibid. 
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Gould, an argument can be made that Camphouse’s music is of the highest quality since 

it can be interpreted as educational, engaging, and moving.35 The concepts that Gould 

explored in this article are fascinating. She pointed out that the listener gains insight by 

knowing the inspiration behind A Movement for Rosa.  

Summary of the Review 

 Much of the previous literature written about Camphouse’s music includes an 

analysis of a single composition. Some background information on Camphouse and his 

thoughts as a composer was given in these studies. Two researchers (Du Beau 2008 and 

Lumley 2011) looked at more than one piece but discussed them separately and did not 

compare or contrast them. A few researchers (Cada 2001; Fryer 2000; Kastner 2009; 

Meunier 2007; Peterson 2004; Simmons 1992; Temple 2008; and Villareale 2014) 

analyzed and discussed one of Camphouse’s compositions, which will help musicians 

better understand and appreciate that specific piece. Camphouse (1991) shared 

information about source material for one of his pieces. Gould’s (2012) study revealed 

that it is more meaningful to perform a work with a topic than it is to discuss, debate, or 

critique that topic. These studies are a great resource for gaining knowledge into 

individual pieces. After examining the twelve works included in the current study, it will 

be beneficial to compare my findings and interpretations with those by the authors who 

have analyzed the same compositions. Three researchers (Bernstein 1958; Huizenga 

2011; and Lerner 2001) wrote about specific compositional techniques that help define an 

 
35. Elizabeth Gould, “Moving Responses: Communication and Difference in Performative  

Pedagogies,” Theory into Practice, 51, no. 3 (August 2012): 196-203, accessed February 12, 2018, 

https://doi.org/10.1080/00405841.2012.690303.  
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American quality of sound in music. Their findings will help me speculate why passages 

in Mark Camphouse’s music might be perceived as sounding American. 

Conclusions 

 Many musicians do a little bit of research on a piece of music they plan to 

perform, and sometimes they research the specific circumstances that surrounded that 

piece when it was written. However, if musicians want to have the deepest level of 

understanding possible to best interpret a piece, they must learn about the composer’s 

compositional techniques in an overarching way through studying many compositions. 

Stories are an integral part of human life. We gain a deeper understanding and connection 

with people when we hear stories of their past. J. K. Rowling is quoted as having said, 

“There’s always room for a story that can transport people to another place.” While Mark 

Camphouse has shared snippets of the stories surrounding his pieces by writing a little bit 

of information about them in his musical scores, this current study shares even more. 

Deeper dives into a composer’s life and their works offer a more meaningful experience 

for musicians and audiences. Chapter 3 outlines the methods and procedures selected to 

answer the research questions. 
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CHAPTER THREE: RESEARCH DESIGN AND METHODOLOGY 

 

Introduction 

 The purpose of this chapter is to inform the reader of the research methodology 

for this qualitative study. First, a narrative approach was used to examine Professor 

Camphouse’s stories and inspiration behind twelve of his compositions. Second, an 

instrumental case study approach was used for developing an explanation for his overall 

characteristic sound within these combined works. These approaches allowed for a 

deeper understanding of both Camphouse and the ways in which he approaches 

composing. The suitability for using these approaches is discussed in this chapter, as is 

the research plan, which includes the methodology, participants, data collection, 

procedures, data analysis, and validity and reliability.  

Research Questions 

 The aim of this study was to answer the following research questions: 

1. What inspired Mark Camphouse to compose the compositions addressed in this 

study? 

2. What are the compositional devices that Camphouse uses consistently throughout 

these twelve pieces and how are they used? 
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Methodology 

 Since the purposes of this study were to gain an understanding of the 

circumstances surrounding these specific twelve pieces, Camphouse’s motivations for 

composing them, and compositional trends among these compositions, a qualitative 

approach was necessary. An extensive analysis of each piece and long exploratory 

interviews with Mark Camphouse were conducted. Comparisons of how compositional 

techniques were used similarly among the twelve compositions were made. 

Narrative Approach for Research Question #1 

 A narrative approach is the qualitative research approach applied when a 

researcher needs to “tell stories of individual experiences” and the research focus is to 

“explore the life of an individual.”36 To answer the first research question and find out 

what inspired Camphouse to compose the pieces in this study, a narrative approach was 

the most appropriate. This was achieved by conducting multiple interviews with 

Professor Camphouse. 

Case Study Approach for Research Question #2 

 According to John W. Creswell and Cheryl N. Poth, authors of Qualitative 

Inquiry & Research Design:  

 Case study research begins with the identification of a specific case that will be 

 described and analyzed. Examples of a case for study are an individual, a 

 community, a decision process, or an event….The key to the case identification is 

 that it is bounded, meaning that it can be defined or described within certain 

 parameters….A hallmark of a good qualitative case study is that it presents an in-

 depth understanding of the case….A key to generating the description of the case 

 involves identifying case themes. These themes may also represent issues or 

 
 36. John W. Creswell and Cheryl N. Poth, Qualitative Inquiry & Research Design, 4th ed. (Thousand  

Oaks, CA: Sage Publications, Inc., 2018) 65-67. 
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 specific situations to study in each case. A complete findings section of a case 

 study would then involve both a description of the case and themes or issues that 

 the researcher has uncovered in studying the case.37 

 

In this current study, the case that was described and analyzed is the music of Mark 

Camphouse. The case is identified and bound by the twelve pieces as a diverse group that 

he feels closest to. A more detailed explanation on why these specific pieces were chosen 

is included in chapter 4. The twelve works were written between 1987 and 2016. There 

are other pieces he wrote in this time frame that are left out of this study. Analyzing 

twelve compositions will serve to give us an in-depth understanding of his overall works, 

as twelve is more than a third of his published compositions. Specific and detailed 

compositional devices are the case themes, and have been identified as such.  

 There are three types of case studies in qualitative research: instrumental, 

intrinsic, and collective. A collective study investigates more than one case while 

instrumental and intrinsic studies investigate a single case. According to Creswell and 

Poth, “In a single instrumental case study, the researcher focuses on an issue or concern 

and then selects one bounded case to illustrate this issue.”38 An intrinsic case study 

design is used “to illustrate a unique case, a case that has unusual interest in and of itself 

and needs to be described and detailed.”39 An intrinsic case would involve examining 

only one entity. This study examined twelve pieces, though. An instrumental case study 

was the best approach to discover and define Camphouse’s compositional trends, which 

 
 37. Ibid, 96. 

 

 38. Ibid, 97. 

 

 39. Ibid, 96. 
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answers the second research question. An intrinsic study was not appropriate since that is 

more geared towards analyzing the experiences of a person or group of people. An 

instrumental case study approach is a design that allows an investigation of a point in 

question or a phenomenon. In this current study, the phenomena are the compositional 

trends that are found in the music of Mark Camphouse which create a different 

phenomenon of an overall characteristic sound to his works. An instrumental case study 

approach is best suited to answer the second research question.  

The Researcher 

 The researcher currently holds two degrees (a bachelor’s and a master’s) in music 

education and has taught music for the past twenty-two years, fourteen of which were in 

public schools at the secondary level and eight of which have been at a community 

college. She has directed and conducted band programs throughout her career and she 

currently directs a combined college and community band of about seventy-five 

members. Serving on and chairing hiring committees has given her significant experience 

in conducting professional interviews, and teaching music theory classes for the past 

eight years at the collegiate level has given her the knowledge needed to analyze, 

compare, give detailed descriptions of, and draw conclusions about musical 

compositions. The author of this study has known Camphouse’s music since 1995 when 

she performed A Movement for Rosa as first bassoonist with the Indiana University 

Symphonic Band under the direction of Ray Cramer at the American Bandmasters 

Association convention.  
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 To have the most success in conducting a study of this nature, it is best to know 

the person who is the subject of the study as well as possible. The researcher has 

established a professional relationship with Professor Camphouse that is multi-faceted: he 

is her mentor and they are also colleagues and friends. She has conducted the George 

Mason University (GMU) Wind Ensemble several times under his direction, and has 

hosted that ensemble twice, with him as the director, in collaborative concerts with the 

community college concert band that she directs. She has gained insights into Professor 

Camphouse’s approaches for teaching, composing, and conducting through having (a) 

played first bassoon under his direction in the GMU Wind Ensemble for five years, (b) 

completed four graduate classes with him as the instructor, (c) played six of his pieces 

under his direction, and (d) conducted three of his pieces in performances while 

discussing them at length with him during the rehearsal process.  

 In 2017, she spent time with him and his wife, along with fellow students and 

colleagues from the GMU School of Music and the GMU Community Arts Academy, in 

Costa Rica as an International Teaching Scholar. She has spent time with the 

Camphouses while vacationing on Hilton Head Island, South Carolina. Professor 

Eckstein has known Professor Camphouse as a musician, educator, and colleague for the 

past five years. Spending time with him multiple days per week during much of that time 

gave her an advantage in conducting this study. Knowing him gives her insight into his 

musical intentions. She is able to represent his perspectives well and do justice to a study 

of this nature.  
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The Participant 

 The participant, Mark Camphouse, was chosen for this study due to (1) his 

reputation as a composer of band music, (2) the researcher’s love of his music and desire 

to study him and his compositions, and (3) his close proximity. Mark Camphouse is 

known throughout the world as a composer and conductor of band music. In fact, his 

most recently composed piece, La cathédrale résiliente, was commissioned and 

published by HAFABRA Music in Belgium.  

Measurement Instrument 

 Throughout twenty-two years of experience as a conductor, the researcher has 

developed a personal approach to score study, score marking, and creating conducting 

flow charts. These approaches were influenced by the following books (listed 

alphabetically by title):  

• Conducting Nuances by Anthony Maiello 

• The Conductor and His Score by Elizabeth A. H. Green and Nicolai Malko 

• The Conductor’s Legacy compiled and edited by Paula A. Crider 

• Guide to Score Study for the Wind Band Conductor by Frank Battisti and Robert 

Garofalo 

• Score & Rehearsal Preparation: A Realistic Approach for Instrumental 

Conductors by Gary Stith 

• Teaching Music Through Performance in Band book series by Larry Blocher, 

Eugene M. Corporon, Ray Cramer, Tim Lautzenheiser, Edward S. Lisk, and 

Richard Miles 

 

The analysis charts that were created for this study function as measurement 

instruments.40 They are similar but slightly more in depth than the flow charts the 

researcher creates for pieces she conducts. Identifying the following elements of music 

 
 40. See appendix A for analysis charts for all pieces included in this study. 
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and filling in the analysis charts according to these elements was the systematic approach 

used for the first step of data analysis: 

overarching main sections 

subsections 

tempos  

meters  

phrase structures (the number of measures in each phrase) 

key or tonal centers when applicable 

harmonic elements  

melodies, main themes, and motives or theme fragments 

dynamics 

textures 

notable rhythms 

 

 Each of the elements listed above are the row headings for the analysis charts. 

Column headings are arranged by overall main sections and measure numbers. The first 

column on the left starts with the first measure of the piece and the last column on the 

right ends with the last measure. Repeated phrases and variations of phrases were noted, 

and compositional devices were examined to see how they function in the music.  

Data Collection 

 Scores were purchased for the twelve pieces in this study as the first step to 

answer both research questions. In addition to the music itself, the scores include 

background information for each piece that helped answer the first research question. To 

answer the second research question, data were collected by analyzing each piece 

individually using the measurement tool. Analyses ranged from examining every single 

note and chord to comparing phrases and identifying overall main sections. Stylistic 

trends started to emerge through observations. In order to answer both research questions, 

interviews with Professor Camphouse were arranged to discuss the pieces individually 
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after (1) a few pieces were thoroughly analyzed, (2) memos were made in the scores, and 

(3) interview questions were prepared. It was important to the researcher to have a 

personal and intimate knowledge of the scores before the interviews so that there could 

be meaningful conversations and any questions could be answered.  

 In total, fourteen in-person interviews were conducted: one to discuss which 

pieces were most representative of him as a composer (which determined the twelve 

pieces included in this study), one each for the twelve compositions, and one to review 

initial ideas for his sonic calling cards. All interviews were held in person in Professor 

Camphouse’s office on the campus of George Mason University. All but one of the 

interviews for the compositions lasted between twenty-eight and forty-five minutes. The 

interview for To Build a Fire lasted one hour and seventeen minutes. The interview 

regarding which pieces were to be included in this study lasted approximately forty-two 

minutes, and when we first discussed his sonic calling cards, the meeting was one hour 

and eleven minutes.  

 Professor Camphouse was generous with his time and often set aside two or three 

hours in a day for interviews. As such, recorded discussions for two to three separate 

pieces were conducted in succession on the same day for most of the meetings. In order 

to answer the first research question, the interviews started with Professor Camphouse 

describing (1) how each piece was commissioned and (2) his inspiration for each piece. 

We also went through every piece from beginning to end so he could describe his 

compositional thoughts and processes, which helped answer the second research 

question. 
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 The interviews were conducted between December 4, 2018 and July 27, 2019. All 

interviews were recorded on a Samsung Galaxy Note 5 smart phone using the built-in 

voice recorder application, and all but one of the interviews were transcribed by a 

professional transcriptionist via the online company, Rev (rev.com). The researcher 

transcribed the interview on Yosemite Autumn. After receiving transcriptions from Rev, 

they were checked and cleaned-up, as a lot of music specific terminology needed to be 

corrected. Table 4 shows the dates and topics of the interviews. 

 

Table 4. Dates and topics of the interviews, plus the number of interviews conducted on a 

single date 

 

Date Topics Number of 

interviews 

conducted 

Dec. 4, 2018 Pieces chosen for this study 1 

Feb. 17, 2019 Three London Miniatures, 

Yosemite Autumn, & 

Symphonic Prelude  

3 

Feb. 22, 2019 A Movement for Rosa & 

Watchman, Tell Us of the 

Night 

2 

March 3, 2019 Elegy, Two American 

Canvases, & Illuminations 

3 

March 14, 2019 To Build a Fire 1 

March 22, 2019 Emerging sonic calling cards 

in the pieces we had 

discussed so far at that point 

1 

July 27, 2019 Whatsoever Things, 

Symphony from Ivy Green, & 

The Shining City 

3 
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Procedures 

 The Institutional Review Board (IRB) office at George Mason University was 

contacted in January of 2019 and a Human Subjects Research Determinations (HSRD) 

form was submitted online to the IRBNet. The form was approved in February of 2019. 

Each of the twelve compositions were then studied individually through listening to 

recordings and examining the score in a systematic way (described in the following data 

analysis section).  

 Extensive notes were made in the scores. General notes and questions about each 

piece were handwritten in a notebook. After gaining a personal and in-depth 

understanding of a few pieces and notes were made, interviews were conducted for those 

works. There were two goals for the interviews on each piece: (1) hear the stories that 

surround the pieces and (2) examine the music itself to learn more about Camphouse’s 

perspectives as a composer and his compositional techniques. The interviews were 

structured in this way, meaning the stories were shared in the first part of the interview 

and then the compositions were closely examined in the second part.  

 Professor Camphouse was very willing to share his thoughts about his music, and 

the researcher tried to stay out of the way as much as possible. In this spirit, there were no 

scripted interview questions. Instead, every interview started with a statement of which 

composition the interview would cover. Professor Camphouse would then jump right into 

information that answered the first research question: he shared (1) basic information 

about the subject matter of the piece and the reasons why he chose to compose music 

about that subject, (2) the stories surrounding the commissioning of the piece, and (3) any 
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other anecdotes he wanted to share. After that, Professor Camphouse was prompted to go 

through the piece from beginning to end, mostly phrase by phrase. Discussing the entire 

composition this way helped illuminate compositional techniques and how he thinks 

about composing.  

 Probing questions were asked about certain aspects for each composition. Of 

course, these were different for each piece. The overall main sections and subsections for 

every work were confirmed or clarified by Professor Camphouse. Main themes and 

theme fragments were discussed. Possible errata were examined and the very small 

number of errata found for these twelve pieces are listed in appendix C. This process 

continued for all twelve compositions. During the interview sessions, the researcher’s 

marked up scores were used to look at the music…only occasionally did Mr. Camphouse 

pull out his own personal scores to check or point out something. The researcher’s 

preparedness and familiarity with the scores before the interviews led to meaningful 

conversations about the music. 

  The analysis charts (i.e., measurement tool) for a few of the pieces were started 

before the corresponding interviews occurred. However, the interview transcripts were 

needed to either clarify or verify how Professor Camphouse perceived various aspects of 

each composition before completing the analysis charts. The transcripts were reviewed to 

edit, add to notes, and aid in the completion of the analyses. Themes, motives, and other 

musical material are revealed in these charts phrase by phrase. Detailed descriptions are 

given for overall formal structures, subsections when applicable, tempos, meters, phrase 

lengths, tonal centers and/or keys (when applicable), harmonies, melodies, dynamics, 
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textures, and notable rhythmic patterns—in that order. Similarities in the way musical 

elements operate among the twelve compositions were noted throughout this process. 

These similarities define Professor Camphouse’s compositional style and overall 

characteristic sound, and are explained in chapter 5. 

 During the course of the interviews, Professor Camphouse mentioned the names 

of several people who were a part of his stories. In the summer and fall of 2020, people 

referenced in the interviews were emailed to ask their permission to be included in this 

study. Permission was granted by all. 

Data Analysis 

 Answering the second research question involved a three-step process. The first 

step entailed recognizing, labeling, and making sense of what was happening in the 

musical score for each of the twelve compositions. A template of the analysis chart was 

used as the measurement instrument. The second step was to do a comparative analysis 

among the twelve pieces. Compositional trends and similarities in the treatment of 

musical material emerged throughout the first two steps. The third and final step involved 

defining and writing a detailed description of these compositional trends and how they 

function in the music. These are called his sonic calling cards, and they are listed and 

explained in chapter 5.  

 For the first step (i.e., recognizing, labeling, and making sense of the piece), a 

systematic method was used. Between January and July of 2019, the measurement tool 

was used to create detailed analysis charts for each of the twelve pieces. It helped that the 

researcher was already familiar with a few of the pieces chosen for the study and had 



47 

 

recently conducted one. In addition to the elements of music listed on the measurement 

tool, repeated phrases and variations of previous phrases were noted. Compositional 

devices were examined to understand how they were employed and how they function in 

the music.  

 Professor Camphouse confirmed and/or clarified (1) where the main sections are 

located in every piece and (2) occurrences of main themes, motives, and theme 

fragments. Tempos, meters, dynamics, textures, and even melodies are clear in the score 

and do not leave much room for different interpretations or further examination. 

However, phrase structures, keys or tonal centers (when applicable), harmonic analyses, 

and notable rhythmic patterns can interpreted in different ways. Since Camphouse often 

does not think in keys, use diatonic harmony, or analyze his chords when he composes, 

an approach was developed to describe key or tonal centers when they lasted for more 

than a few measures, and to report observations on harmonies. While some phrases were 

clarified in the interviews, many of the phrase structures shown in the analysis charts 

were deduced by the researcher. Explanations and discussions of these elements in both 

the analysis charts and in chapter 5 stem from the researcher’s analysis.  

 The second step in the data analysis involved a comparative analysis of the twelve 

different works. When, where, and how the elements of music were used in one piece 

was compared with all of the other pieces. This led to the discovery of several 

compositional trends. Similarities in the way Camphouse approached the composition 

process emerged throughout the first two steps, but conducting the comparative analysis 

was the key to determining the sonic calling cards. The third and final step involved 
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writing detailed explanations of Camphouse’s sonic calling cards which are listed in 

chapter 5. 

Validity and Reliability 

 To answer the first research question, decisions were made regarding which 

stories to tell and how to retell them. It was of paramount importance to keep the essence 

and feeling of Professor Camphouse’s stories when re-telling and paraphrasing them. Full 

interview transcripts are included in appendix B for the interviews on the twelve pieces. 

To help answer the second research question, the overall main sections, subsections, and 

main themes were confirmed by Camphouse. An understanding of tempos, meters, 

dynamics, textures, melodies, and theme fragments are clear in the score and do not leave 

much room for interpretation or further examination. However, phrase structures, keys or 

tonal centers (when applicable), harmonic analyses, and notable rhythmic patterns can be 

interpreted in different ways. Specifically, other researchers might evaluate these 

elements differently.  

Overview of Chapters 

This document consists of six chapters. The first contains an introduction and 

background information. Chapter 2 includes the literature review and chapter 3 describes 

the research design and methodology. Chapter 4 tells the stories of how the pieces were 

commissioned and inspired. Chapter 5 explains the sonic calling cards and Chapter 6 

contains discussions of the findings. 

Chapter 5 provides evidence that illuminates trends in Camphouse’s 

compositional style and focuses on relevant moments from the twelve pieces chosen 
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rather than including full analytical treatments of each piece. However, a full analysis of 

every piece was required to be able to focus on relevant moments. The twelve musical 

scores were extensively examined in order to identify, understand, and explain 

Camphouse’s compositional techniques and their treatment. Analysis charts for each of 

the twelve works are in appendix A. Chapter 6 contains an interpretation of the findings, 

implications for theory, research, and practice, limitations, recommendations for future 

research, and a conclusion. In addition, a speculative discussion contemplating how 

extra-musical themes might be heard in Camphouse’s music is included.  

Summary 

Chapter 3 was written to inform the reader of the research methodology used to 

answer the research questions. Both narrative and case study approaches were used in this 

qualitative study. A narrative approach was used to collect Mr. Camphouse’s stories 

surrounding the compositions to become familiar with the inspirations behind the notes, 

and an instrumental case study approach with a comparative analysis were used to 

uncover his sonic calling cards, which contribute to his overall characteristic sound. The 

methodology, participant, measurement instrument, data collection, procedures, and data 

analysis were discussed in detail. An outline of the content for each chapter was included. 

Chapter 4 reveals the reasons why Camphouse chose the pieces that he did for this study 

and tells the stories that inspired the notes.  
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CHAPTER FOUR: THE STORIES AND INSPIRATIONS BEHIND THE NOTES 

 

“I want to hear the stories! That is what people will want to read!” -Tony Maiello41 

 

Prelude: Overview of the Wind Band Pieces Chosen for this Study 

For the purpose of this study, Mark Camphouse chose twelve pieces that best 

represent him as a composer. In chronological order, they are Elegy, To Build a Fire, A 

Movement for Rosa, Watchman Tell Us of the Night, Whatsoever Things, Three London 

Miniatures, Symphony from Ivy Green, The Shining City, Yosemite Autumn, Symphonic 

Prelude, Two American Canvases, and Illuminations. When asked why he selected these 

pieces, Professor Camphouse replied, “I feel closer to them. I feel like I took a little more 

time with those. I think they incubated better. I just think that they’re more important 

pieces. I think they reflect who I am as a composer, more so than some of the others.” 

The remainder of chapter 4 chronicles the inspiration of each work on three different 

levels: (1) the commissioning of the piece, (2) the motivation for the non-musical subject 

matter of the piece, which always comes from Camphouse’s concern for humanity, and 

(3) the inspiration for specific passages within the pieces. Anecdotal stories are included 

that explain how these twelve pieces were commissioned and by whom, while other 

stories describe the inspiration for the notes themselves. Multiple sources were catalysts 

 
 41. Comment made by Anthony Maiello in the author’s dissertation proposal defense meeting, George 

Mason University, Fairfax, VA, November 27, 2018. 
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for some works. For example, A Movement for Rosa was inspired not just by Civil Rights 

activist, Rosa Parks, but also by the lessons he learned as a young boy from his mother 

about racism. The piece is dedicated to his mother. Chapter 4 also includes descriptions 

of how some of his thematic material originated. This information is presented by 

focusing on each of the twelve pieces separately, in chronological order by the date in 

which there were completed. 

Elegy 

 Elegy was commissioned by and for “The President’s Own” United States Marine 

Band. John R. Bourgeois was the director at the time. It was composed within a five-

month span in 1987. On July 11, 1988, the work was premiered in the Concert Hall of the 

John F. Kennedy Center for the Performing Arts to celebrate the 190th anniversary of The 

Marine Band.42 Colonel Bourgeois conducted. The piece was published by TRN Music 

Publisher in 1989. 

In the interview for this piece, Professor Camphouse told the story of how 

Colonel Bourgeois requested the commission: 

The origins of this commission took place in Evanston, Illinois, during a CBDNA 

national convention. I remember Libby [Camphouse’s wife] and I, Mr. and Mrs. 

Paynter, and John Bourgeois got together for a drink after one of the concerts. It 

was at that point that Mr. Paynter said, “Well, let’s turn this conversation over to 

Colonel Bourgeois.” It was at that point that he said, “Mark, how would you like 

to be commissioned by the United States Marine Band to compose a work for 

us?” I just about spit out my drink. It was such a thrill to get that kind of 

commission from one of our truly outstanding bands of the world, by the 

commander and conductor of the President’s Own. I’ll never forget that.  

 

 
42. Mark Camphouse, Elegy (Ruidoso, NM: TRN Music Publisher, Inc., 1989), inside front cover. 
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Camphouse (1991) described how a poem served as inspiration for musical material in 

Elegy. The poem centers on how the spirit of a lost loved one remains with the living. 

Elegy’s inspiration came from a four-minute (1981) work I wrote for an a capella, 

eight-part chorus entitled “Morning,” based on a poem of the same title by 

Scottish writer and poet John Henry Mackay (1864-1933): 

 

 And tomorrow the sun will shine again, 

 And on the path that I shall follow 

 It will reunite us, the blessed ones, 

 Amidst this sun-breathing world. 

 

 And to the shore, broad and blue with the waves 

 We shall go down quietly and slowly. 

 Mute we shall look into each other’s eyes,  

 And upon us will descend the great silence of love.43 

 

Camphouse also wrote an orchestral version of Morning and the Civic Orchestra of 

Chicago read it with him conducting. He has a photo from this reading which is framed 

and on display in his office. He spent about an hour with the orchestra and it was an 

experience he will never forget. The choral version was performed a couple times, but the 

orchestral version has not yet been performed for an audience. The band version, Elegy, 

became a much bigger piece than the original choral version. Camphouse’s music is very 

lyrical and he likes his music to sing. Elegy is no exception and is highly influenced by 

his choral and orchestral backgrounds. Camphouse (1991) wrote, “Vocal and orchestral 

performance experiences give band composers a valuable perspective, which they should 

apply with integrity to this art.”44 

 
43. Camphouse, “Composer Comments,” 17. 

 

44. Ibid, 18.   
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 The piece quotes a religious hymn tune called, The Church in the Wildwood. 

During the interview for this piece, Camphouse said, “Some of my earliest childhood 

recollections are of my father singing me to sleep at night with that wonderfully simple 

tune. That’s why I dedicated it to my dad.”45 Always an advocate for American ideals, 

Camphouse wrote, “In addition to being a tribute to my late father, the work’s lyricism 

and rich harmonies are a musical memorial to the sacrifices made by the U.S. Armed 

Forces in defense and freedom.”46 The poem by Mackay depicts how we can still feel 

close to lost loved ones.   

Elegy is a very difficult and demanding piece by any standard. The French horn 

parts are especially hard, as they include exposed rhythms with wide melodic leaps that 

are challenging to execute well. Professor Camphouse said that, at one point in time, the 

United States Marine Band used an excerpt from this piece for their French horn 

auditions.47  

 While going through the piece from top to bottom, Camphouse described one 

instance in which he was influenced by English composer, Ralph Vaughan Williams, for 

the musical passage that starts at m. 141. He also mentioned how the music here sings 

and is elegiac, relating to the title of the piece: 

It opens up very expressively. In fact, I think it might be a salute to one of my 

favorite Vaughan Williams’ symphonies, his Fifth Symphony in D major, dated 

1943. He dedicated it to Sibelius. There is an English horn solo in the Vaughan 

Williams Fifth Symphony in the slow moment that’s very reminiscent of this 

theme….I remember being very influenced by that melody, from the Vaughan 

 
 45. Mark Camphouse, interview by author, Fairfax, VA, March 3, 2019. 

 

46. Camphouse, “Composer Comments,” 17. 

 

 47. Mark Camphouse, interview by author, Fairfax, VA, March 3, 2019. 
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Williams Fifth Symphony. It’s such a lyrical, gorgeous piece….I wanted 

something elegiac, that sang, that honored my father, but also that honored the 

United States Marines. Not only the band, but the Marine Corps in general, being 

in all of their great service to our country over the years.                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                         

 

Elegy was runner-up for the 1989 Ostwald Award for band composition 

sponsored by the American Bandmasters Association. Unfortunately, Elegy is not 

performed often, as it is one of Professor Camphouse’s most technically difficult pieces 

to perform. It is the only piece of his that he has not yet conducted. 

To Build a Fire 

 American author, Jack London (1876-1916), often wrote about human struggles 

for survival against nature in Alaska and Northwest Canada. His short story, To Build a 

Fire, was the catalyst for the musical composition Mark Camphouse wrote with the same 

title. Camphouse first read the story when he was in middle school and he was captivated 

by the imagery and parable presented by London. He started thinking about setting the 

narrative to music when he was in high school. 

The story depicts a man who set off on a day-long journey in the sparsely 

populated Yukon Territory. Not long into his trek, a native husky dog saw the man and 

started to follow him. The temperature was seventy-five degrees below zero. The man 

was arrogant, and ignorant of the fact that the excessively cold temperature was 

threatening. He tried to avoid any spots where he might break through the ice along the 

river he was traveling, but he ended up breaking through the ice anyway. He built a fire 

to warm his feet and dry his shoes and socks. The fire quickly went out. His hands had 

frozen quickly without him realizing how bad his situation was, and he could not 

manipulate his hands to successfully build another fire. He was unable to continue to 
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travel, and the dog ended up watching him freeze to death. The dog then continued along 

the path alone. Professor Camphouse describes the composition as a quasi-tone poem that 

is a general impression of the story by London.48 The piece was also influenced by Ralph 

Vaughan Williams’ Symphony No. 7, Antarctic Symphony. Both pieces portray rugged 

beauty and vastness of landscape through sound. 

 To Build a Fire was commissioned by The United States Army Band and 

dedicated to Conductor Emeritus, Colonel Eugene W. Allen. In 1991, the premiere 

performance occurred at the John F. Kennedy Center for the Performing Arts. The 

composition was published in 1992 by TRN Music Publisher and is approximately 

seventeen minutes in length. This piece won 1st prize in the 1991 National Band 

Association Composition Contest. Professor Camphouse chose To Build a Fire as one of 

his most important works because (a) he believes the literary connection is important, (b) 

it was a United Stated Army Band commission, and (c) he went on to say, “Libby thinks 

that it’s one of my best pieces and you know, our spouses are never wrong.”49 

The composition begins with a solo soprano saxophone and solo English horn, 

both offstage on opposite ends, and represents a vastness of landscape in nature. 

Professor Camphouse intended for the music to portray rugged beauty, desolation, and a 

foreboding feeling. An alto flute is added in m. 10, which imaginatively evokes the native 

people of Alaska. The meaty horn parts in unison in m. 16 represent the arrogance of 

man. The next few main sections alternate between a general impression of either man or 

 
48. Mark Camphouse, To Build a Fire (Alto, NM: TRN Music Publisher, Inc., 1992), inside front  

cover. 

 

49. Mark Camphouse, interview by author, Fairfax, VA, December 4, 2018. 
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nature. The section starting at m. 108 portrays the man through a short transition. 

Beginning in m. 116, the man knows he is in trouble. He doesn’t know what to do so he 

starts to run and expends all of his energy in an effort to travel further. This begins a 

significant fast section in the music, which is a portrayal of the man and his ill-fated 

struggle. The tempo gets faster as the man gets more scared and frantic. The ostinatos in 

the low voices represent the man’s “heart pounding and adrenaline pumping.”50 

Camphouse mentioned that mm. 156-176 were influenced by Igor Stravinsky’s 

The Rite of Spring. Dances of the Young Girls starts at rehearsal number 13 in The Rite of 

Spring and consists of a single pitch in each voice repeated as constant eighth notes with 

syncopated accents. The horn part is then layered on top, which also consists of repeated 

and syncopated eighth notes, but they are more like interjections instead of being 

constant. This is a highly recognizable excerpt among musicians. One might notice that 

mm. 156-176 in Camphouse’s piece are reminiscent of this passage. He said he was 

influenced by the primitiveness of the work by Stravinsky. In To Build a Fire, the 

landscape and the mindset of the man were both primitive.51 

 

 

 

 
50. Mark Camphouse, interview by author, Fairfax, VA, March 14, 2019. 

 

51. Ibid. 
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Figure 1. The Rite of Spring, 1989, starting at rehearsal number 1352 

 

 

 
52. Igor Stravinsky, The Rite of Spring (Mineola, NY: Dover Publications, 1989), 12, accessed  

October 2, 2020, http://www.petruccilibrary.us/linkhandler.php?path= 

files/imglnks/music_files/PMLUS00899-2651-PMLP179425-riteofspring.pdf. 
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Figure 2. To Build a Fire, 1992, mm. 156-162 
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The snare drum part with brushes a little later in the piece (mm. 187 and 188) 

represent the pads of the dog’s paws on hard snow. This part is marked forte and 

Camphouse wants it to be heard over the long tones being sustained. At m. 207, the man 

is asking himself, “What have I done?” In mm. 210-212, the stars are shimmering and 

Camphouse thinks this is some of the best writing in the piece. In m. 216, the man knows 

he is going to die, and the French horn part quotes the “Going Home” theme from 

Dvorak’s New World Symphony. The idea of the man going home is a metaphor for him 

dying. The low-pitched fortissimo hit in m. 217 is the first punch of death. The pick-up to 

m. 219 is one of Camphouse’s favorite moments in the piece, and it is a shrill, high 

pitched fortissimo hit that portrays the dog catching the scent of death. The music fades 

to m. 243, which is a fermata over a rest, and the man dies. The following concluding 

section represents nature and the stars again.53  

There are a few brief but interesting musical quotations in this work. Jingle Bells 

is quoted starting in m. 195 in the voices that include eighth notes. It is extremely subtle, 

but one might be able to recognize it by looking at mm. 197-198. When asked about this, 

Camphouse said the Jingle Bells reference was a musical portrayal of nature mocking the 

man’s arrogance. The “Going Home” theme from Anton Dvorak’s Symphony No. 9, New 

World Symphony, is quoted three times: (1) in m. 216 in the French horn, (2) in m. 253 to 

the downbeat of 254 in the English horn, and (3) in mm. 261-262 in the oboe and alto 

 
53. Mark Camphouse, interview by author, Fairfax, VA, March 14, 2019. 
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saxophone.54 Similar to many musical quotations in Camphouse’s music, these are subtle 

and could easily be missed. 

A Movement for Rosa 

A Movement for Rosa was written in 1992 in honor of Rosa Parks (1913-2005). A 

significant historical figure associated with the American Civil Rights movement, Mrs. 

Parks was best known for refusing to give up her seat to a white person on a segregated 

bus in Montgomery, Alabama in 1955. This single action influenced bus boycotts, which 

helped initiate national efforts to end segregation. She was actively involved as a leader 

in the National Association for the Advancement of Colored People (NAACP) for many 

years and founded its youth division. Camphouse was inspired by Mrs. Parks’ courage 

and bravery to fight for the American ideal of freedom. This composition stimulates 

much needed awareness of racial discrimination. His wife came up with the title and he 

thought A Movement for Rosa was a wonderful play on words. The piece was published 

in 1994 by TRN Music Publisher, Inc. It is his best-selling and most frequently 

performed piece.  

Professor Camphouse described his admiration for Mrs. Parks: “I remember 

learning about Rosa Parks…and how her single act of courage sparked the modern civil 

rights movement. That’s extraordinary, that kind of courage, that kind of patriotism, that 

kind of quest for human decency, equality. She’s always been a hero to me.” Camphouse 

dedicated A Movement for Rosa to his mother, since she taught him how to treat all 

people kindly, no matter their skin color. He shared a story about his first introduction to 

 
54. Ibid. 
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racism as a young boy that involved his mother. Here is the memory in Professor 

Camphouse’s own words:  

[The work] is dedicated to my mother because she…introduced me to the ugliness 

and decidedly un-American nature that is racism. My parents bought a home in 

the Chicago suburb of Cicero, Illinois, which is famous for being one of the 

most…well, it used to be…one of the most racist communities in America. If you 

were black, you were allowed to work in Cicero, Illinois, but you’d better be out 

by sundown. Don’t even think about buying a house. A number of black families 

had been burned out, literally, by white crazy people. Racists. It was an older 

home, and we had coal heat, and on cold winter mornings in Chicago when it was 

well below zero, I can remember as a little boy, kindergarten, even before 

kindergarten, this big yellow dump truck would rumble up to our house, and it 

said Clyde Coal Company on the side. Off would jump these four very large, 

burly African American men, and they would begin the process of dumping the 

coal into wheelbarrows, taking it around the gangway, around where the coal 

chute was, the coal bin, and this took about 90 minutes to get all of that coal off 

the truck to fill up the bin. Sub-zero, Chicago. My mother would always welcome 

the men into the house after they had worked so hard, and served them some 

pastry, donuts, and hot coffee. They were very appreciative; they were absolutely 

wonderful gentlemen, very friendly. That was my first encounter with an African 

American person, and it was really neat. I thought it was neat that my mother 

welcomed them into our house. A couple of days later, some ladies in the 

community on our block noticed that my mother had these black guys in her 

house, and how wrong that was, and how outrageous… That was a very vivid 

introduction to the realities of racism.55 

 

Camphouse remembers black protestors in the streets of Chicago during the civil 

rights movement, and he remembers hearing of American cities being burned in protest in 

the news. As human beings, we can often recall exactly where we were and what we were 

doing when we first learn of a major, world-wide tragedy. Camphouse has a vivid 

memory of the time he learned of Martin Luther King, Jr.’s assassination: “I also 

remember sitting at my desk in my bedroom doing homework. I was actually doing 

homework like I was supposed to be doing one night, and it was 7:00 on a Tuesday 

 
55. Mark Camphouse, interview by author, Fairfax, VA, February 22, 2019. 
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evening, April 4th…1968. The first reports came over WGN radio. I had my little Zenith 

transistor radio on…announcing the assassination of Reverend King. I’ll never forget 

that.”56  

 Amusingly, the Florida Bandmasters Association had the money to pay for this 

commission through accumulated late charges from band directors who did not pay state 

event participation fees on time. The work is approximately eleven and a half minutes 

and Camphouse calls it a quasi-tone poem that has three contrasting sections:  

Section I [mm. 1-76] evokes Rosa’s early years, from her birth February 4, 1913 

in Tuskegee, Alabama, through her marriage in 1932 to Raymond Parks in Pine 

Level, Alabama. Section II [mm. 77-180] portrays years of racial strife in 

Montgomery and the quest for social equality. The third section [mm. 181-217] is 

one of quiet strength and serenity. The hymn, We Shall Overcome (foreshadowed 

in sections I and II by motivic fragmentation), is heard in its entirety near the end. 

The work’s final measures serve as an ominous reminder of racism’s lingering 

presence in modern American society.57  

 

 The piece starts with a lone flute solo and Camphouse commented, “The opening 

had to be a lone voice because of what she did as a lone person, and it had to be a 

feminine voice, so flute got my vote.” Camphouse calls the theme that is introduced at 

the beginning in the solo flute, the Rosa Theme. In m. 77, which is the first measure in 

the second main section of the piece, there is a motive that appears for the first time in 

low voices and timpani that Professor Camphouse calls the “Freedom Now” motive. It 

was influenced by and is rhythmically reminiscent of chants he remembers from civil 

 
56. Ibid. 

 

57. Mark Camphouse, A Movement for Rosa (Alto, NM: TRN Music Publisher, Inc., 1992), inside 

front cover. 
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rights protests. Protestors chanted, “Free-dom. Free-dom now!” The motive is shown in 

figure 3. 

   Free-dom.        Free-dom Now! 
 

 

Figure 3. A Movement for Rosa, 1994, mm. 77-78, tuba part 

 

 

 

Professor Camphouse went on to describe the second section of the composition 

more in depth. It is about “the quest for justice [and] the cowardly acts of the Klan….It 

describes the years of real racial strife and protest, and harassment, and…lynchings that 

occurred, particularly in the South, but they occurred everywhere actually. So the second 

section is much more dissonant and more intense. It’s faster. It has a pretty sizable fast 

section.” Starting at m. 111 (Allegro Energico), racial strife and good vs. evil are 

represented. There is action on both sides of the struggle and the music is harmonically 

dissonant. Camphouse thinks some of the best writing in the piece occurs in the phrase 

beginning in m. 136 where the trumpets and upper woodwinds argue against the violent 

toms. He wants the toms part to really come out, and he said, “The toms just have to belt 

the you-know-what out of that.” The rhythms in this phrase are meant to feel like rhythms 

one might hear in an African tribal ceremony.58  

 
 58. Mark Camphouse, interview with author, Fairfax, VA, February 22, 2019.   
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 Measure 206 to the end involves a musical portrayal of water flowing. When 

asked why, Camphouse referenced a quote by Martin Luther King, Jr. from his I Have a 

Dream speech: “We are not satisfied and we will not be satisfied until justice rolls down 

like waters and righteousness like a mighty stream.”59 Camphouse was thinking about 

this quote and the purity of water in this concluding section. He said water “sonically 

cleanses the piece. It cleanses the strife.” On how the piece ends with strong dissonance, 

he commented, “It’s that reminder of racism’s lingering presence in American society. 

It’s there, it’ll probably always be there to hopefully diminishing extents.”60 

On the inside back cover of the musical score, the publisher, TRN Music 

Publisher, Inc., decided to write the following without Camphouse’s permission:  

“Who is he who overcomes the world but he who believes that Jesus is the Son of 

God?” Yes, God sent His Son from the splendor of heaven to earth to give His 

life for us here because “God so loved the world”—every single human soul. 

May we so humble ourselves and, empowered by His Holy Spirit, love Him and 

each other so that we may be “overcomers who will live forever!” 

 

 While a Christian, Camphouse did not want this scripture to be included at the 

end of the score since it is not a religious piece. He called TRN on the telephone and 

calmly asked them to remove it. The person on the other end of the phone refused to have 

it deleted, and Camphouse paraphrased the response as, “TRN is a Christian company, 

and we will damn well do what we want.” Camphouse replied, “I will damn well get a 

new publisher,” and then he hung up the phone. Camphouse commented, “I did what I 

 
 59. “ ‘I Have a Dream’ Address,” King Papers, Stanford University’s The Martin Luther King, Jr. 

Research and Education Institute, accessed October 4, 2020, https://kinginstitute.stanford.edu/king-

papers/documents/i-have-dream-address-delivered-march-washington-jobs-and-freedom. 

 

 60. Mark Camphouse, interview with author, Fairfax, VA, February 22, 2019.   
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felt I had to do, so I burned a bridge there for a while, but everything’s fine. I didn’t want 

to offend anybody. I didn’t want people to think that I was some kind of right-wing 

wacko, religious kind of thing.”61 

 In April of 1995, Professor Camphouse met Rosa Parks at Boise State University 

where Professor Marcellus Brown was, and still is, the band director. Professor Brown 

learned that Rosa Parks was coming to campus to help the university create an African 

American scholarship fund. He was familiar with A Movement for Rosa, programmed it 

for a concert at the same time Mrs. Parks would be in town, and arranged for both Mrs. 

Parks and Professor Camphouse to attend. Camphouse has a picture hanging in his office 

of the three of them together at a press conference, and they all dined with the governor 

of Idaho, too. Mrs. Parks attended the concert and Mr. Camphouse recalled, “I got to sit 

right next to Mrs. Parks during the performance of the piece honoring her, and I’ll never 

forget that. It’s one of the neatest moments I’ve ever had as a musician and as an 

American….I looked over at her about a minute or so into the piece, and there were tears. 

She was thankfully very moved by the piece, so that meant a great deal to me.” 

 The following is an excerpt from the notes Professor Camphouse wrote about the 

piece in the musical score, “America’s proud heritage and the accomplishments of its 

people have been, and continue to be, darkened by racial discrimination. This blight on 

our country takes many forms, whether subtle or more overt, as with cowardly acts of 

intimidation and violence by various extremist hate groups.”62 Mrs. Parks addressed this 

 
 61. Ibid. 

 

62. Camphouse, Rosa, inside front cover. 
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continuing problem in her remarks to Mr. Camphouse when they met: “Mark, we have 

come a long way but we still have a long way to go,” and, “All of the laws we have 

passed have definitely helped, but laws do not change people’s hearts.”63 Her words are 

poignantly relevant today. 

Watchman, Tell Us of the Night 

 Watchman, Tell Us of the Night is a piece that brings awareness to the pervasive 

problem of child abuse in America. The first two sentences Mr. Camphouse wrote on the 

inside cover of the music score state, “A hymn for all children, Watchman, Tell Us of the 

Night, portrays the loneliness, loss of innocence and yet enduring hope of the survivor of 

child abuse. The work is a musical tribute to survivors, often dreamlike in nature, as seen 

through the eyes of the child.” The title was taken from the church hymn of the same 

name by George Elvey with the 1825 text setting by John Bowring. The tune is also 

known as the Thanksgiving hymn, Come Ye Thankful People Come.  

 The St. Louis Youth Wind Ensemble commissioned the piece and asked 

Camphouse for a composition that reflected an aspect of the human condition. His twin 

daughters were five years old at the time, and he was struck by the frequency he heard 

about child abuse or neglect in the news. He thought it worthy to write a piece about and 

bring awareness to this topic. The work was published by Neil A. Kjos Music Company 

in 1996 and is dedicated to his daughters.  

 Before he started composing the piece, Mr. Camphouse did not know much about 

the topic except that it is a tragic problem in our society. He reached out to Dr. Eleanor 

 
63. Mark Camphouse, email to the author, August 14, 2020.  
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Wagner, who was the director of the National Center on Child Abuse and Neglect 

(NCCAN) in Washington D.C. She met with Camphouse and was generous with her 

time. They had lunch and spent an entire afternoon together. When he left the center, he 

had stacks of brochures, pamphlets, and reports with information and statistics about this 

nationwide epidemic. Mr. Camphouse pointed out that while thousands of child abuse 

and neglect cases are reported each year, experts think the number of unreported cases is 

much higher. It is a horrible issue that is difficult to comprehend.  

 As a result of the subject matter, this composition generates the most email 

communication with Mr. Camphouse, from both young people and adults. In addition, 

when he travels and guest conducts this piece, there are usually ensemble members and 

directors who confide in him:  

Statistically out of a band of a hundred kids in a typical high school honor band, 

or a collegiate ensemble, there’s a handful that have suffered this terrible thing. 

I’ve had students come up to me during breaks of rehearsals, and after rehearsals. 

I’ll never forget, one girl came up and put her hand on my arm, and she looked 

me straight in the eye and she said, “Mr. Camphouse, I’m one of your children.”64  

 

He went on to say, “I’ve had conductors confide this in me, and I can’t imagine having a 

person that had been abused conducting this piece. It takes, I think, enormous courage to 

do that.”  

 When asked how he conceived the idea of using the hymn tune in this work, 

Camphouse first said that he was familiar with the hymn by the title, Come Ye Thankful 

People Come. Then he said:  

It was almost eerie, when I did a little research on that hymn, that it’s known by 

another title: “Watchman, Tell Us of The Night.”…I think it’s eerie. “Watchman, 

 
 64. Mark Camphouse, interview with author, Fairfax, VA, February 22, 2019.   
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tell us of the night,” night being a very, very important word here, “for the 

morning seems to dawn. Traveler, darkness takes its flight, doubt and terror are 

withdrawn.” There are some very powerful evocative words in that setting of the 

hymn, and I just knew that had to be the title of the piece.65 

 

The interval of a third is used as a motive throughout. Camphouse wasn’t sure 

why he was drawn to this interval, but after he finished composing the piece, he learned 

that the first musical sound a child makes is often a major third. He found this 

information to be uncanny, but it also made sense to him. The introductory section of the 

piece up until m. 41, is supposed to portray innocence. The first main section beginning 

at m. 41 is intended to be lyrically beautiful. The piece starts to turn darker in m. 97, but 

Camphouse thinks the darkest moment in the piece starts at m. 128.66  

The second main section of the piece begins at m. 103 and the music should 

sound free and atmospheric. Camphouse tried to steer away from characterizing an 

abuser and a victim in this piece. However, he did think of the anger that survivors must 

feel at times and that is portrayed in this section. The music turns dark and angry at m. 

128. The music remains sinister in the polytonal phrase beginning at m. 139. The 

clarinets and bassoons have the hymn tune in G major, and so do the chimes but it is 

offset by two beats. At the same time, the upper woodwinds, right hand of the piano, and 

vibes have the innocent and child-like descending third motive in one key, and the alto 

saxes and left hand of the piano have it in another (a whole step apart). There is a little 

more hope with the statement of the hymn tune beginning in m. 147.  

 
 65. Ibid. 

 

 66. Ibid. 
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The third and final main section of the work begins in m. 161. Measures 173-180 

are comprised of a dramatic phrase that builds tension and leads to the return of the main 

theme from m. 41. The music is ethereal starting in m. 214 and continuing to the end. 

Camphouse was trying to imitate the compositional style of Joseph Schwantner with the 

vocal open fifth drones, the flute solo and tuneful percussion together, and the whisper 

mutes in the trumpets. The music fades into nothingness in the last bar and it feels 

unresolved.    

Through this work, we have a piece of art that compels us to contemplate an 

important issue. Camphouse hopes that the piece might help to dissuade a possible 

abuser. Of course, the music is a tribute to the survivors of child abuse and neglect. To 

connect with this music might be difficult for survivors and their loved ones, but it can be 

cathartic as well. 

Whatsoever Things… 

 William D. Revelli (1902-1994) was one of the greatest music educators and band 

conductors in the twentieth century. He was the Director of Bands at the University of 

Michigan from 1935-1971. He traveled extensively, serving as a guest conductor, 

educator, and clinician for music students all over the country. He commissioned many 

new works from modern composers throughout his career. To honor his memory, Music 

For All, an organization that programs outstanding music events in America and also 

advocates for arts education, started the William D. Revelli Commissioning Project in 

1996. Professor Camphouse received the honor of being the first composer to be 

commissioned and the resulting piece was Whatsoever Things…   
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 When Camphouse was offered this commission, Mr. Paynter had just passed 

away, and he felt compelled to write a piece honoring his mentor and musical father 

figure. The piece was written sixteen years before Camphouse compiled and edited the 

book with the same title that honors Mr. Paynter. The composition was premiered in 

Chicago by the 1997 Honor Band of America with Ray Cramer conducting.  

Professor Ray E. Cramer (b.1940) is well-known in the band and wind conducting 

fields. He taught and conducted ensembles at the Indiana University School of Music in 

Bloomington, Indiana from 1969-2005, and he was the band director for the author of this 

study from 1994-1997. Mr. Cramer co-authored the popular reference book series 

Teaching Music Through Performance in Band. He is a composer and an arranger. Still 

travelling nationally and internationally, he serves as a guest conductor, educator, and 

clinician throughout the world. Mr. Cramer wrote the foreword in Mr. Camphouse's book 

on Mr. Paynter. During the interview for this piece, Professor Camphouse said, “After 

Mr. Paynter’s passing…there’s no one in the band profession I respect more than Ray 

Cramer, both as a fine musician and as a fine person. What you see is what you get. He’s 

the real deal.”  

The Honor Band of America premiered Whatsoever Things… in Chicago on a 

concert that also included Lincolnshire Posy by Percy Grainger, Blue Shades by Frank 

Ticheli, Festive Overture by Dmitri Shostakovich and transcribed by Donald Hunsberger, 

and Dance of the Jesters by Tchaikovsky and transcribed by Ray Cramer. After the 

premiere, the Honor Band of America performed the same program a few more times on 

a European tour. This was the first time the band ever toured abroad. Mr. Camphouse 
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fondly remembers that he and his wife, Libby, were able to accompany Mr. Cramer and 

his wife on this trip with the band.67  

The title of the piece, Whatsoever Things, is taken from Philippians 4:8, which is 

also the Northwestern University motto, where Paynter was the Director of Bands for 

forty-three years: 

Whatsoever things are true, whatsoever things are honest, 

whatsoever things are just, whatsoever things are pure, 

whatsoever things are lovely, whatsoever things are of good report; 

if there be any virtue, and if there be any praise,  

think on these things. 

 

 As a Northwestern University alumnus, a faithful student to Mr. Paynter, and a 

humanitarian, these words mean a lot to Mr. Camphouse. In fact, these words were 

spoken at Camphouse’s wedding by his father-in-law. On the inside front cover of the 

score, Professor Camphouse wrote, “These are words that John Paynter lived by, taught 

by, and made music by. I believe Mr. Paynter continues to think on these things. I can 

honestly say I thought on those things while creating this work.” 

 St. Anthony Chorale is the hymn tune that is used in this piece. The music was 

originally written by Haydn, but Brahms made it more popular when he used it in his 

Variations on a Theme by Haydn. The tune became the Northwestern University Alma 

Mater more than a century ago. The main motive in Whatsoever Things is based on the 

first few notes of this hymn and is omnipresent throughout the work. The motive (or 

variations of it) occurs more than forty times. At m. 221, the hymn is stated in full and 

the orchestration is similar to Brahms’ version. Dr. Mallory Thompson, the Director of 

 
67. Mark Camphouse, interview by author, Fairfax, VA, July 27, 2019. 
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Bands at Northwestern University since Mr. Paynter’s passing, has conducted the piece 

and had the band members sing the last four measure phrase of the alma mater at m. 226: 

“Alma mater, Praise be thine, May thy name forever shine!” The Northwestern 

University fight song makes an appearance in this piece, too. It is quoted twice, but in 

true Camphouse style, it is highly camouflaged. It occurs once in the countermelody in 

lower voices in mm. 132-133, and another time in the chimes part in mm. 216-220.  

 Camphouse broadly describes the piece in the front matter of the music score: 

“With a duration of approximately fourteen minutes, this Grade 5, single movement work 

contains three major sections: a slow, mournful opening; a life-affirming middle section 

marked Allegro energico; and a reverential third section which concludes with poignant 

serenity.” It is a special piece to Camphouse, and he went on to say, “It’s a very sincere 

work honoring a man who was so impactful, so influential on the lives of his students, not 

only their music musical development but their personal maturity. He was a great 

teacher.”68 

Three London Miniatures 

 Three London Miniatures is comprised of three brief movements that imitate 

English musical styles. The first movement, Westminster Hymn, contains alternating 

statements of an Anglican-like hymn and a brass fanfare. “The regal and ceremonial 

traditions of Westminster Abbey” are represented by the fanfare and its variations.69 The 

second movement, For England’s Rose, is a tribute to Diana, Princess of Wales (1961-

 
68. Ibid. 

 

69. Mark Camphouse, Three London Miniatures (Alto, NM: TRN Music Publisher, Inc., 1998), inside  

front cover. 
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1997). It is slower in tempo and is beautiful, sensitive, and emotional. The third 

movement, Kensington March, is a pleasant, English style march. The difficulty level of 

the piece is rated as a Grade 4 and it was published in 1998 by TRN Music Publisher, Inc. 

 This composition is different from most of Mr. Camphouse’s other pieces in that 

he was trying to imitate English musical styles. It is one of his two easiest pieces to 

perform since everything about it is simpler than his usual style. This is one of only a few 

of his works that include separate movements and key signatures. The harmonies and 

rhythms are simpler in many sections, the phrase structures are mostly straightforward, 

and there are only a few meter changes. Camphouse chose Three London Miniatures as 

one of his twelve most important works for the following reasons: (1) it is a unique piece 

for him in that he was trying to compose in British styles and (2) it is one of his most 

frequently performed works. 

 Over the Christmas holiday break in 1996-97, Camphouse and his family 

vacationed in London, England, which is one of his favorite European cities. On the front 

cover of the musical score, he describes London: “…with its warm people, unique urban 

charm, and rich historic and cultural traditions…” He continued, “While all of the 

musical arts thrive in that fascinating city, the majestic and dignified traditions associated 

with English choral singing in particular, are especially impressive and memorable to 

experience.”70  

During the interview for this piece, Professor Camphouse revealed that while he 

had previously been to England (and Scotland) for professional conducting engagements, 
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this family vacation was purely for pleasure. He and his family were tourists on this trip. 

He has intriguing memories from this vacation: “One of the things I remember so vividly 

about that trip in London, it was the coldest winter in centuries, and it was so cold that 

Big Ben froze while we were there! Yeah, so that gives you some kind of an idea…I’m 

not kidding. I mean, it really did. That was the headline story.” 

Inspiration for the first movement, Westminster Hymn, came from visiting 

Westminster Abbey, which is a large renowned church in the heart of London. The 

church was founded in the tenth century, but the famous Gothic architecture that exists 

today was built in the thirteenth century. The site is home to more than three thousand 

graves, and many great British kings, queens, poets, musicians, and scientists are buried 

there. Memorable musicians entombed at the abbey include Henry Purcell, Muzio 

Clementi, George Frederic Handel, and Ralph Vaughan Williams. The site contains 

memorials for Edward Elgar and Benjamin Britten, even though they are buried 

elsewhere. The abbey is still an active church and place of worship. It is a UNESCO 

World Heritage Site.71 

On that vacation, Camphouse visited Westminster Abbey for the first time. In the 

interview for this piece, he said the first thing that struck him when he entered the abbey 

was that it was dark inside. Then he heard musical sounds that were the inspiration for 

the first movement of Three London Miniatures:  

I’ll never forget walking in hearing this, not a cacophony of sounds but different 

ensembles rehearsing simultaneously. [On] one end of the Abbey, there was a 

glorious English choral group rehearsing. And that’s what the Brits do so well. 

 
71. “Visit Us,” Westminster Abbey, accessed January 14, 2020, https://www.westminster- 

abbey.org/visit-us. 
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Their choral singing tradition is next to none. So, I think that’s where the idea of 

the hymn came from. And on another end, about one football field away, there 

was a brass ensemble rehearsing some fanfares. I think the first fanfare is at 

27…in the first movement.  

 

Camphouse went on to describe some of the musical and educational aspects of the first 

movement: 

So, [the] fanfares are very prominent, the hymn-like quality of the first 

movement is very prominent. But the opening is supposed to be rather mysterious. 

I’ve got a lot of stacked chords…And this is where it gets to be a good teaching 

piece too, after the timpani roll. You’ve got a B-flat open fifth, and then the B-flat 

is over an A-flat open fifth [all in m. three], and then a G-flat open fifth [m. four 

and this continues in m. five with an F-flat open fifth]. So, it’s very pandiatonic at 

the opening. But that polytonality there is intentional to, kind of, conjure up some 

mysticism and ambiguity of walking into this dark cathedral for the first time…. 

…And one thing that I always tell bands when I’m working with them, 

rehearsing them at 35, is to not sound like a band. In fact, I will have them sing 

the chorale for a couple of bars. I want them to sound like an English choir, 

because that’s what I remember walking into the cathedral. So, I want them to 

take a very lyrical and vocal choral approach. 

 

Princess Diana (1961-1997) was the inspiration for the second movement, which 

is titled, For England’s Rose. She was known for (a) being a humanitarian and an 

activist, (b) using her royal status as a platform to bring positive change to the world, (c) 

fighting against world hunger and homelessness, (d) fighting for the ban of landmines in 

Angola, as many civilians were being drastically injured by them, (e) helping to fund 

hospitals in multiple countries that specialized in helping children who had been severely 

injured by landmines, and (f) bringing awareness of HIV/AIDS and leprosy to the world 

by visiting people with those illnesses. Photos of her spending time with and touching 

patients showed the world that you cannot contract those diseases through touch. 

Unfortunately, she died tragically in a car accident at the age of thirty-six. Camphouse 
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wanted this movement to be lyrical and beautiful to reflect the beauty and grace of 

Princess Diana’s character.  

According to Camphouse, “The only thing I can say about the third movement, 

[is] it’s a rollicking march in English style, composed by an American.” He wants the 

horns to be dominate in the first few measures, with the woodwinds and trumpets as 

supporting voices. Musically, the introduction foreshadows the main theme that starts in 

m. 9. The tempo for this march is marked at 108 bpm, which is slower than an American 

march. Camphouse said, “Not anywhere near 120, okay? It’s gotta have that English 

reserve.” He did something interesting in the final codetta, in that he took fragments from 

the main themes of each movement and overlapped them. The upper woodwinds and 

horns have a snippet of the beginning of the main theme from the third movement in mm. 

80-81; the low brass and some low reeds have a fragment of the main theme from the 

first movement in mm. 81-84; and then the other wind parts have the main theme from 

the second movement starting with the pick-up quarter note to m. 83. 

In regard to the English styles of music in this composition, Camphouse offered 

the following quote, “I distinctly remember the comment that someone said, ‘Hey, 

Camphouse, what is this Three London Miniatures? It sounds very British. It doesn’t 

sound like you all the time.’ ” Camphouse replied, “Duh. It’s supposed to sound British.” 

He went on to add, “It was a challenge, a very welcome challenge, to compose a work in 

the style of some of my favorite English composers, like Holst, like Vaughan Williams, 

Elgar.” Just before these remarks in the interview, Camphouse mentioned that British 

musician and composer, Sir David Willcocks, was also an influence. Specifically, in m. 
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78 of the first movement, the descant line in the piccolo, flute, oboe, alto sax, and solo 

first trumpet parts was influenced by Sir David Willcocks’ music. Camphouse wrapped 

up this part of the conversation in our interview by saying, “So, it’s a piece by an 

American composer, intentionally composed in British style.”72 

Professor Camphouse continued, “I cannot tell you how many times this piece has 

saved me.” I said, “Because it’s a little easier or simpler?” He replied,  

Yes, yes. Many times host directors, coordinators of festival events will say, ‘Oh, 

this is a Grade 5 and 6 band.’ And I’m going, ‘Yeah, sure buddy.’…So, I always 

like to bring one of my pieces. I’m always asked to do…some of the guys want 

me to do more than just one, but I prefer to do only one of my pieces on honor 

band concerts. There are some composers that do a whole program of their own 

works, which I think is excessive and it’s also called, bad programming.  

 

In the first interview when Camphouse chose this as one of his twelve most important 

works, he said, “I’m very proud of this piece, because I think it has all of the things that I 

normally put into Grade 5 and 6 pieces, and it’s basically a Grade 4. But it has saved me 

many times because we’re not chasing notes the day of a concert.…I can actually teach 

music and I can teach the extra musical aspects of the piece.”73 

Symphony from Ivy Green 

 For soprano soloist and wind orchestra, Symphony from Ivy Green includes text 

from the writings of Helen Keller (1880-1968), the humanitarian, educator, and author. 

She was struck with an illness that left her blind and deaf when she was only two years 

old. However, she had a persistent desire to learn and overcame many obstacles in her 

 
72. Mark Camphouse, interview by author, Fairfax, VA, February 17, 2019. 
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life. She was a co-founder of the American Civil Liberties Union (ACLU), and she gave 

lectures around the world to advocate for political and social change for women’s rights. 

Of course, she also advocated for the deaf and blind communities. People respected her 

and listened to her speak because she was intelligent, thoughtful, and had a positive 

attitude toward life despite her disabilities.74 She was an extraordinary person, and her 

writings are insightful. Professor Camphouse’s love of United States history and his 

unquenchable sense of humanitarianism are integrated into this piece. He was inspired by 

Keller’s amazing spirit, by how much she overcame in her life, and by her thought-

provoking writings.  

 The composition is named after the house where Keller was raised in Tuscumbia, 

Alabama. The symphony consists of six movements and the total duration of the piece is 

approximately twenty-six minutes. It is notable that Camphouse calls for a “wind 

orchestra” since he does not do this in any of his other pieces. He specified that the 

optimum number of players is forty-four, since he does not want the wind musicians to 

overpower the soprano soloist. He wrote this composition specifically for his wife, 

Elizabeth (Libby) Curtis, who is a lyric soprano, and the piece is dedicated to her. The 

solo vocal part is extremely difficult. Quite impressively, Libby memorized the part and 

sang it without sheet music at the premiere performance, which occurred in 1999 with the 

Northwestern University Symphonic Wind Ensemble. Mallory Thompson was the 

 
74. “Helen Keller,” Encyclopaedia Britannica, accessed August 2, 2020,  

https://www.britannica.com/biography/Helen-Keller. 
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director and conductor. The piece was commissioned by John Paynter’s wife, Marietta 

M. Paynter, and was published by Southern Music Company in 2001. 

 The telephone conversation in which Mr. Paynter asked Mr. Camphouse to write 

a piece for his (Paynter’s) retirement concert was most likely their last conversation. 

Paynter asked Camphouse if he had any ideas for what kind of a piece he might want to 

write, and Camphouse said he had been thinking about a piece that celebrates “all that 

Helen Keller was and what she overcame.” Mr. Paynter was so moved by the idea that he 

became teary-eyed while on the phone. He was very happy that Camphouse chose Helen 

Keller as the subject for the work. That meant a lot to them both. The plan was for Mr. 

Paynter to conduct the premiere performance of the work on his retirement concert, but 

unfortunately, he died beforehand.75   

Below is an excerpt from the program notes Mr. Camphouse wrote that are 

included on the inside front cover of the musical score: 

Placed on the National Register of Historic Places in 1954, Ivy Green (the 

birthplace of Helen Keller) is located on a lovely 640-acre tract in historic 

Tuscumbia, Alabama. 

 Like millions world-wide, I always held tremendous admiration for Helen 

Keller and had at least a general understanding of her life and the inspirational 

courage and difficulty she unfailingly displayed in overcoming such seemingly 

insurmountable obstacles. In thinking about her life as such a noble example for 

people everywhere, I became increasingly surprised that, to the best of my 

knowledge, no composer had ever set her memorable and very moving words to 

music. 

  

 In his research, Professor Camphouse found many of Helen Keller’s writings to 

be both profound and timeless. He admitted that the hardest thing about composing this 

 
75. Mark Camphouse, interview by author, Fairfax, VA, July 27, 2019. 
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piece was choosing which texts from her writings to include. She had such a great mind, 

and her writings are philosophical and incredibly beautiful. He also felt a bit arrogant 

taking excerpts from Helen Keller’s writings. It was a daunting task for him to compose a 

work that would live up to her legacy. Despite this challenge, Camphouse stated that 

composing this piece was “the most liberating creative experience” he has ever had as a 

composer. He felt a strong connection to her writings, who she was as a person, and what 

she overcame.76   

 The following statement from Keller’s writings is included in the inside front 

cover of the music score as an introduction to the piece: 

According to all art, all nature, all coherent human thought, we know that order, 

proportion, form are essential elements of beauty. Now order, proportion, and 

form are palpable to the touch. But beauty and rhythm are deeper than sense. 

They are like love and faith. They spring out of a spiritual process only slightly 

dependent upon sensations. Order, proportion, form cannot generate life in to the 

elements. Many persons, having perfect eyes, are blind in the perceptions. Many 

persons, having perfect ears, are emotionally deaf. Yet these are the very ones 

who dare set limits to the vision of those who, lacking a sense or two, have will, 

soul, passion, imagination. Faith is a mockery if it teaches us not that we may 

construct a world unspeakably more complete and beautiful than the material 

world. And I, too, may construct my better world, for I am a child of God, an 

inheritor of a fragment of the Mind that created all worlds. 

 

The first movement is titled Prelude and consists only of the wind orchestra. This 

movement is approximately four minutes in length and sets the tone for the entire piece. 

There is a lightness that turns to darkness that turns back to lightness aspect in this 

movement. The beginning of the piece imaginatively evokes an American sound, as the 

melody incorporates very wide intervallic leaps. According to Camphouse, he was 
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attempting to convey a sense of innocence. This theme returns at the end of the 

movement. Camphouse describes the French horn solo beginning in the ninth measure as 

noble. In general, he hears the horn as having the most noble sound out of all instruments. 

The sixteenth notes in m. 26 foreshadow the main motive in the third movement. In m. 

30, the music turns darker. Most of the chords are minor in this phrase, and the lower 

voices dominate the orchestration. The harmony becomes unsettled in mm. 36-43. While 

Helen Keller often had a positive attitude, she was still human, and the music in these 

measures represents how she must have felt at times as a result of her difficulties. Even 

though Camphouse never found any resentments in her writings to God, the music 

reflects that she must have had bad days and felt wronged sometimes. In accordance with 

the strength and resilience of Helen Keller’s spirit, the darkness passes and the lighter 

theme from the beginning makes another appearance at the end of this movement. 

 The soprano soloist and the writings of Helen Keller as lyrics are introduced in 

the second movement, which is titled, The Well. There is a well and a water pump that are 

still on the property of Ivy Green that held great significance in Keller’s life. It was where 

she learned her first word, water, at the age of seven. Her teacher, Miss Anne Sullivan, 

pumped water over her hand while utilizing a tactile signing method by repeatedly 

tapping out the letters, w-a-t-e-r, in her other hand. A light turned on in Keller’s mind and 

she was able to connect the word with its meaning. Hungry for more, Keller learned 



82 

 

thirty words by nightfall that same day.77 The text and the music in this movement depict 

writings by Helen Keller about this moment in time:   

When the sun of consciousness first shone upon me, behold a miracle! The stock 

of my young life which had perished, steeped in the waters of knowledge grew 

again, budded again, was sweet again with the blossoms of childhood! Down in 

the depths of my being I cried, “It is good to be alive!” The world to which I 

awoke was still mysterious; but there were hope and love and God in it, and 

nothing else mattered. Is it not possible that our entrance to heaven may be like 

this experience of mine?  

 

 The movement is approximately four and a half minutes in length. I believe the 

music portrays how Helen Keller must have felt that day at the well, as it is epic and 

illustrates wonderment. For the last line of text, the texture thins out and the listener is 

brought into Keller’s mind to wonder if entering heaven could possibly be anything like 

how she felt discovering knowledge. Starting in this movement and continuing 

throughout the rest of the work, the music includes a great deal of text painting and 

musical alliteration.  

 The third movement, Hold Out Your Hands, was named after the line of text 

penned by Keller, “Hold out your hands to feel the luxury of the sunbeams.” Lacking the 

abilities to see and hear, Helen Keller relied heavily on her sense of touch. The text in 

this movement is poetry which illustrates the vast beauty that can be found in nature 

when one opens up their awareness and holds out their hands, both literally and 

figuratively, to embrace it. The movement is three minutes and forty-five seconds in 

length. The main motive is introduced in the first measure (m. 128 of the piece) with a 

 
 77. “Biography,” Hellen Keller Birthplace, accessed August 2, 2020, 
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fast, ascending rhythm. Tuneful percussion is used to add color. The motive represents an 

awakening of the senses and a heightened awareness of one’s surroundings. It is bright in 

sound, like bright lights or sunbeams. 

The fourth movement, The Heart of Darkness, is the longest. The text discusses 

how human beings occasionally have dark thoughts. She acknowledges that, at times, it 

can be difficult to thrive as a result of these dark thoughts. The first line of the text states, 

“Truly I have looked into the very heart of darkness, and refused to yield to its paralyzing 

influence, but in spirit I am one of those who walk in the morning.” The last two lines in 

this movement are, “Sometimes the points of view of the optimist and the pessimist are 

placed before me so skillfully balanced that only by sheer force of spirit can I keep my 

hold upon a practical, livable philosophy of life. But I use my will, choose life and reject 

its opposite—nothingness.”  

There is a main theme in this movement that is based on the following line of text, 

“The more I learn, the less I know, and the more I understand my sense-experience, the 

more I perceive its shortcomings and its inadequacy as the basis of life.” Musically, the 

movement is dark at the beginning but turns lighter and more hopeful in the middle with 

this line of text. The theme starts with a playful and child-like motive that is introduced in 

the first trumpet part in m. 238, and this begins a six-bar transition to the next section. 

Beginning with the pick-ups to m. 244, the soprano voice part has the main theme that 

starts with this motive. During the interview for this piece, Camphouse said, “This is my 

favorite part of the whole symphony. Right here. This little tune. [He then went to the 

piano and played the tune that starts with pick-ups to m. 244.] It’s so simple. And I think, 
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because it’s so simple, that’s what’s so good about it….I wanted it to be child-like; I 

wanted it to be simple, almost Grainger-like. Just like a little folk tune.” After this 

soprano line, the full ensemble begins a regal and noble full statement of the theme with 

the pick-ups to m. 254. The other main motive in this movement is introduced in the oboe 

part in the first few measures, and then it is stated again in mm. 226-228.  

 The fifth movement, Silence Sits Immense Upon My Soul, lasts approximately 

four minutes and fifteen seconds. The first half of the text describes Keller’s feeling of 

seclusion and deprivation. However, her enduring positive spirit prevails in the second 

half of the text: 

Sometimes, it is true, a sense of isolation enfolds me like a cold mist as I sit alone 

and wait at life’s shut gate. Beyond there is light, and music, and sweet 

companionship; but I may not enter. Fate, silent, pitiless, bars the way. Fain 

would I question his imperious decree; for my heart is still undisciplined and 

passionate; but my tongue will not utter the bitter, futile words that rise to my lips, 

and they fall back into my heart like unshed tears. Silence sits immense upon my 

soul. Then comes hope with a smile and whispers, “There is joy in self-

forgetfulness.” So I try to make the light in others’ eyes my sun, the music in 

others’ ears my symphony, the smile on others’ lips my happiness. Keep your 

face to the sunshine and you cannot see the shadows.  

 

 In as much as the text is dark for the first half of this movement, so is the music. It 

turns lighter and more hopeful starting with a reappearance of the child-like motive from 

the previous movement with the pick-ups to m. 324, “Then comes hope…” The main 

theme from the previous movement that begins with this motive also reappears with the 

pick-ups to m. 329. This motive is stated one more time in mm. 338-339.  

 Epilogue is the title of the last movement, which is approximately three minutes 

long. The beautiful text expresses that while Keller lost her abilities to see, hear, and even 
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speak (until she later learned to do so), she still possessed her soul and that made her 

whole. She truly was an incredible person.  

Professor Camphouse’s late mother-in-law, Lodean, lived in Alabama relatively 

close to Tuscumbia and Ivy Green when he was doing research for this work. Lodean 

knew Helen Keller’s grandniece. Through this connection, Camphouse was able to talk 

with Keller’s grandniece and hear her stories about Keller. He visited Ivy Green, which is 

now a museum, after hours and went through her belongings. It was a real treat to be able 

to see and touch her clothing, papers, furniture, etc. He visited the well and water pump 

in the back yard, and he sat in the pew where she worshipped on Sundays. The 

experience was fun, and it enabled him to make a deeper connection with Keller.  

Camphouse was conscientious of how he orchestrated the music when the word, 

“God,” appears in the text: 

You know, in this piece, I think I remember making a conscious effort when the 

word “God” is used by Miss Keller, I don’t think it was ever a triumphal, joyful, 

major triad. It was usually bitonal because I think God kind of screwed up on this 

one, you know? If I can say that. You know what I’m saying though….I was 

pretty careful in terms of how I used that very important word, but I didn’t put a 

warm fuzzy major on it because it seemed like there was just something wrong 

there, an injustice of some kind.78 

 

Samuel Barber’s piece, Knoxville: Summer of 1915 was influential in the 

inception and transparent orchestration of Symphony from Ivy Green. Barber (1910-1981) 

was a famous American composer who Camphouse admires. Knoxville: Summer of 1915 

was written for soprano soloist and a small orchestra in 1947. The text is from an essay 

 
78. Mark Camphouse, interview by author, Fairfax, VA, July 27, 2019. 
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written by James Agee. The orchestration is transparent and the lyrics can be heard 

clearly. Similarly, Camphouse utilized a wind orchestra for Symphony from Ivy Green 

and was very careful with the orchestration so the soprano soloist would always come 

through the texture and be heard. When referring to Barber’s piece, Camphouse said, 

“Barber just hit it out of the park. It’s probably his single finest work.”79  

 Libby thinks Symphony from Ivy Green is her husband’s best piece. She also 

thinks it would be nice to have an arrangement of it for soprano soloist and a small 

orchestral group, similar to Barber’s Knoxville: Summer of 1915. During the interview for 

this piece, Camphouse told a couple of stories that are best left in his words: 

When people heard this…who know us, they said “Mark, did you have a fight 

with Libby that day?” because the soprano part is so difficult. Not only in terms of 

register extremes but just intervallic leaps all over the place. You’ve got to come 

out of nowhere and just get the right pitch. I was so proud of Libby, she sang the 

premiere from memory….and then they took it up to Interlochen and did a concert 

up there with it. I’ll never forget David Maslanka’s son, Matt, was a high school 

kid at that point playing euphonium in the band up at Interlochen. And he came 

up to me, introduced himself, and said, “You know, Mr. Camphouse, I wish my 

dad could write euphonium parts as well as you do.” And I’m going, “I think your 

dad writes just fine euphonium parts, son.” That was funny. 

 

Professor Camphouse pointed out that Helen Keller died the same day as Senator 

Robert Kennedy was assassinated. Unfortunately, Kennedy’s assassination greatly 

overshadowed Ms. Keller’s death in the news media. Camphouse said, “I don’t think we 

teach history; I don’t think we teach greatness to the extent we should. She was an 

amazing person, so strong, so pure, and so beautiful in her own way. So heroic, and so 

American.”80 

 
 79. Ibid. 
 

80. Ibid. 
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The Shining City 

 So far, Professor Camphouse has written one piece for narrator and symphonic 

band. The Shining City includes text from the speeches and writings of Ronald Reagan, 

the Fortieth President of the United States. There are ten musical sections, based on ten 

text selections, which include five instrumental interludes. Each section is similar in 

length (between twenty-six and thirty-eight measures) except for sections 2, 3, and 10. It 

was premiered in 2001 and published by Neil A. Kjos Music Company in 2002. The 

performance duration is approximately twenty-one minutes.   

Commissioned by The University of Illinois, their Director of Bands at the time, 

James Keene, initially contacted Camphouse about the project. However, Mr. Keene had 

something different in mind at the outset. In the exhibit area at the annual Midwest Clinic 

International Band and Orchestra Conference in Chicago, he approached Camphouse and 

told him he would like him to write a marimba concerto. Mr. Camphouse replied, “Jim, 

I’m very flattered, but I’m not your man. Nothing turns me on about writing a marimba 

concerto. I’m sorry, I just have to shoot straight with you.” Mr. Keene said, “Okay,” and 

walked away. About ten minutes later, he found Mr. Camphouse and said, “We want you 

to write anything you want.” The offer was accepted.81 

At the time, Camphouse did not know what he would write about. However, he 

and President Reagan were both born and raised in Illinois, and the commission was for 

the University of Illinois. Reagan is the only president who was born in Illinois. 

 
81. Ibid. 
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Camphouse was drawn to Reagan’s integrity and leadership qualities. The piece had to be 

about Reagan.  

 Partisan politics was purposefully not a part of the work in any way. Rather, an 

excerpt from notes in the score states, “It is about enduring American values and 

principles—those very ideals and qualities that Ronald Reagan espoused and to which he 

adhered. Those principles continue to resonate powerfully and promise to inspire future 

generations of Americans.” Camphouse felt he “would be a person that would bring 

authenticity, and certainly sincerity, to writing a work on Reagan’s presidency and who 

he was.”82 The text excerpts are derived from Reagan’s addresses, some of which were 

during his time as president and some that were post-presidential. The last text selection 

is from the letter Reagan wrote in 1994 to let the American people know that he was 

suffering from Alzheimer’s disease. Regarding all of the text selections, Camphouse 

wrote, “His words are ideally suited for a musical portrait as they contain a marvelous 

blend of drama, lyricism and idealism.” He also pointed out that this piece can provide 

opportunities for co-curricular collaborations in schools.83 Camphouse hopes the piece 

brings an opportunity to learn more about (1) history, (2) Ronald Reagan’s strength of 

character, (3) the best of our American values, and (4) the tragedy of Alzheimer’s 

disease. 

Camphouse admitted, 

I composed this work in total secrecy. My wife, who loathes Ronald Reagan, 

always will—unreasonably so in my opinion—she didn’t know. Professor Keene 

 
82. Ibid. 

 

83. Mark Camphouse, The Shining City (San Diego: Neil A. Kjos Music Company, 2002), 2. 
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at the University of Illinois did not know I was writing this piece until he received 

it FedEx in the mail. I’ll never forget, the phone rang [Professor Keene left the 

following voice message]. “Mark? Jim Keene. I got your package. I hate Ronald 

Reagan.” Click. True story. 

So I was a little taken aback by that. I said, “Uh-oh.” But two days before 

the premiere—this is like a week after 9/11, September of 2001—Professor Keene 

was kind enough to meet me at the airport in Champaign-Urbana, Illinois. He 

walked up to me. He had tears, he was very emotional. I said, “Jim, what’s 

wrong? Have you had a car accident, or a relative die or something?” He said, 

“Mark, I don’t know if I’m going to be able to make it through the piece, 

because,” he said, “it’s so emotional, you’ve captured the essence of this man and 

his times, the words are beautiful.” He said, “I still don’t like Ronald Reagan, but 

I don’t know if I’ll make it through it.” He was very sincere.84 

 

 The Shining City premiered a couple of weeks after the 9/11 terrorist attacks in 

2001 with Mr. Keene as the conductor. The name of the concert was “A Tribute to the 

Enduring American Spirit.” Colonel John R. Bourgeois, who was the former director of 

“The President’s Own” United States Marine Band during Reagan’s presidency, was the 

narrator.85 The title comes from Reagan’s vision for America to be a “shining city on a 

hill.” He used this phrase throughout his career and explained what he meant by it in his 

1989 farewell address: 

In my mind it was a tall, proud city built on rocks stronger than oceans, wind-

swept, God-blessed, and teeming with people of all kinds living in harmony and 

peace; a city with free ports that hummed with commerce and creativity. And if 

there had to be city walls, the walls had doors and the doors were open to anyone 

with the will and the heart to get here. That’s how I saw it, and see it still.86 

 

Instead of a typical slow and soloistic beginning (one of Camphouse's 

trademarks), this piece begins with loud and dramatic thirty-second notes in the 

 
84. Mark Camphouse, interview by author, Fairfax, VA, July 27, 2019. 
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86. “Ronald Reagan Quotes & Speeches,” Ronald Reagan, Ronald Reagan Presidential Foundation &  

Institute, accessed August 15, 2020, https://www.reaganfoundation.org/media/128652/farewell.pdf. 
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percussion with a low-voiced forearm cluster in the piano. The goal is to set the tone for 

the text that follows, which jumps right into part of the speech Reagan gave when he 

publicly and boldly demanded that Gorbachev tear down the Berlin Wall. In m. 15, 

Camphouse was thinking the following words for every note that includes the downbeat 

to the next measure, “Tear Down This Wall.” The trombone figures in mm. 11 and 13 set 

this up. There is extreme harmonic tension from the beginning and throughout this entire 

first section up to m. 27. Following this, section 2 is a long passage with narration since 

Camphouse wanted the words to stand alone.  

John Winthrop (1588-1649), who was influential as one of the first British settlers 

in Massachusetts, was the one who first referred to a model society as “The shining city 

on the hill.” Professor Camphouse pays tribute to Winthrop in section 4 of the piece by 

including a passage that he calls the John Winthrop theme, and this illustrates that one 

requisite of a good composer is a wide reading of history and other arts. Starting in m. 

110, the music is reminiscent of a Renaissance dance piece called the pavane, since that 

was a common style of music and dance during John Winthrop’s life. The main theme of 

the piece, the Reagan theme, is heard in section 5 which begins in m. 132. The text here 

includes the excerpt previously quoted from his 1989 farewell address that explains his 

vision of the shining city on the hill. With the Reagan theme that is stated in full 

beginning in m. 153, Camphouse was going for a lyrical and expansive theme. The 

expansiveness is portrayed in many wide melodic leaps in both the melody and 

countermelody.  
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Regarding the text in m. 212, Camphouse said, “And here, he’s talking about 

racism and how wrong it is. ‘Racial discrimination and religious bigotry have no place in 

a free society.’ This is kind of a Copland moment, here, from Lincoln Portrait. Very 

influential.” The dynamic climax of the piece is from m. 280 to the downbeat of m. 281, 

where Camphouse was once again thinking, “Tear Down This Wall.” The emotional 

climax of the piece is m. 305.  Section 10, which is the last section, is from Reagan’s 

letter to the American people when he let them know that he had been diagnosed with 

Alzheimer’s disease. Camphouse saw this letter in Reagan’s own handwriting. It was a 

very open, honest, and heartfelt public address. The harmony is purposefully blurred 

throughout this section when there is text. Measures 291-296 are bitonal, and there is a 

lot of polylayering of notes.87  

Camphouse pointed out that there were a few occasions when Reagan advocated 

for the arts during his presidency. He then referenced one of the lines of text by Reagan 

that is included in this piece: “Although we’ve certainly fought our share of battles, my 

fondest hope is that our nation’s day will continue to be great not on the battlefield, but in 

the science labs, the operating rooms, performing arts halls and wherever empires of the 

mind can be assembled.” After reading this aloud, Camphouse said, “Can you imagine 

our current president [Trump] saying words like that? Empires of the mind! Wow! 

Wow!”88 

 
87. Mark Camphouse, interview by author, Fairfax, VA, July 27, 2019. 
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President Reagan and his wife, Nancy, heard a recording of The Shining City. The 

United States Army Field Band was recording Whatsoever Things…, and there was time 

left in the session after they finished. Colonel Finley R. Hamilton, the conductor at the 

time, knew Camphouse had recently written a piece honoring Ronald Reagan. He offered 

to spend the last part of the recording session on The Shining City and send a copy of the 

recording to Mrs. Reagan. Camphouse was delighted at this and took him up on his offer. 

As a result, President and Mrs. Reagan listened to the piece, and Mrs. Reagan sent a letter 

to Camphouse calling the work a masterpiece. This meant a great deal to Camphouse and 

he’ll always cherish this memory. The excerpt that first jumped out at me when I read the 

letter was, “Ronnie and I enjoyed listening to this.”89 Libby put together a framed 

combination of the letter and a photo of President Reagan donning a cowboy hat from his 

1980 campaign—the same photo that is on the front cover of The Shining City—and this 

is hanging on the wall in Mr. Camphouse’s office. Next to this, there is a photo of 

Camphouse shaking hands with President and Mrs. Reagan that was taken in 1981 at a 

reception following the dedication ceremony of The MacArthur Corridor of the Pentagon. 

Camphouse’s Second Symphony commemorates General MacArthur’s hundredth 

birthday, and Caspar Weinberger, who was the Secretary of Defense at the time, heard 

the premiere of the piece. He told the Reagans about the piece and Camphouse was then 

invited to the ceremony at the Pentagon. It was a special and memorable day for 

Camphouse. He was 27 years old.90 

 
89. Ibid. 

 

90. Mark Camphouse, email to the author, August 15, 2020. 
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Nicknamed the Dean of American Composers, Aaron Copland (1900-1990) wrote 

a famous composition for orchestra and narrator that used text from the speeches and 

writings of President Abraham Lincoln. It is called Lincoln Portrait. Walter Beeler wrote 

a transcription for band that is well-known among band conductors. When discussing the 

similarities between The Shining City and Aaron Copland’s Lincoln Portrait, Professor 

Camphouse said, “To me, Lincoln Portrait is the granddaddy of them all. So influential 

with American composers who want to use a patriotic text or a patriotic theme without 

going overboard with it. Without it being Hollywood, without it being cheap. That’s 

where the Copland piece...[is] so eloquent.”91 In a previous conversation months before 

the interview on this piece, I told Professor Camphouse that I thought he paced the text 

with the music better in The Shining City than Copland did in Lincoln Portrait. He 

referenced my remark in the interview, and said he took it as a great compliment. To end 

this section, I leave you with my favorite quote from Reagan that Camphouse used in the 

piece: “May each of you have the heart to conceive, the understanding to direct, and the 

hand to execute works that will make the world a little better for your having been here.” 

Yosemite Autumn 

 Yosemite Autumn was inspired by the beauty and grandeur of Yosemite National 

Park. This is the only piece Camphouse has written to address environmental issues. He 

chose this piece as one of the twelve since (1) it shows his concern for the environment, 

(2) it is playable and easier for more groups compared to most of his other compositions, 

(3) besides Three London Miniatures, it is the piece played most frequently by high 

 
 91. Mark Camphouse, interview by author, Fairfax, VA, July 27, 2019. 
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school bands, and (4) audiences relate to it.92 Yosemite Autumn was commissioned by the 

Miami Coral Park High School Wind Orchestra, Jason L. Noble, conductor. It was 

published in 2004 by Neil A. Kjos Music Company and is seven minutes in length. The 

publisher rates the difficulty of the work as a Grade 4, but in Teaching Music Through 

Performance in Band, Volume 6, on page 744, it is rated Grade 5.  

 In the summer of 2003, Camphouse and his family went on vacation and traveled 

around Northern California. For the first half of the trip, he was able to keep work and 

music projects out of his mind, but that ended when they reached Yosemite National 

Park. The following is an excerpt from the inside front cover of the music score for 

Yosemite Autumn:  

  Then we reached Yosemite. 

 How could any human not be profoundly moved by such stunning beauty? 

How could any American not take immense pride in our nation being so richly 

blessed with such an abundance of natural beauty? But, at the same time, we 

Americans share a genuine concern over the dangers of shortsighted and ill-

advised environmental policies of the government as well as private sector greed 

with related encroachment and pollution issues. 

And finally, how could any composer not be inspired and hopelessly 

tempted to “get the creative juices flowing” in trying to capture the rich history 

and majestic landscape that is Yosemite? The remaining portion of this family 

vacation was doomed. I was there physically with my family—hiking, horseback 

riding, and doing the things tourists do. But the creative part of me was definitely 

somewhere else—absorbed in thinking about ways I might try to go about 

capturing musically the awe-inspiring sights and sounds of Yosemite: Glacier 

Point, Half Dome, El Capitan, and Yosemite Falls, to name just a few. 

The great American naturalist, conservationist, and writer John Muir 

certainly said it best: “No temple made with hands can compare with Yosemite. 

Every rock in its walls seems to glow with life.” 

 

 
92. Mark Camphouse, interview by author, Fairfax, VA, December 4, 2018. 
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 It made perfect sense to Professor Camphouse to try to capture the amazing 

scenery of Yosemite National Park through sound. While he did not visit there in autumn, 

he could visualize the beauty of the park in the fall season and hence the title, Yosemite 

Autumn. Camphouse was close to his mother-in-law, who was ill and dying when he was 

composing this piece. She passed in 2003 and the work was dedicated to her. He made a 

note of this dedication in the score and wrote that her “spirit will always seem to glow 

with life,” which is a parallel to how the beauty of Yosemite National Park is illuminated 

in the sunrise and sunset. 

A solo French horn begins the piece with its noble tone color, and it is supposed 

to sound like it is coming from a distance. With regard to the bass drum and suspended 

cymbal rolls in the first few measures, Camphouse stated:  

When we first got to Yosemite National Park,…we were in a parking lot and we 

got out of the car, and you heard and felt this rumble. I’ll never forget it; I actually 

looked up at the sky. I thought, you know, is the Air Force…are there B52 

training missions or something? I was expecting to see this huge bomber. When 

we started walking down this path, the earth was literally shaking, and that rumble 

became more and more audible. It was Yosemite Falls. And that’s what the bass 

drum is here for [referring to mm. 3-4], marked pianissimo, lontano, in the 

distance. So, bass drum equals waterfall. And not your little trickle, I mean this 

massive confluence of water, and the suspended cymbal [referring to m. 6], the 

closer you got you felt the spray of the water, and that’s why the suspended 

cymbal is there.93 

 

The entire piece is built on an ascending perfect fifth motive, which occurs 

twenty-six times melodically. When I pointed out how pervasive the perfect fifth is 

throughout the entire piece, Camphouse recalled how influential Vincent Persichetti’s 

music has been to him. He pointed out that the piece, Pageant, by Persichetti (1915-

 
93. Mark Camphouse, interview by author, Fairfax, VA, February 17, 2019. 
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1987) begins with an ascending perfect fifth in the French horn. Camphouse wanted to 

see how much mileage he could get out of one interval, the perfect fifth, in Yosemite 

Autumn. He also mentioned how influential Beethoven has been to him as a musician and 

composer: “Beethoven is still the greatest teacher of composition, greater teacher of 

composition than any professor or Doctor So and So….Just because of how he developed 

his ideas, and how he revolutionized harmony in his way. How he pushed distant tonal 

centers, third relationships harmonically, it wasn’t all tonic [and] dominant like his 

predecessors.”94 

 In addition to the opening bass drum and cymbal rolls at the beginning of the 

piece portraying Yosemite Falls, other features of Yosemite National Park are 

represented musically. The transition starting at m. 58 depicts Half Dome, which is a 

colossal rock formation that looks like a dome cut in half. For five measures, the 

orchestration consists of first trumpets, all horns, and first trombones with a timpani 

interjection. The ascending perfect fifth motive is heard melodically, and the brass voices 

are a perfect fifth apart harmonically in parallel motion for six measures. All but one 

interval in the timpani solo is also a perfect fifth. According to Camphouse,  

 [This section] sounds more like Copland than Copland. That reminds me of that 

 visit Libby and I had with John Williams backstage after the premier of his violin 

 concerto. He simply said, “All composers are derivative composers,” and I 

 certainly plead guilty to that. Yeah, this is very Copland-esque. I wanted it to be 

 craggy, I wanted it to sound ultra-American there. That’s why it’s voiced very 

 spread out and the brass are to sound very noble there.95  

 

 
94. Ibid. 

 

95. Ibid. 
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Measures 58-64 function as a transition to the B section of the piece, which starts at the  

Allegro in m. 65. 

 The B section should sound like horseback riding, and Camphouse wants 

conductors to be as close to the marked tempo of 132 bpm as possible. If too slow, the 

horses sound like they are sauntering, and if too fast, the horses would sound like they are 

racing. Brass players should double tongue the sixteenth note figures. A long concluding 

section begins in m. 108, much of which is supposed to sound serene. The flute part in m. 

112 was written in the low range so it would achieve a native American flute sound. 

Measures 116-119 are supposed to stand out and be jarring. These bars represent death, 

tragedy, and the agony felt when watching a loved one die. While everyone can relate to 

this, Camphouse was specifically referring to the decline in health and death of his 

mother-in-law, Lodean. The music here is a lament. Measure 120 represents the 

beginning of a beautiful sunset with a double meaning: the music portrays (1) the 

physical sunsets as viewed from Glacier Point, which is one of the best spots in the park 

for viewing sunsets, and (2) the sunset of a beautiful life, of his mother-in-law. The 

ending is what Camphouse calls a “musical evaporation.” Conductors should not give 

any sort of a cut-off gesture for the very last note. Just as sunsets fade into nothingness, 

so should the music at the end.96  

Symphonic Prelude (The Cemetery at Colleville-Sur-Mer) 

 

 In addition to being the Director of Bands at Northwestern University since John 

Paynter died in 1996, Dr. Mallory Thompson has also been the Artistic Director and 

 
96. Ibid.  
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Conductor of the Northshore Concert Band since 2003.97 Camphouse and Thompson 

studied music together at Northwestern University as undergraduates (they were both 

trumpet players). As friends and colleagues, Professor Camphouse has tremendous 

respect for Dr. Thompson. In 2005, Dr. Thompson contacted Camphouse to write a piece 

for the fiftieth anniversary season for the Northshore Concert Band. For this commission, 

Camphouse wrote Symphonic Prelude (The Cemetery at Colleville-Sur-Mer). The piece 

was published by Neil A. Kjos Music Company in 2006.  

 Dr. Thompson actually commissioned four composers, Mark Camphouse, Frank 

Ticheli, Johan de Meij, and Alfred Reed, and originally asked them to write fanfares for 

the fiftieth anniversary commemoration. During the composition process for this project, 

Mr. Ticheli called Mr. Camphouse on the telephone to discuss the pieces they were 

writing. They both admitted to not having started a new fanfare. Instead, they had other 

ideas in mind. The piece that came out of this commission by Mr. Ticheli is Nitro, and 

during the telephone conversation, Ticheli humorously mentioned he might subtitle the 

piece, The Anti-Fanfare. Unfortunately, Mr. Reed died in September of 2005, and Johan 

de Meij was the only one who wrote a fanfare for the commission.98  

Mr. Camphouse had just returned from Normandy, France when Dr. Thompson 

contacted him about the commission. On June 6, 1944, which is often referred to as D-

Day, United States General Dwight D. Eisenhower executed the orders for the Allied 

forces to invade Normandy, which is a region of northern France that borders the English 

 
 97. Mr. Paynter founded the Northshore Concert Band in 1956 and was the director for forty years 

until his death in 1996. 

 

 98. Mark Camphouse, interview by author, Fairfax, VA, February 17, 2019. 
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Channel. Military forces landed boats on the beaches, and thousands of lives were lost. 

However, by the end of August 1944, Allied forces prevailed and had liberated northern 

France from the Nazi regime. This allowed the Allies to advance further into Europe and 

eventually win World War II. June 6, 1944 was a pivotal day in the war. The cemetery at 

Colleville-Sur-Mer, located by Omaha Beach in Normandy, is where American soldiers 

were buried. Camphouse was deeply moved when he visited the cemetery. It was not his 

intention to write a piece about the place, but inspiration struck him much as it did when 

he visited Yosemite. He was inspired by the (1) long and perfectly straight rows of white 

crosses and stars of David, (2) sculptures that commemorate the ultimate sacrifice the 

American soldiers paid on D-Day, and (3) views from the cemetery overlooking Omaha 

Beach and the English Channel. He thought about what it must have felt like to a German 

soldier to see the massive forces approaching from sea ready to fight from that same 

view. 

Camphouse chose Symphonic Prelude as one of his top twelve compositions for 

two reasons: (1) he believes it is one of his best pieces, and he is proud that he was able 

to musically say everything he wanted in only six or seven minutes in length (most of his 

pieces are longer), and (2) the place where D-Day occurred is of great historical 

significance, and he was very touched by the Normandy American cemetery when he 

visited in June of 2005. An excerpt of what Camphouse wrote on the inside front cover of 

the score states, “I found it to be an overwhelmingly moving landmark to the American 

people and our heritage.” He expressed why he felt connected to the place during the 

interview for this piece: 
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I think [Symphonic Prelude needs to be included among my top twelve pieces] 

because of what happened that day, what Eisenhower did in terms of 

masterminding that invasion and freeing an entire continent, with American 

forces, British forces, and Canadian forces. I think it’s one of the most noble, 

historic undertakings….It’s the largest military operation in the history of man, 

and we did not engage in that invasion for any gain.…I think our motivation was 

totally pure. We had to defeat the Nazis. When you think of the toll, the great 

toll…when you look out in that cemetery and see those endless rows of white 

crosses and stars of David, it’s very sobering. And when you walk on that beach, 

which is so calm and beautiful now, and think of the hell that must have been that 

day, and you look up at those bluffs, and all of the fire power that was being 

directed to our troops but they still somehow made it. So I think that Symphonic 

Prelude needs to be on there [on the list among his top twelve].99 

 

 When asked why he chose the English horn for the solo passage at the beginning, 

he said that he wanted it to be noble and deep. He didn’t want the music to reflect “blood 

and guts and gore and all of that.” He thought the beach looked lonely and that the timbre 

of the English horn was the perfect sound to personify that loneliness. In m. 4, the bass 

drum represents the surf at the beach. The inspiration for the phrase that starts in m. 19 

came when Camphouse was standing on the cliffs overlooking the English channel trying 

to imagine what it would feel like to a German soldier when he first noticed 5,000 ships 

in the far distance coming his way. As such, that phrase represents distant but impending 

artillery.100  

Spirit of American Youth Rising from the Waves is the name of a bronze statue in 

the cemetery that inspired a musical theme in Camphouse’s composition (this is the 

theme that is stated for the first time beginning in m. 32). Camphouse recounted his 

memory of this statue: “I remember there is a bronze statue of a young man. It’s a big 

 
99. Mark Camphouse, interview by author, Fairfax, VA, December 4, 2018. 
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statue. But it’s a young man carrying a rifle…This warrior. But it’s a bronze sculpture. 

It’s so dignified. And so heroic. That’s what I was after there [in the music].”101  

There is one more programmatic element that Camphouse described for this 

piece. It is extremely subtle, but it is the last three sixteenth notes in m. 52 going into the 

next measure. “The way that Beethoven’s 5th Symphony starts…it’s what Winston 

Churchill did. It became a V for victory and the allies used Beethoven’s opening to the 

5th Symphony as this sort of propaganda.…that’s what I was quoting here.”102 

Two American Canvases 

Two American Canvases is a musical portrayal of two famous paintings by 

American artists: Nighthawks by Edward Hopper (1882-1967) and Freedom of Speech by 

Norman Rockwell (1894-1978). Hopper painted Nighthawks in 1942 and it is currently 

housed in the Art Institute of Chicago. There is a sense of separation and alienation in the 

painting. The view is from a city street sidewalk looking into a diner. One can see what’s 

going on inside but it feels lonely in that there are no people outside. The title, 

Nighthawks, and the lighting suggest that it is very late at night. Since the painting is 

copyrighted and not yet in the public domain, a picture of the painting cannot be included 

in this document. However, a picture can easily be found online.  

In 1941 during World War II, President Franklin D. Roosevelt gave an address to 

Congress that became known as his Four Freedoms speech. He stated that he wanted a 

world that included four basic freedoms for all people: freedom of speech, freedom of 

 
 101. Ibid. 
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religion, freedom from want, and freedom from fear. This speech influenced Norman 

Rockwell to create a set of four paintings based on the four freedoms. The paintings were 

widely seen since Rockwell was the illustrator for the Saturday Evening Post magazine, 

and he published them in the magazine multiple times in 1943. All four paintings are 

currently on display in the Norman Rockwell Museum in Stockbridge, Massachusetts. It 

is interesting to note here that both Rockwell and Camphouse choose themes for their art 

that are emblematically American.  

Norman Rockwell is one of Camphouse’s favorite artists, and he was drawn to the 

1943 set of paintings by Rockwell that were based on the four freedoms. The Freedom of 

Speech painting is Camphouse’s favorite, and according to him, “There’s certainly 

nothing more important to America, in terms of what we stand for, than our citizens 

having the ability to speak freely about issues and things that they believe in 

passionately.”103 The Freedom of Speech painting portrays one man standing and 

speaking out among other people who are sitting down. Some of the people surrounding 

the man are looking up at him seemingly engaged by what he is saying. The man 

standing is the only one portrayed as a blue-collar worker…his work clothes and hands 

appear dirty while the men who encircle him are literally wearing white collared shirts, 

ties, and jackets. The paintings are currently copyrighted so a picture of the Freedom of 

Speech painting cannot be included in this study. Images of these paintings can easily be 

found with a quick search online. Professor Camphouse wanted his Two American 

 
103. Mark Camphouse, interview by author, Fairfax, VA, March 3, 2019. 
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Canvases to be included among his top twelve works since it is unique in its connection 

with the art form of American painting.104 

 Camphouse was commissioned to write this piece in 2008 by the music fraternity 

Kappa Kappa Psi and sister sorority Tau Beta Sigma. These are service organizations for 

college and university bands. Their goal is to help their band programs through service 

projects, fundraisers, social events.105 One of their most noted ongoing service projects is 

sponsoring the National Intercollegiate Band, which holds auditions and meets every two 

years for a one-time performance at their convention. An associated service project they 

sponsor is a biennial composition commission for the band. Since 1947, students who are 

accepted into the ensemble have enjoyed making music with distinguished directors 

while premiering compositions from America’s best band composers.106 In 2009, the 

band premiered Two American Canvases in Phoenix, Arizona with Camphouse 

conducting.107 Colonel John Bourgeois, who had previously commissioned Camphouse’s 

Elegy, conducted the other pieces on the program. Two American Canvases was 

published in 2010 by Neil A. Kjos Music Company. 

 Two American Canvases consists of two movements, divided by the two different 

paintings. The first movement is a musical portrayal of Nighthawks. Both the painting 

 
104. Mark Camphouse, interview by author, Fairfax, VA, December 4, 2018. 

 

105. “Home,” National Headquarters of Kappa Kappa Psi and Tau Beta Sigma, accessed January 21, 
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107. Mark Camphouse, Two American Canvases (San Diego: Neil A. Kjos Music Company, 2010)  

inside front cover. 
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and the musical movement reflect the dark nature and uncertainty that Americans felt 

about World War II at the time. Musically, this uncertainty is reflected through quiet 

harmonic instability at the beginning and ends of the movement. Thoughts of the war are 

portrayed in some of the bigger moments. An example is the phrase that begins at m. 50 

where thematic material is stated forcefully.108 There is a jazz element and film noir style 

in this movement. This was inspired by the painting being set in the Greenwich Village 

neighborhood in New York City, which is an area well-known for its jazz clubs. The 

internationally known Blue Note jazz club is located in Greenwich Village. The Village 

Vanguard and Smalls are also acclaimed jazz clubs in that neighborhood. 

  The Freedom of Speech painting was the inspiration for the second movement of 

Two American Canvases. The two paintings chosen for this work are polar opposites. 

Camphouse views the painting by Norman Rockwell to have wholesome and American 

qualities. In this movement, Camphouse said that he aimed to achieve a sonic portrayal of 

“a wholesomeness in the American character that I think is unique.”109 The main thematic 

material is lyrical and symbolizes masculinity, strength, warmth, elegance, and a unique 

wholesomeness of the American spirit. The main theme is fully stated starting with the 

pick-ups to m. 47, but there are partial statements beforehand and throughout the 

movement. The climax occurs at m. 86 and its dissonance reflects what was happening 

with the war. For this movement, Camphouse used thematic material from a previous 

work of his for brass and percussion titled Legacy. While there is some dissonance in this 

 
108. Mark Camphouse, interview by author, Fairfax, VA, March 3, 2019. 
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movement, there is more consonance when compared to the first movement. This reflects 

that the direction of the war had started to turn more favorably for the Americans (who 

were a part of the Allies) in 1943 compared to the grim year before when Hopper painted 

Nighthawks.110 The two movements are distinctly different and can be performed together 

or separately. 

 Due to time constraints, Camphouse was not able to add a third movement that he 

envisioned, which would have been a musical representation of a piece by Jackson 

Pollock (1912-1956). Pollock was known as an American abstract expressionist painter 

and he had a unique style of splattering layers of different colored paints on canvas. 

Camphouse is not sure which piece by Pollock he would have chosen but it would have 

been one representative of Pollock’s style of bespattering. The musical movement would 

have been added in between the two existing movements. Perhaps there is still room in 

the future for this addition, for the idea of this additional movement is still intriguing to 

Professor Camphouse.111  

Illuminations (on America the Beautiful) 

 

Illuminations is based on the well-known tune, America the Beautiful. Camphouse 

is proud of the piece and believes it is a sophisticated composition. It is a more recently 

completed work, and he feels his writing has improved with time. “I think it demonstrates 

that I can take a patriotic theme…and not be hokey, not be a flag waver….It’s not a real 
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vivid, joyous patriotic piece in that sense.”112 The composition is dedicated to band 

director, Robert (Bob) D. Jorgensen (1945-2015). Jorgensen suffered a heart attack while 

conducting a local brass band in an outdoor concert in Akron, Ohio on July 4th, 2015. 

After conducting America the Beautiful, he stepped off of the stage and let an assistant 

conductor take over since he was not feeling well. He was taken to a hospital and, 

unfortunately, died later that night. Jorgensen was a warm-hearted and sincere person. He 

was an accomplished educator and a fine musician. Camphouse had worked with 

Jorgensen a few times during their careers. Camphouse fondly described him as “kind of 

a gruff, old school kind of guy, but a real pussycat.”113  

 Jorgensen played euphonium in the United States Army Field Band in 

Washington, D.C. from 1969-1972. He then taught at several universities. His longest 

faculty position was at the University of Akron in Akron, Ohio as Director of Bands from 

1987-2013. Camphouse was commissioned to compose this piece by a consortium 

organized by Galen S. Karriker, who is the current Director of Bands at The University of 

Akron. The consortium included individual sponsors and high school, college, and 

university band programs. The piece was written in 2016 and published in 2018 by Kjos 

Music Press.114 

Jorgensen was recognized with several awards throughout his career, including 

some from the music fraternities, Phi Beta Mu and Kappa Kappa Psi. He won a Citation 

 
112. Mark Camphouse, interview by author, Fairfax, VA, December 4, 2018. 
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114. Mark Camphouse, Illuminations (on America the Beautiful) (San Diego: Neil A. Kjos Music  

Company, 2018), 3-4. 
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of Excellence Award from the National Band Association. He was the president of the 

American Bandmasters Association and the Mid-American Conference Band Directors 

Association. When Professor Jorgensen retired from the University of Akron, the mayor 

of Akron honored him with a proclamation that October 5, 2013 would be recognized as 

“Robert D. Jorgensen Day.”115  

 Jorgensen was a leader in the field of postsecondary music education and was a 

positive influence for many people. It was his former students who first suggested 

Camphouse for this commission. Illuminations (on American the Beautiful) is a tribute to 

Jorgensen’s life and legacy. In the score, Camphouse wrote: 

Bob Jorgensen was the “real deal”…a superb musician, extraordinary teacher and 

motivator, and a wonderfully warm human being. His work ethic and dedication 

to his family, The University of Akron, and our profession was always inspiring. 

Many of his former students have gone on to enjoy highly successful careers in 

music throughout America, truly “from sea to shining sea.” I will remember Bob 

Jorgensen as one who was always sincere and direct in expression. I hope 

Illuminations will reflect those personal qualities and his rich artistic and 

educational legacy.116    

Camphouse’s two main goals for the piece were to (1) take the tune of America the 

Beautiful and see what he could do with it creatively, and (2) capture Jorgensen’s 

character through sound.  

  During the interview for this piece, Camphouse said that he sometimes comes up 

with titles for his works in the middle of the compositional process or even after he has 

finished composing the piece. For a few of his works, other people have come up with the 

titles. One example that has already been pointed out is that his wife, Libby Curtis, came 
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up with the title A Movement for Rosa. Ryan Beard, who is Camphouse’s editor at Kjos 

Music Press, came up with the title Illuminations on America the Beautiful. This 

conversation about titles prompted Professor Camphouse to tell me the following:  

Well, I’ll tell you one other story. Frank Ticheli is the same way. He called me 

one summer day, this was in the late ‘80s. He was working on Fortress. He said, 

“Mark, I just finished this piece. I’m totally stuck on what the title can be. Can 

you help me?” I said, “Well, I’ll try. Can you kind of describe the piece?” And he 

said, “Well, there’s this one section of the piece where it sounds like a huge plane 

is taking off.” And I said, “Well, do you mean like a B-17 Flying Fortress?” And 

he said, “That’s it. Fortress. That’s what I want. Thanks, Mark.” So that’s how 

that title of one of his most frequently performed, Grade 4 pieces, ended up. So 

you never know where the impetus for a title, the inspiration for a title comes 

from.117 

 

Recognizing the fact that Professor Jorgensen was a euphonium player, the piece 

begins with a solo in the euphonium part. The section starting at m. 51 with octave Fs 

turns darker and represents anger that a fatal illness struck this wonderful man. The 

harmonic tension quickly builds starting in m. 52 and continues to build through this 

short section that ends in m. 57. There is a feeling of rushing forward here, and this is 

representative of Professor Jorgensen passing so quickly. The following phrase that starts 

with a pick-up to m. 58 is monophonic for a few measures and represents anger that his 

life was taken too soon. The rhythmic snare drum part in mm. 82-85 was written to 

acknowledge Jorgensen’s military career. There is a statement of the main theme in a 

major key starting at m. 82. Even though the key changes quickly, it’s still in major. The 

other times the theme is stated in the piece, it is in minor. The dynamic climax of the 

piece is at m. 101, and this is also where the concluding section begins.118  

 
117. Mark Camphouse, interview by author, Fairfax, VA, March 3, 2019. 
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On the subject of portraying patriotism in music and using theme fragments from 

the patriotic tune, American the Beautiful, Camphouse said,  

I just think that we have to be careful when we use patriotic themes because too 

often composers, and some good composers, just beat you over the head with it. 

Patriotism must be loud and lots of cymbals, and hit you over the head with 

something that’s a very, innately very good thing, this thing called patriotism. 

But, I think it has to be treated in ways that resist that over-patriotic temptation 

shall we say. And that’s what I was trying to do here….There is not one complete 

statement of America the Beautiful in this piece.119 

 

Professor Camphouse believes this piece is crafted and proportioned well. He said 

what he wanted to say in the least amount of time possible. Through many years of 

experience as a composer, he thinks he has gotten better at being able to musically say 

what he wants in a shorter period of time. He enjoyed taking the wonderful and familiar 

tune of America the Beautiful and seeing what he could do with it. It was fun for him to 

vary it melodically, harmonically, and rhythmically. It was an enjoyable challenge to 

compose this piece and he feels he refrained from hitting “the listener over the head with 

patriotism.”120 Chapter 5 defines and discusses the sonic calling cards found among the 

twelve compositions in this study. 
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CHAPTER FIVE: MARK CAMPHOUSE’S SONIC CALLING CARDS 

 

Introduction, the American and Noble Programmatic Elements, and Hymn Tunes 

 During a conversation with Professor Camphouse, he offered the term, sonic 

calling cards, as a way to caption the compositional devices commonly used throughout 

many of his compositions. This term helps to explain the manner in which one can hear a 

previously unidentified piece of music and identify the composer. How is it that we can 

recognize the composer without knowing the title of the piece? The answer lies in the fact 

that composers have specific compositional techniques (i.e. sonic calling cards), which 

they employ in much of their music. This gives their music an overall characteristic 

sound. By studying sonic calling cards utilized by Professor Camphouse, we can gain 

insight into his characteristic sound and develop a deep understanding of his 

compositional process. The scope of this project focuses on twelve of his thirty-four 

published pieces. When asked to choose the pieces that best reflect who he is as a 

composer, Professor Camphouse said he feels closer to these compositions, he took more 

time with them, and he believes they are the most important pieces he has written.121 

 Like many composers, the characteristic sound of Mark Camphouse’s music is 

achieved through the implementation of sonic calling cards. However, before embarking 

on this discussion, Camphouse has a pre-sonic calling card that he often employs before 
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he even starts composing, which then inspires the music. His pre-sonic calling card 

includes a programmatic element that either relates to an important figure in American 

history, brings awareness to a noble cause, or both. Through his music, he brings 

awareness to a variety of issues, including racism, child abuse and neglect, the 

environment, American art, American literature, and iconic role models in American 

history. This pre-sonic calling card gives his music meaning and allows performers and 

audience members to connect to an American person, place, or thing that Camphouse 

believes is significant. Perhaps audiences can gain compassion, empathy, and a deeper 

perspective about an important issue through his music. 

Lending to this pre-sonic calling card is the fact that Camphouse often uses hymn 

tunes in his music. Six of the twelve pieces examined in this study quote hymn tunes: 

Elegy, A Movement for Rosa, Watchman, Tell Us of the Night, Whatsoever Things, Three 

London Miniatures, and Illuminations. Whatsoever Things quotes two hymns. The hymn 

tunes add impressions of familiarity and purity to his music. If a listener doesn’t know the 

hymn tune, or even when the hymn tune is used so subtly that it is not easily detected, 

there is still a vague sense of the music being hymn-like. An impression of purity is 

portrayed, as hymns are associated with religion and/or noble causes.  

Sonic Calling Card #1: Instrumentation, Transparency, and Meaty French Horn 

Parts  

Instrumentation 

 The ideal instrumentation for the average composition by Camphouse is fifty-two 

to fifty-four players, depending whether a conductor wishes to utilize two or three 
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euphonium and tuba players. Some directors might prefer three euphoniums and three 

tubas to give the sound of the ensemble a stronger foundation. For richer harmonic 

textures, Camphouse almost always writes two separate bassoon parts and often includes 

divisi writing in the three clarinet parts, the euphonium part, and the tuba part. The ideal 

instrumentation for most of the compositions included in this study is listed in table 5. 

 

Table 5. The ideal instrumentation for compositions included in this study 

 

Instruments Number of parts 

per instrument 

Number of players 

needed per part 

Total number of 

players per 

instrument 

piccolo 1 1 1 

flute 2 3 6 

oboe  2 (one part often 

doubles on English 

horn) 

1 2 

clarinets 3 3 9 

bass clarinet 1 2 2 

contrabass clarinet 

(a contra alto clarinet 

can sometimes be 

substituted depending 

on the piece) 

1  1 1 

bassoon 2 1 2 

alto saxophone 2 1 2 

tenor saxophone 1 1 1 

baritone saxophone 1 1 1 

trumpet 3 2 6 

French horn 4 1 4 

trombone 3 1 3 

euphonium 2 1 2 

tuba 1 2-3 (depending on 

the piece) 

2-3 

timpani 1 1 1 

other percussion 3 2 6 

piano (when called 

for) 

1 1 1 
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All twelve pieces in this study include: 

• one piccolo part  

• two flute parts 

• two oboe parts, except for Three London Miniatures which only has one 

• three B-flat clarinet parts 

• one bass clarinet part 

• two bassoon parts 

• two alto saxophone parts 

• one tenor saxophone part 

• one baritone saxophone part 

• three trumpet parts 

• four French horn parts, except for Three London Miniatures and Yosemite Autumn 

which only have two  

• three trombone parts 

• one euphonium bass clef part and one euphonium treble clef part 

• one tuba part 

• one timpani part 

• percussion parts that include snare drum, bass drum, chimes, orchestra bells, 

vibraphone, triangle, suspended cymbal, crash cymbal, and tam-tam 

 

 Six of the pieces include an oboe part that requires a player to double on English 

horn: Elegy, To Build a Fire, Whatsoever Things, Symphony from Ivy Green, Symphonic 

Prelude, and Two American Canvases. There is a contrabass clarinet part in nine of the 

pieces. The three exceptions are Elegy, To Build a Fire, and Three London Miniatures. 

Instead, the two earliest pieces, Elegy and To Build a Fire, include a contrabassoon part. 

In Three London Miniatures, the instrumentation is focused on being more accessible to 

younger groups, therefore, it lacks a contrabass clarinet and a contrabassoon part. Six 

pieces include an E-flat contra alto clarinet part that always doubles the contrabass 

clarinet part. Camphouse normally intends for the contrabass or contra alto clarinet part 

to be covered by at least one person. Even though the contrabass clarinet part always 

doubles another instrument, having the part adds depth and richness. There are three 
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trumpet and trombone parts in all pieces except To Build a Fire, which has an added 

fourth trumpet part, and Whatsoever Things, which has an added fourth trombone part. 

The added trombone part was added by the publishing editor and was included without 

Camphouse’s approval. Elegy includes a harp part and To Build a Fire includes both harp 

and piano parts. In addition, six more pieces include a piano part: A Movement for Rosa, 

Watchman, Tell Us of the Night, Symphony from Ivy Green, The Shining City, Two 

American Canvases, and Illuminations.  

Divisi Writing for Clarinets, Bassoons, Bass Clarinets, Euphoniums, and Tubas  

Professor Camphouse includes a great deal of divisi writing in the bassoon, 

euphonium, and tuba parts. A full and rich harmonic texture is achieved as a result. Three 

London Miniatures is the only piece that has one bassoon part. For the remaining 

compositions, there are two separate bassoon parts that have independent lines. At times, 

divisi writing is employed in the bass clarinet part and two players are preferred even 

when there is only one line. Pitches in his divisi writing for bass clarinet, bassoon, 

euphonium, and tuba are usually a perfect fourth or fifth apart, especially when both lines 

have the same rhythms, which allows adequate space between the notes for musical 

clarity. Furthermore, he often includes divisi writing in the three clarinet parts. Clarinets 

tend to blend well with most other instruments, and the divisi parts in the clarinets also 

create a richer harmonic texture. Table 6 shows which pieces incorporate divisi in 

clarinet, bass clarinet, euphonium, and tuba parts.  
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Table 6. Pieces that include divisi in clarinet, bass clarinet, euphonium, and tuba parts 

 

Composition Is there 

divisi in all 

three clarinet 

parts? 
 

Is there divisi 

in the bass 

clarinet part? 

Is there divisi in 

the euphonium 

part? 

Is there divisi 

in the tuba 

part? 

Elegy no 
 

yes yes yes 

To Build a Fire yes 
 

no yes yes 

A Movement for 

Rosa 
 

yes no yes yes 

Watchman, Tell 

Us of the Night 
 

yes no yes yes 

Whatsoever 

Things 

yes no no (note: there is 

an added 4th 

trombone part, 

though) 
 

yes 

Three London 

Miniatures 
 

yes no no no 

Symphony from 

Ivy Green 
 

yes no yes yes (a little) 

The Shining City 
 

no yes yes no 

Yosemite Autumn 
 

yes no yes yes (a little) 

Symphonic 

Prelude 

no but there 

is in 1st & 3rd 

clarinets 
 

no yes yes (a little) 

Two American 

Canvases 

yes yes yes no, but the part 

calls for only 

one player at 

times, 

indicating that 

at least 2 

players is 

preferable 
 

Illuminations no but there 

is in 3rd 

clarinets 
 

yes yes yes 
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 Whatsoever Things and Three London Miniatures are the only two pieces in this 

study that do not include divisi euphonium parts. When this was pointed out to Professor 

Camphouse, he was surprised that he did not include divisi in the euphonium parts for 

these two works. When asked about the added fourth trombone part in Whatsoever 

Things, and he stated he was furious about that…it was added by the editor of the 

publishing company at the time without his consent. 

Percussion Parts 

In all twelve pieces, Camphouse includes an independent timpani part. It is 

interesting to note how his approach to organizing other percussion parts changed over 

time. In the earliest piece, Elegy, there is a timpani part and two other percussion parts. A 

conductor might be able to get away with only four percussionists when performing 

Elegy, but five players are needed to cover everything comfortably. In the next three 

pieces that are included in this study, To Build a Fire, A Movement for Rosa, and 

Watchman, there are five percussion parts including timpani. Six players are needed for 

the first two and five are needed for Watchman. Whatsoever Things and The Shining City 

are similar to Elegy in that there are only three parts and multiple lines are on two of 

them. Three London Miniatures has five percussion parts and requires five players. The 

remaining five pieces have percussion parts that call for seven players and are structured 

similarly to each other: there is a timpani part and three other percussion parts that all 

require two players. These five pieces are more recent and portray an arrival at a 

consistent organizational approach for percussion parts.  
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Every composition in this study incorporates snare drum, bass drum, chimes, 

orchestra bells, vibraphone, triangle, suspended cymbal, crash cymbal, and tam-tam. 

Camphouse refers to chimes as tubular bells in his earlier pieces. In addition to snare and 

bass drum parts, nine of the pieces included in this study require an added drum part for 

either tom-toms, tenor drum, or both. Two American Canvases calls for a field drum. The 

only two that don’t have an additional drum part are Three London Miniatures and 

Yosemite Autumn. Together with orchestra bells and vibraphone, six pieces call for 

xylophone and four of these also call for marimba. The four that require both are To 

Build a Fire, A Movement for Rosa, Symphony from Ivy Green, and Yosemite Autumn. 

The remaining two that have xylophone parts are Whatsoever Things, and Three London 

Miniatures. Eight pieces include crotales. The four that do not utilize crotales are Elegy, 

Three London Miniatures, Yosemite Autumn, and Symphonic Prelude. Wind chimes are 

utilized in eight pieces but are left out in Elegy, Symphonic Prelude, Two American 

Canvases, and Illuminations.  

Independent and Exposed Parts for Many 

Camphouse always thinks about texture when he orchestrates, and he tries to be 

transparent. This results in many exposed parts for the members in the ensemble, which is 

one of the most pervasive aspects of Camphouse’s orchestrations. This transparency 

makes his music more difficult to perform when compared to other composers, as there is 

less doubling. In every piece included in this study, all instrument parts contain 

important, independent, and exposed lines. In this way, his orchestrations are most 

influenced by Debussy. Camphouse believes musicians enjoy opportunities to show 
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expression, individuality, and even courage in exposed passages. Everyone plays an 

important role and this is one reason why his music is enjoyable to rehearse and perform. 

Table 7 displays the number of soloists required in each piece, additional ensemble 

members who participate in exposed soli parts with four or fewer other performers, and 

the total number of soloists and soli players combined. As a result of the soloistic nature 

of percussion parts in general, percussion parts are not included in table 7. Out of an ideal 

fifty-two member ensemble and excluding seven percussionists, table 7 shows how many 

ensemble players out of forty-five have exposed parts.
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Table 7. The number of ensemble players that are required to play solos and exposed soli 

passages in each piece, excluding percussion122 

 

Composition  Number of 

ensemble 

members who 

play solos 

(excluding 

percussionists) 

Additional ensemble 

members who 

participate in exposed 

soli parts with four or 

fewer other 

performers 

(excluding 

percussionists)  

Total number of 

ensemble 

members who are 

required to play 

solos or soli parts 

with a total of 

five or fewer 

people (excluding 

percussionists) 

Elegy 22 13 35 

To Build a Fire 14 20 34 

A Movement for Rosa   7 33 40 

Watchman Tell Us of 

the Night 

21 17 38 

Whatsoever Things   9 26 35 

Three London 

Miniatures 

  4 19 23 

Symphony from Ivy 

Green 

15 18 33 

The Shining City 17 13 30 

Yosemite Autumn   7 13 20 

Symphonic Prelude 13 18 31 

Two American 

Canvases 

10 30 40 

Illuminations 13  19 32 

 

 

 

 Melodic solos in the flute part that are more than one measure long occur in 

eleven of the twelve pieces. While Illuminations is the one piece that does not have a 

flute solo, it does contain a soli passage with one player on a part in unison for flute, 

oboe, alto saxophone, and French horn (mm. 41-44), and a duet in unison with solo 

 
122. The numbers of ensemble members in table 7 are close approximations and were counted only  

once or twice per piece. Ensuring a precise number is not imperative to this study; a close approximation 

suffices and allows the researcher not to go insane recounting passages. 
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trumpet (mm. 47-50). In eight out of the twelve pieces in this study, the instrument parts 

containing significant solo lines (more than one measure long) are oboe and/or English 

horn, bassoon, and French horn. Significant solo lines exist in trumpet parts for seven 

pieces, but two more contain a solo trumpet part that functions as a duet with another 

instrument. While the alto saxophone is used for solo passages in a few pieces, it is more 

often paired with other voices for unique tone color combinations.  

Noble and Meaty French Horn Parts 

 Professor Camphouse views the timbre of the French horn to have a noble 

sounding quality and he often uses the horn as a solo instrument. In fact, all twelve 

compositions addressed in this study include French horn solo passages. While solos in 

three of these works are shorter than two measures, the French horn parts still include 

meaty roles with exposed passages and moving lines. In Camphouse’s music, the horn 

parts are often meaty because they are exposed or meant to be prominently heard, 

onerous, momentous, and important. 

 In Elegy, the first statement of The Church in the Wildwood hymn tune utilizes a 

French horn solo. This statement is comprised of a short fragment, which is typical of 

Camphouse’s musical quotations. He has memories of his father singing this hymn to him 

at bedtime as a child. When the We Shall Overcome theme is heard in its longest 

statement in A Movement for Rosa, it is scored for French horn solo, which represents the 

noble idea of overcoming great adversity with dignity. In The Shining City, when the 

Reagan theme is first stated in its entirety, it appears in the 1st clarinets, 1st alto 

saxophones, and 1st and 2nd French horns. It is a distinguished, lyrical theme in a major 
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key at that point in the piece. At the beginning of Yosemite Autumn, a lone French horn 

states the main motive and main theme fragments that depict lyrical and noble qualities.  

In Symphonic Prelude, all French horns have the main melody in unison at m. 76, 

where Camphouse wrote the style marking, Nobilmente. The alto saxes double the 

melody, but the French horns should be dominant as the saxes are doubled for support. In 

the second movement of Two American Canvases, Camphouse approaches his 

Nobilmente at m. 47 similarly: all French horns have the main melody in unison while the 

1st and 2nd clarinets and 1st alto saxes double the melody, playing a supporting role.   

 In addition to featuring the French horn as a soloistic and melodic instrument, 

Professor Camphouse likes to write meaty horn parts that portray a character of strength 

and resilience. These passages are technically difficult, momentous, and robust. As 

mentioned earlier, the French horn parts for Elegy are quite difficult, and an excerpt used 

to be included for French horn auditions for the United States President’s Own Marine 

Band. Figure 4 shows the 2nd and 3rd trumpet parts on the top staff and all horn parts on 

the bottom two staves for measures 50, 52, and 54. There is only one trumpet player on 

the third part for these measures, which offers support for the horns without disturbing 

the tone color of a tutti horn section. The tempo is 69 bpm.  
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m. 50 m. 52 

 

 

m. 54 

Figure 4. Elegy, 1989, mm. 50, 52, and 54, low trumpet and horn parts 

 

 

 

 To Build a Fire also includes a few difficult horn passages. Figure 5 shows the 

tutti horn parts in mm. 16-23. The tempo starts at 60 bpm and gradually increases to 76 

bpm. The texture is very thin in this passage with most voices resting or holding long 

tones at a soft dynamic level. A similar passage occurs starting in m. 108 in horns and 

trumpets. While Camphouse somewhat reduced the difficulty level of his horn parts after 

he wrote To Build a Fire, there are still weighty parts in every piece included in this 

study.  
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Figure 5. To Build a Fire, 1992, mm. 16-23, horn parts 

 

 

 

 

Figure 6. To Build a Fire, 1992, mm. 108-112, horn and trumpet parts 

 

 

 

There are times when the meaty French horn parts are not completely 

independent. Rather, they are supported by doubling in one or more voices. When 

doubling of these parts occurs, it is most often in the low trumpets, saxophones, 

euphonium, and/or low clarinets. With the except of To Build a Fire, French horn and 

euphonium parts feature prominent countermelodic lines during lyrical main themes in 

the pieces in this study. 



124 

 

Sonic Calling Card #2: Perceptions of Time and a Masterful Use of Tension and 

Release 

 The second sonic calling card involves how time and length is felt in Professor 

Camphouse’s music and how he is a master of flow, tension, and release. The lengths of 

measures, phrases, and overall main sections within each of the selected pieces have been 

considered. Ten of the twelve works included in this study exhibit a significant number of 

meter changes, and eleven of these pieces utilize irregular phrase lengths. These elements 

keep the listener engaged, as the music is often unpredictable and always interesting. Not 

being bound by bar lines and meter signatures allows his music to build and stretch 

musical tensions and releases in a unique way. However, all twelve pieces have main 

sections that are proportional in length. This gives his music an overall sense of balance 

and satisfaction. 

Mixed Meters, Irregular Phrase Lengths, Tempos, and Flow, Tension and Release 

According to Camphouse, he employs mixed meters to avoid the tyranny of the 

bar line. When he composes, he does not allow meters to dictate the flow of the music. 

This allows him to mold his own proportions of flow, tension, and release. Measures are 

elongated by changing the meter and adding one or more beats, or by providing tempo 

markings such as rallentando, ritard, allargando, and fermata. By using mixed meters and 

varying tempo markings, Camphouse achieves a unique and satisfying flow of musical 

tension and release in his music.  
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 In ten of the pieces in this study, the average percentage of meter changes per 

measure is 43.45%. The following list shows the number of times there are meter changes 

out of the overall number of measures for each of these works:  

• 93 out of 190 measures in Elegy; 

• 152 out of 271 measures in To Build a Fire; 

• 81 out of 217 measures in A Movement for Rosa; 

• 97 out of 226 measures in Watchman, Tell Us of the Night; 

• 98 out of 247 measures in Whatsoever Things;  

• 176 out of 394 measures in Symphony from Ivy Green; 

• 183 out of 331 measures in The Shining City; 

• 27 out of 137 measures in Yosemite Autumn. 

• 96 out of 193 measures in Two American Canvases; and 

• 48 out of 118 measures in Illuminations. 

The two compositions that do not exhibit a large number of meter changes are 

Symphonic Prelude and Three London Miniatures. Interestingly, Symphonic Prelude 

remains in 4/4 meter for every measure of the piece and is an outlier in this respect. When 

I asked Professor Camphouse if this was intentional in any way, or if he had any thoughts 

on this, he said that he did not know that Symphonic Prelude was in 4/4 meter for every 

measure. He does not keep track of how many beats are in each bar. Instead, he writes 

what he feels and doesn’t let bar lines dictate the flow of his music.  

In the first movement of Three London Miniatures, the meter changes in seven 

out of the ten measures in the introduction. The meters also change three times in a 

phrase extension in the first movement (mm. 63-68). The rest of the first movement is 

either in 3/4 (the A section) or 4/4 (the B section). The second movement changes meter 

six times in thirty-one measures. The third movement remains in 2/4 until the end when it 

changes to 4/4 and has one measure of 5/4. The meters do not change as often in Three 
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London Miniatures in order to imitate traditional British styles of music, which do not 

typically include many meter changes. Even so, the introduction in the first movement 

constantly changes meters, which gives us a sense that it is a composition by Camphouse.  

Irregular and inconsistent phrase lengths and subtle tempo changes are found 

throughout eleven of the pieces in this study. In addition to a significant number of meter 

changes, these aspects allow him to build, stretch, and achieve the feeling of tension and 

release in a unique way. All of these attributes can easily be seen in the analysis charts 

(see appendix A). Three London Miniatures is the outlier in this respect as well, as 

Camphouse purposely imitated existing British styles of music that usually contain 

regular four bar phrases. The inclusion of many mixed meters, irregular phrase lengths, 

and subtle tempo changes gives Camphouse’s music a sense of unpredictability and 

interest in the moment, and offer a fluid sense of pacing in his music that lacks a rigid 

feel of meter.  

Slower Tempos in General 

In general, tempos employed by Camphouse are on the slower end. Four pieces in 

this study only go up to or stay below tempo markings of 92 beats per minute, which is 

considered a moderate tempo marking: Elegy, Watchman, Tell Us of the Night, Symphony 

from Ivy Green, and Two American Canvases. The Shining City goes up to 96 bpm for 

five measures and 132 bpm for another five measures but the rest of the piece is slower. 

Symphonic Prelude has eight measures marked at 100 bpm (although Camphouse prefers 

them to be a little bit faster at 116 bpm—this is the passage starting m. 40), but the rest of 

is slower. In Illuminations, the music is marked 120 bpm for four measures starting at m. 
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53 and the rest of the piece is much slower. These four faster bars contain harmonic 

tension and the tempo rushes forward to signify that Bob Jorgensen, the person for whom 

this piece was written, died quickly. Three London Miniatures is an outlier in many ways 

since Camphouse was trying to mimic a style other than his own, and there are consistent 

tempos that are a little higher in this piece. 

There are fast-paced sections in the other four pieces (To Build a Fire, A 

Movement for Rosa, Whatsoever Things, and Yosemite Autumn), which contain repetitive 

rhythmic patterns and ostinatos that function as a rhythmic motor and churn the music 

forward. This usually occurs in the low voices, percussion, and piano (when piano is in 

the instrumentation as it is for To Build a Fire and A Movement for Rosa). These faster 

sections with rhythmic motors being an exception, Camphouse’s tempo markings are 

mainly in the 60-80 bpm range. Camphouse feels he writes slower music better than he 

writes faster music. 

Time in Lyrical Melodic Themes 

Not only does Camphouse achieve great specific moments of tension and release, 

but he also achieves an overall desirable balance throughout his compositions. It is the 

author’s belief that active listeners and audience members unconsciously crave music that 

is full of tension in some moments while also craving predictability and stability in 

others. Statements of lyrical melodic themes in Professor Camphouse’s music often 

remain in one meter, and they generally have fewer meter changes than most other 

phrases within his pieces. Consequently, his music achieves a sense of stability in these 

themes. Full statements of melodic themes are used sparingly and usually appear once (or 
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twice in succession) in the first main section of the piece, then return much later in a 

balanced proportion within the form of the piece. In between, sections of phrases appear 

that use theme fragments and contain more tension and unpredictability. Tempos and 

meters within Camphouse’s melodic themes usually remain fixed until the end of the 

phrase.  

Proportional Main Sections 

 While Camphouse does not map out a specific formal plan for a piece before he 

starts composing, he is conscious of the form as the piece develops throughout the 

compositional process. For each piece, he tries to have main sections that are generally 

proportional in length. Watchman Tell Us of the Night, Whatsoever Things, Yosemite 

Autumn, Symphonic Prelude, and Illuminations all consist of three main sections that are 

broadly proportional in length. In the first and second movements of Three London 

Miniatures, there are three proportional sections while the B section is just a bit shorter 

than the A section in the first movement. Sometimes the introduction of a piece is 

included with the first main section for consideration of proportion.   

In Watchman, Tell Us of the Night, there are three proportional sections without 

including the introduction which is forty measures. The first main section after the 

introduction is sixty-two measures, the second is fifty-eight, and the third is sixty-six. 

Whatsoever Things was also composed in three parts, and each section (not including the 

introduction) is proportional. The form is A, B, A. The introduction is twenty-nine 

measures, the first main section after the introduction is eighty-five measures, the second 

is sixty-three measures, and the third and final section is sixty-nine measures. Yosemite 



129 

 

Autumn has three main sections in the ternary form of A, B, A as well. The intro is eight 

measures, the first A section is forty-nine measures, the B section is thirty-five, and the 

final A section along with the concluding section is forty-five measures.  

Symphonic Prelude consists of three proportional sections: thirty-one measures 

make up the introduction and first section, thirty-eight measures for the second section, 

and thirty-six measures are in the third and final main section of the piece. In 

Illuminations, there are three proportional main sections in addition to an introduction 

and conclusion. The introduction is sixteen measures, the first main section is thirty-four 

measures, the second is thirty-one measures, the third is thirty-seven measures, and the 

concluding section is eighteen measures. As such, the introduction and conclusion are 

each approximately half the length of the main sections. There are also three main 

sections in A Movement for Rosa, but the third is shorter than the others. The first section 

is seventy-six measures, the second is 106, and the third is thirty-seven. In time, the first 

and second sections are proportional, while the third section is a little more than half the 

length of the other two sections.  

Three London Miniatures consists of three movements. The first and second are 

ternary in form. In the first movement, the introduction is ten measures. The first A 

section is sixteen measures, the B section is half the length of the A section at eight 

measures, then the A section repeats and is sixteen measures again. All three sections are 

then repeated. However, the second time around, the A section is seventeen measures 

(both times) and the B section is ten measures. In the second movement, the introduction 

is four measures. Both the first and second sections are eight measures in length while the 
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third section is eleven. The third movement is in the binary form of A, A, B, B. The 

introduction is eight measures. The first A section is nineteen measures, the second A 

section is twenty, both B sections are sixteen, and then there is a codetta that has seven 

measures. As such, the main sections are all proportional with the introduction and 

codetta being about half the length of the main sections. 

While the form of the other five pieces in this study are a little different, most 

sections within each composition are generally proportional in length. Elegy has an 

introduction and two proportional main sections. The introduction is twenty measures, 

and the first main section is eighty-eight measures. Next is a short transition (nine 

measures) that starts the second and last main section which is eighty-two measures long 

(including the nine measure transition). To Build a Fire has seven sections including the 

introduction and conclusion. The introduction consists of fifteen measures. All other 

sections, except the fourth, are between twenty-three and forty-two measures in length. 

The fourth is ninety-nine measures but the tempo is faster than the other sections so it is 

still proportional in time. Symphony from Ivy Green consists of six movements and all are 

between three to four and a half minutes except for Movement IV which is six minutes.  

The Shining City consists of ten sections based on ten text selections. Each is 

similar in length between twenty-six and thirty-eight measures except for the second, 

third, and tenth sections. The second is only one measure, consisting of unaccompanied 

text. The third and tenth sections are longer than the others. In Two American Canvases, 

the form and length of the two movements are similar. Both consist of an introduction, 

two main sections that are proportional in length, and a concluding section. Having main 
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sections that are generally proportional in length are felt by listeners and audience 

members as having an overall balance. 

Sonic Calling Card #3: Melodic Material as a Unifying Element and Lyrical Main 

Themes 

Motives and Theme Fragments  

Camphouse enjoys the challenge of taking a simple melodic idea and seeing how 

much he can do with it. Many of his pieces begin with a motive or melodic fragment that 

foreshadows a main theme. He uses motives and theme fragments as unifying elements 

throughout a piece. This gives the listener a sense of familiarity with the theme from start 

to finish, and makes the statements of the full theme satisfying, enjoyable, and 

memorable. Camphouse is skilled in the art of developing motives and themes. He was 

highly influenced by Beethoven in this regard.  

 Nine of the pieces in this study include a main theme or motive that begins with a 

perfect fourth or perfect fifth as the first interval: Elegy, A Movement for Rosa, 

Whatsoever Things, Three London Miniatures, Symphony from Ivy Green, The Shining 

City, Yosemite Autumn, Symphonic Prelude, and Two American Canvases. Often, 

harmonies are built on stacked or layered perfect fourths and fifths as well. Watchman, 

Tell Us of the Night, both movements of Two American Canvases, and Illuminations 

incorporate a motive where a descending third is the main interval. 

 The ascending perfect fifth motive in Yosemite Autumn is pervasive throughout 

the piece and is stated twenty-six times. In Symphonic Prelude, the descending perfect 

fifth motive occurs twenty-three times. In Watchman, Tell Us of the Night, the 



132 

 

descending third motive appears more than ninety times. The Alma Mater motive in 

Whatsoever Things is stated forty times. Motives are integral to Camphouse’s writing and 

function as a unifying element throughout his pieces. 

 All twelve pieces in this study include many melodic leaps of an octave or more. 

There are times when the octave occurs within the first few notes of a motive or theme. 

All of these pieces also include melodic leaps of perfect fifths and/or perfect fourths 

within themes. The melodic perfect intervals offer an open sound and a feeling of 

broadness. Incorporating a mixture of wide leaps with stepwise motion in his melodies 

allows Camphouse’s themes to soar.   

Lyrical Themes and Their Restatements 

Camphouse likes his music to sing. His pieces include rich, lyrical, beautiful, and 

memorable melodic main themes. These are the melodic themes that offer moments of 

stability for the listener, which were discussed in Sonic Calling Card #2. There are 

generally four aspects to these lyrical, melodic themes that make them uniquely his own:  

1. When these themes are stated in full, they are mostly tutti in the winds and have 

very sparse percussion writing if any.  

2. They include counterpoint lines in at least the horn or euphonium part. 

3. They incorporate rhythmic variations that include triplets in simple meters.  

4. The motion from one note to the next includes a combination of step-wise, small 

interval leaps, and wide interval leaps. 

 

All four aspects are seen and heard in the main themes of every piece in this study. In 

regard to the fourth aspect, there are leaps of an octave or more in at least one statement 

of a main theme in eleven of the twelve pieces. The Shining City includes melodic leaps 

of an octave or more in other melodic lines that are solos, countermelodies, counterpoint, 
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and melodies that appear but are not one of the two major melodic themes. Leaps of a 

sixth occur in many places in the Reagan Theme, which is the main theme of the piece.  

 Camphouse’s melodic writing was influenced a lot by Barber and Tchaikovsky. 

Sparse orchestration in the percussion section during these melodic sections allows his 

music to sing. When talking about composing for percussion, Camphouse stated, “Less is 

more. That’s all you need to know about percussion. Less is more, and have an 

imagination.”123 

Professor Camphouse has a tendency of stating the main theme in full at least 

once, more toward the beginning of the piece but after the introduction, and then again 

toward the end of the piece but before the concluding section. Table 8 shows the nine 

pieces and measures in which this happens, and in which all of the aspects in the 

description above occur as well. The total number of measures is listed as a reference to 

where the theme happens proportionally.  

 

 

 

 

 

 

 

 
123. Mark Camphouse, interview by author, Fairfax, VA, February 22, 2019.  
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Table 8. Nine pieces that have main themes proportioned similarly to each other in terms 

of the pacing of the entire composition 

 

Composition Measure numbers for full statements of the 

main theme  

Number of 

measures in 

the piece 

Elegy 69-76, 88-96, 141-148, & 149-155 190 

A Movement for Rosa 44-67 (Theme 2 and then Theme 3 right after) 

& again at 158-170 (Theme 3) 

217 

Watchman, Tell Us of 

the Night 

41-57 & 181-196 (Theme 1 and Return of 

Theme 1) 

226 

Whatsoever Things… 30-49 (Statement and re-statement of Theme 1) 

& 196-209 (same theme) 

247 

*Symphony from Ivy 

Green 

254-265 & 329-338 (same theme, two separate 

movements 

394 

*The Shining City 153-163 & 238-246 (The Reagan theme, which 

is the main theme) 

331 

Yosemite Autumn 9-27 & 93-107 (2 themes, same both times) 137 

Symphonic Prelude 40-49 (one theme based on the main motive) & 

76-91 (a different main theme and then it is 

subsequently repeated)  

105 

Illuminations 17-41 (statement and restatement of the theme) 

& again at 82-92 

118 

*The timing is similar to the other pieces but the first statement of the theme occurs later in the piece 

compared to the other seven pieces listed in table 8. 

 

While the patterns of thematic occurrences are a little different in the remaining 

three pieces, melodic themes still exist that adhere to the description above. They have 

sparse percussion (if any), include counterpoint lines in at least the horn or euphonium 

part, and incorporate rhythmic variations in melodic material that includes triplets. In To 

Build a Fire, there is a theme in mm. 44-51 and an extension of that theme occurs in the 

following phrase in mm. 52-62. This theme is not restated again but fragments of it are 

incorporated into the concluding section in mm. 259-262. Since Three London 
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Miniatures and Two American Canvases consist of relatively short movements, the main 

themes function differently. Each movement has its own main themes and they are more 

pervasive throughout the movement when compared to the other pieces.  

Sonic Calling Card #4: Quiet and Slow Bookends, and Modal Beginnings 

Beginnings and Endings of Pieces 

Ten of the twelve pieces in this study begin and end quietly and slowly, often by 

employing solos or very exposed thin textures. The Shining City is one of the two 

exceptions since it begins loudly with drum hits. However, it is immediately thereafter 

quiet and slow, which is similar to the other pieces. Three London Miniatures is the other 

exception, in which only the first and second movements begin in this manner, and only 

the second movement ends as such. Camphouse feels this particular calling card is mostly 

influenced by Ralph Vaughan Williams, who often began and ended his orchestral music 

softly and slowly. Indeed, Vaughan Williams began and ended his second, third, and fifth 

symphonies slowly and quietly. In addition, his first, sixth, seventh, and ninth 

symphonies all end softly.  

Important motivic or thematic material appears in both the opening and closing 

sections in all pieces in this study. There are times when the exact same material that is 

introduced at the beginning returns at the end. In Illuminations, the entire melody of 

America the Beautiful is never stated in full. Camphouse did something clever at the very 

end: instead of repeating material, he incorporated the last phrase of the well-known tune 

for the first time in his piece. It is subtle but it is there, and it is intriguing writing as the 

listener who knows the tune will feel a dual sense of newness and closure. He did 
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something similar in Elegy, when he used snippets of the Church of the Wildwood hymn. 

Within the last four measures, he very subtly incorporated the ending part of the hymn 

tune for the first time.  

Brian Balmages, Julie Giroux, Donald Grantham, Samuel Hazo, John Mackey, 

and Frank Ticheli are all prominent living composers of wind band music. I went to their 

publishers’ websites and listened to the beginnings and endings of the wind band pieces 

that are listed as being Grades 4-6. All of these composers began or ended some of their 

pieces quietly and slowly, but none of them did so as often or kept their music slow and 

soft for as long as Camphouse does at the beginnings and endings of his pieces. It is 

unique for a composer to start and end so many of their pieces quietly and slowly with 

thin textures.  

Subconscious Modes in Opening Melodic Material 

In addition to starting a piece softly and slowly, the beginning melodic material in 

Camphouse’s compositions often begins in a modal fashion. What makes his use of 

modes interesting is that he does not begin the composition process by thinking about a 

specific mode. He does not think in keys or modes very often since he doesn’t want to 

feel bound by them. When he does think in keys or tonal centers, he does not adhere to 

them for long. Instead, he is guided by his ears and simply writes what he hears. The 

modes that are often used at the beginning of a composition come out of his 

subconscious, intuitive process.  

Ten of the pieces covered in this study begin in a modal tonality. Elegy is modal 

at the beginning, and the melody could be analyzed in either E aeolian or B phrygian. 
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With equal importance on both notes, E and B, the mode is ambiguous. Another factor 

that adds to the vagueness of the tonal center is that the harmony in mm. 5 and 8 is a G 

dominant 7th chord, which is not a dominant chord of E or B.  

To Build a Fire is in A-flat dorian up to m. 10. A Movement for Rosa begins in E 

phrygian. Watchman, Tell Us of the Night is ambiguous for the first ten measures, as 

there is an argument for E minor with the chords in the harmony and the E pedal in the 

timpani part, but the melody is in D dorian. It is still modal after m. 10 in the opening 

section, but the mode changes. Whatsoever Things begins in G aeolian with a strong 

emphasis on the D (the fifth). Three London Miniatures begins with a tonal center of B-

flat, but the specific tonality (key or mode) is ambiguous in the introduction for the first 

ten measures. The hymn tune is then stated in m. 11 and the music is clearly in B-flat 

dorian. The music remains in this mode for much of the first movement. Symphony from 

Ivy Green begins in B-flat dorian. Yosemite Autumn starts ambiguously with the solo horn 

and solo euphonium using two different sets of pitches. However, the horn utilizes the 

notes for B-flat dorian, which is the mode that is firmly established in the theme starting 

in m. 9. Symphonic Prelude starts in B-flat aeolian. Illuminations starts in C dorian.  

While the beginnings of these pieces contain modal melodic material without 

much harmonic support, the endings usually end on a chord or a dissonance. Elegy, To 

Build a Fire, A Movement for Rosa, Symphony from Ivy Green, and Illuminations all end 

in dissonance: Elegy ends on a tri-tone; To Build a Fire ends on a quintal harmony with 

the notes D, A, E, B, and F-sharp; A Movement for Rosa ends on a cluster chord; 

Watchman, Tell Us of the Night ends on a very quiet perfect fifth with a cluster chord that 
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fades out before we are left with just that perfect fifth remaining; Symphony from Ivy 

Green ends on an F minor 13th chord; and Illuminations ends on a B-flat unison that’s 

right after a cluster chord. The first movement of Two American Canvases begins and 

ends on cluster chords. The second movement starts on a quintal harmony and ends on a 

C major triad. Whatsoever Things, The Shining City, all three movements of Three 

London Miniatures, and Symphonic Prelude all end on major triads as well. Yosemite 

Autumn ends on an extended F major chord. Half of these compositions end dissonantly 

while the other half resolve consonantly. The unifying elements for this sonic calling card 

are that almost all pieces begin with modal material, and begin and end softly and slowly. 

Sonic Calling Card #5: A Lack of Key Signatures & A Rich Harmonic Language 

In as much as Camphouse does not often think in keys, he rarely uses key 

signatures. Out of his thirty-four published pieces, only two use key signatures: Three 

London Miniatures and Air Mobility Command March. By using accidentals instead of 

key signatures, he can easily float in and out of different tonal centers. He does not stay 

in one tonal center long enough for his music to involve key signatures.  

Not being bound by a key allows him to use an interesting and rich harmonic 

language, which includes polytonalities, major and minor chords (diatonic and non-

diatonic), open perfect fifths, multiple stackings and layerings of perfect fifths, brief 

sections of parallel major chords, extended chords, and pedal points. Camphouse also 

uses root position chords, which offers the most harmonic clarity in band music; the 

sound can get muddy when the bass voices do not have the roots of the chords. There is 

no polytonality in Three London Miniatures, but the other eleven pieces included in this 
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study incorporate all of the aspects just described. Since his music is largely tonal, bitonal 

or polytonal sections do not usually last long, but there is almost always at least one 

obligatory polytonal section, and it usually occurs somewhere in the middle of the piece. 

Flat major VI and flat major VII chords (borrowed from the parallel minor keys) are used 

in all but three pieces in this study. They are used extensively in the third movement of 

Three London Miniatures, when the music is in F major and the D-flat major and E-flat 

major chords function as the flat major VI and flat major VII chords in the introduction 

and both A sections. The orchestral music and especially the symphonies of Ralph 

Vaughan Williams influenced the development of Camphouse’s harmonic language more 

than the music of any other composer. 

Camphouse rarely focuses on diatonic harmony; he doesn’t think in Roman 

numerals when he composes. Instead, he honestly and naturally composes by ear and 

uses harmonies that sound good to him. Tonal centers are found in many phrases, but 

they usually shift after only a few measures. He does not stay in any one key for very 

long. There are passages that do not have a tonal center, too. In the September 1991 

article in The Instrumentalist, he described mm. 125-131 in Elegy as having “a polytonal 

layered texture,” and mentioned that there was a G-flat pedal point in low voices but soon 

after wrote “A more thorough investigation of harmonic movement and musical form is 

best left to those not intimately involved in the creative process.”124 For the pieces in this 

study, key centers (when they exist) and harmonic devices used in each phrase are 

outlined in the analysis charts in appendix A. 

 
124. Camphouse, “Composer Comments,” 17. 
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 The manner in which Camphouse uses harmony is unique. It is one of the most 

interesting facets of his music. There is no magical formula to the way he thinks about 

harmony. He simply is open-minded when he sits at the piano to orchestrate and finds 

extended chords and harmonies that he likes by tinkering with possibilities. His harmonic 

language is comprehensive, adventurous, and rich. It has the ability to draw listeners into 

his music.  

Michael Tilson Thomas, famous musician and conductor of the San Francisco 

Symphony for the past twenty-five years, has said multiple times, “The most important 

thing about music is what happens when it stops.” He elaborated on this thought in an 

interview:  

The most important thing about music is what happens when it stops, what 

remains with the listener, what they take away. A melody, rhythm, some 

understanding of another person or another culture. The way those experiences 

add up, in the soul of a person over the years, is the biggest prize classical music 

possesses. It is an art form in which instinct and intelligence are equally balanced. 

They take the measure of one another and they reflect, across centuries and 

composers and pieces, how our minds really are and the way our consciousness is 

ordered. You want to shake people even when they’re not listening to the 

music.125  

 

Camphouse’s rich harmonic language and the way his harmonic progressions flow, twist, 

and turn are a large part of the reason why listeners can be emotionally affected by his 

music.  

 
125. Nicholas Wroe, “Michael Tilson Thomas: ‘The Most Important Thing About Music is When it 

Stops,’ ” The Guardian, May 25, 2012, https://www.theguardian.com/music/2012/may/25/michael-tilson-

thomas-interview. 
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Sonic Calling Card #6: Four Different Ways Camphouse Uses Pitched Percussion 

 There are four unique aspects to Camphouse’s pitched percussion parts: (1) 

metallic pitched percussion instruments are used to support woodwinds and add color, (2) 

metallic pitched percussion are used to create a shimmering effect, (3) chimes parts are 

often exposed and soloistic, and (4) timpani parts include solo or soli lines. 

Metallic Pitched Percussion Instruments 

As stated earlier, Camphouse believes “less is more” when writing for percussion. 

Metallic pitched percussion instruments (e.g., crotales, vibes, bells, and chimes), along 

with piano, are often doubled with melodic lines in the winds to add support and color. 

There are times when they are used for a shimmering effect at soft dynamics to blend 

well with the texture. Sometimes, they are used to offset another line and add a soft, 

colorful contrast to the sonic palette. Seven of the twelve works include piano. The five 

works that do not include piano are Elegy, Whatsoever Things, Three London Miniatures, 

Yosemite Autumn, and Symphonic Prelude. In Elegy, the harp part functions similarly to 

how the piano part functions in other works by Camphouse. All twelve pieces include 

parts for vibraphone, bells, and chimes. Eight of the twelve pieces include crotales. The 

works that do not use crotales are Elegy, Three London Miniatures, Yosemite Autumn, 

and Symphonic Prelude. Using metallic pitched percussion and piano to create 

shimmering effects is a sonic calling card influenced by composer Joseph Schwantner. 

The list below portrays the eight works and their measure numbers that contain the 

metallic shimmer effect: 

• To Build a Fire, mm. 84-89, 93-97, 209-216, and 254-269 (stars shimmering) 

• A Movement for Rosa, mm. 206-216 
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• Watchman, Tell Us of the Night, mm. 1-16 and 103-114 

• Whatsoever Things, mm. 78-81, 115-118, and 128-134 

• Symphony from Ivy Green, mm. 121-122, 191-200, 207-214, 271-274, 280-281, 

286-288, 364-365, 379, 386-389, and 392-394. 

• The Shining City, mm. 211 and 296 

• Two American Canvases, 1st movement, mm. 1-8, and 2nd movement, mm. 1-6 

• Illuminations, mm. 16, 99, and 111 

Important Chimes Parts 

 Camphouse has a fondness for chimes and he uses them often to offset a musical 

passage or to reinforce it. His chimes parts often include thematic material, melody, 

and/or independent moving lines as solos, which are usually soft in dynamics. Chimes 

parts that match this description are found in eleven of the twelve pieces in this study. In 

this regard, Camphouse was influenced by Britten, Grainger, Persichetti, and John Barnes 

Chance. The list below shows the eleven pieces and the measure numbers within them 

that incorporate important chimes parts:  

• Elegy, mm. 125-131 

• To Build a Fire, mm. 84-89, 95, and 216 

• A Movement for Rosa, mm. 93-96, 187-191, and 215 

• Watchman, Tell Us of the Night, mm. 139-146  

• Whatsoever Things, mm. 101-102, 189-194 and 216-220  

• Three London Miniatures, mm. 78-93 

• Symphony from Ivy Green, mm. 47-53, 103-106, 121, 172, 271, 280, 292-294, 

377-379, and 392 

• The Shining City, mm. 22-25, 234-237, and 255-256 

• Yosemite Autumn, mm. 42-45, and 110-111 

• Symphonic Prelude, mm. 17-18, 29, 55, and 57 

• Two American Canvases, 2nd movement, mm. 2 and 4 

 

Important Timpani Parts 

Sometimes Camphouse treats timpani parts in a similar manner. There are eight pieces in 

this study that include independent and exposed solo or soli lines for timpani: 
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• Elegy, mm. 45, 47 and 109-114 

• To Build a Fire, m. 110 

• A Movement for Rosa, mm.  94 and 96  

• Whatsoever Things, mm. 110-111 

• The Shining City, mm. 83-85 

• Yosemite Autumn, mm. 60-61 

• Symphonic Prelude, mm. 14-15, 22-23, 39, 63-64, 74, and 91 

• Illuminations, mm. 77-80  

Sonic Calling Card #7: Rhythmic and Harmonic Variations 

 By studying Igor Stravinsky’s music and through composition lessons with his 

teachers, Camphouse learned it is best to vary, or alter, thematic material upon 

recurrence. Repetition allows listeners to gain a feeling of comfort and familiarity, but by 

slightly altering repeated elements, listeners are kept interested and engaged. In his 

melodic material, Camphouse uses rhythmic and harmonic variations so nothing is ever 

stated the exact same way. Mixtures of duple and triple rhythms are always used to help 

achieve variation in all twelve pieces. An example of this occurs in Yosemite Autumn, in 

the main theme that begins in m. 9. The melody is a parallel period, and the two phrases 

start the same in melodic voices (clarinets 1 and 2, alto saxophone 1, trumpet 1, and 

French horn 1). However, you can see the rhythmic and harmonic variations when you 

compare m. 9 with m. 13, and m. 10 with m. 14. 
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Figure 7. Yosemite Autumn, mm. 9-14 

 

 

 

Sonic Calling Card #8: Rhythmic Devices and How They Function 

Triplets and Other Notable Rhythms 

 Comparative analyses were conducted between the twelve pieces in this study, 

and there are a few isolated rhythms that occur with some frequency. One that stands out 
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is a succession of three eighth note triplets ( ). Upon further study, it was observed 

that Camphouse also regularly uses quarter note triplets ( ) and minor variations of 

these two figures. Frequent triplets alongside duple rhythms within simple meters is a 

tool he uses to incorporate a lot of rhythmic variety and is truly a characteristic sound in 

Camphouse’s music.  

The number of times a triplet figure within simple meters occurs in the twelve 

pieces in this study was counted, and the following guidelines for counting them were 

used: 

• When there are two different triplet figures that occur at the same time, both were 

counted.  

• Only one occurrence was counted when there are two sets of sixteenth note 

triplets on both halves of the beat.  

• Quarter note triplets were counted once for each set of three.  

• If one rest took the place of a set of three triplets, it was counted.  

 

 Other isolated rhythms that are prevalent in these twelve works are listed as 

follows according to the frequency of their occurrence, with Rhythm 1 occurring the most 

frequently and Rhythm 6 occurring the least: 

Rhythm 1: two sixteenth notes followed by an eighth note ( ) 

Rhythm 2: a sixteenth note followed by a dotted eighth note ( ) 

Rhythm 3: a dotted eighth note followed by a sixteenth note that is a leap of a fourth or 

 more (usually ascending but sometimes descending), and then followed by a 

 repeated note of longer duration (  ) 

 

Rhythm 4: a double dotted eighth note followed by a thirty-second note ( ) 

Rhythm 5: an eighth note followed by three triplet sixteenth notes ( ) 
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Rhythm 6: an eighth note followed by two sixteenth notes, then the reverse of that 

 directly afterward, which is two sixteenth notes followed by an eighth note  

 ( ) 

 

The number of times each of these six rhythms appeared in the twelve compositions was 

counted. When a minor variation of any of the rhythms occurred, it was also counted. The 

specific variations of each rhythm that were included are shown in table 9.  

 

 

Table 9. Original rhythms and their close variations that were counted in the twelve 

pieces in this study 

 

Original rhythm Minor variations that were included in the 

count for the original rhythm 
 

Triplets:   &   
Variations include all other possible triplet 

figures, including combinations of notes and 

rests 
 

Rhythm 1:  
 

No variations of this rhythm were counted 

Rhythm 2:  , , &  

Rhythm 3:  or   &  

Rhythm 4:     
 

Rhythm 5:    , , &  

Rhythm 6:    
Note: The rhythm similar to this with an 

eighth rest instead of the last eighth note 

that is a motive in A Movement for Rosa 

was not counted as a variation of this 

rhythm since it has a different feeling. 

 

 When triplets included in simple meters and the other six notable rhythms (or 

their variations) occur at the same time in more than one voice, they were only counted 
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once. Table 10 shows the approximate number of times all of these prevalent rhythms (or 

their variations) appear. 

 

Table 10. The approximate number of times notable rhythms (or their minor variations) 

occur in each of the pieces in this study, and the approximate total number of times they 

occur in the twelve pieces combined126 

 

Piece 

 

Triplets 

 

 

Rhythm  

1 

 

Rhythm  

2 

 

Rhythm 3

 () 

 () 
 

Rhythm  

4 

  

Rhythm  

5

 

Rhythm  

6  

 

Elegy 113 14 20 12  

(8 & 4) 
 

10 16 2 

To Build a 

Fire 
158 26 30 2  

(both ) 
 

2 10  4 

A 

Movement 

for Rosa 

30 6 10 4  

(all ) 
 

2 0 13 

Watchman, 

Tell Us of 

the Night 

75 2 9 2  

(both ) 

7 3  0 

Whatsoever 

Things… 
131 5 9 7 

(4 & 3) 
 

8 2 4 

Three 

London 

Miniatures 

57 3 5 4  

(all ) 
 

4 4  3 

Symphony 

from Ivy 

Green 

212 28 26 7  

(6 & 1) 
 

10 10  0 

The 

Shining 

City 

87 17 15 10  

(7 & 3) 
 

14 7  2 

Yosemite 

Autumn 
23 18 2 5  

(4 & 1) 

0 2 0 

Symphonic 

Prelude 
21 2 5 3  

(all ) 
 

0 7  4 

 
126. The numbers of rhythms in table 10 are close approximations and were counted only once or  

twice per piece. Ensuring a precise number is not imperative to this study; a close approximation suffices. 
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Table 10 (continued) 

Piece 

 

Triplets 

 

 

Rhythm  

1 

 

Rhythm  

2 

 

Rhythm 3

 () 

 () 

 

Rhythm  

4 

  

Rhythm  

5

 

Rhythm  

6  

 

Two 

American 

Canvases 

34 18 8 28  

(27 & 1) 
 

9 4 0 

Illumina-

tions 
29 7 6 2  

(1 & 1) 
 

4 3 1 

Total 

occurrences 

in all 12 

works 

970 146 145 86 

(63 & 

23) 
 

70 68 33 

 

 

 

 These rhythms are characteristic of Camphouse’s overall sound. To demonstrate 

this, the same isolated rhythms were counted in a few compositions that are staples in the 

concert band repertoire (the following pieces are listed chronologically): The Stars and 

Stripes Forever (1896) by John Philip Sousa, First Suite in E-flat (1909) by Gustav Holst, 

Second Suite in F (1911) by Gustav Holst, Lincolnshire Posy (1937) by Percy Grainger, 

American Overture (1955) by Joseph Wilcox Jenkins, Variations on a Korean Folk Song 

(1967) by John Barnes Chance, and Armenian Dances (Part I) (1972) by Alfred Reed. I 

looked at the 2010 Frederick Fennell edition for Lincolnshire Posy, the 1984 Colin 

Matthews editions for both of the suites by Holst, and the 2003 full score edition for 

American Overture. Table 11 shows the number of times the same rhythms in table 10 

are used in these influential concert band pieces by other composers. The works in table 

11 are listed chronologically. When comparing the numbers in table 10 with the numbers 
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in table 11, one can see that these specific rhythms are largely unique to Camphouse’s 

compositions. Several of the pieces in table 11 include sections or movements in 

compound meters. Just as in table 10, triplets in compound meters were not counted in 

the pieces in table 11. 

 

 

Table 11. The number of times Camphouse’s notable rhythms (or close variations) occur 

in prominent pieces in the concert band repertoire by other composers127 

 

Piece Triplets 

 

 

Rhythm  

1 

 

Rhythm  

2 

 

Rhythm 3

 () 

 () 
 

Rhythm  

4 

  

Rhythm  

5

 

Rhythm  

6  

 

The Stars 

and 

Stripes 

Forever 

0 0 0 0 0 0 3 

First Suite 

in E-flat 

36 6 6 0 0 9  0 

Second 

Suite in F 

0 21 0 0 0 0 0 

Lincoln-

shire Posy 

47 7 19 0 0 9  0 

American 

Overture 

6 28 0 0 0 0 0 

Variations 

on a 

Korean 

Folk Song 

56 0 0 0 
 

0 16 0 

Armenian 

Dances 

Part I 

44 92 5 6 

(all ) 
 

0 4 0 

 

 
127. The numbers of rhythms in table 11 are close approximations and were counted only once or  

twice per piece. Ensuring a precise number is not imperative to this study; a close approximation suffices. 
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While some the pieces in table 11 include many triplets in simple meters, they are 

used very differently when compared to Camphouse’s pieces. In Variations on a Korean 

Folk Song, almost all of the triplets function solely as a rhythmic device within sixteen 

measures of the timpani part, which is different than the mostly melodic contexts in 

Camphouse’s pieces. In Armenian Dances, there are 422 measures and this is the only 

piece in table 11 that predominantly utilizes a few of these rhythms. Most of the triplets 

in Armenian Dances function as melodic flourishes. Half of the triplets in Lincolnshire 

Posy involve sixteenth note runs in the fourth movement that function as long rhythmic 

flourishes. The triplets counted in American Overture are all eighth note triplets ( ) 

and they occur in only two measures. In Camphouse’s pieces, triplets are sometimes used 

in similar manners but more often appear in melodic contexts. 

Rhythm 1 ( ) in Armenian Dances occurs thirty-eight times as an ostinato in 

the percussion. The other times, it is used in a couple of main themes and also as a 

motive. Rhythm 1 in Second Suite in F and American Overture appear several times since 

it is part of one of the main themes in both pieces.  

The Ways These Rhythms Function in Camphouse’s Music 

In the twelve pieces included in this study, Camphouse wrote approximately 970 

triplet figures within simple meters. Besides triplets, Rhythms 1 ( ), 2 ( ), and 3    

(  ) occur in all twelve pieces. Rhythm 5 ( ), or one of it’s variations shown 

in table 9, occur in all but one piece (A Movement for Rosa) and Rhythm 4 ( ) occurs 

in all but two pieces (Yosemite Autumn and Symphonic Prelude). 
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 Rhythms 1 ( ) and 2 ( ), and How They Function. Camphouse frequently 

used both Rhythms 1 ( ) and 2 ( ), which are similar to each other. Earlier in this 

chapter, it was pointed out that Camphouse is a master of using tension and release. He 

often used these two rhythms to aid him in the pacing of tension and release by writing a 

dissonance on the last note in these patterns. Then the tension resolves either on the next 

note after this pattern or shortly thereafter. Since the last note in these patterns is longer 

than the previous note, the listener feels a slight sense of waiting on the longer note and, 

therefore, the dissonance feels stretched. This allows for the tension and resolution to feel 

more exciting. In A Movement for Rosa, Rhythm 2 ( ) is used in m. 176 at the dynamic 

climax of the entire piece. Camphouse makes the listener wait before the next note by 

putting a breath mark after the rhythm and a molto allargando marking at the beginning 

of the measure.  

 

          molto allargando 
 

 

Figure 8. A Movement for Rosa, mm. 176-177 
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 Rhythm 2 ( ) is also used in Whatsoever Things in m. 68 as a way to prolong 

the melodic and harmonic tension from the previous measure, which is already a phrase 

extension, just a little bit longer. Instead of resolving the tension from the previous 

measure on beat one of m. 68 as the listener might expect, the sixteenth (first note in this 

rhythmic pattern) repeats the notes from the previous measure and the resolution happens 

on the dotted eighth. Another aspect to this rhythm in m. 68 is that the voices move in 

contrary motion, which is a key component to a quality musical composition. Camphouse 

effectively uses this rhythm in m. 68 to elongate the resolution and make the music more 

compelling. 

 In m. 114, Rhythm 2 ( ) is used similarly (still in Whatsoever Things). This is 

the final measure of the first large section of the piece. By using this rhythm in this 

measure, a feeling of suspense and uncertainty is created. Then the music switches gears 

for a different mood in the next measure, which starts the second main section of the 

piece. 
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Figure 9. Whatsoever Things…, mm. 113-116 
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 In Three London Miniatures, Rhythm 2 ( ) appears in the first movement as the 

penultimate notes to the phrase and section ending in m. 33. There is a molto rallentando 

in m. 32 and a breath mark right before this rhythm which intensifies the effect.  
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Figure 10. Three London Miniatures, first movement, mm. 33-40 
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Rhythm 2 ( ) is also used in the last movement of Three London Miniatures as part of 

the penultimate measure of the entire piece. In Symphony from Ivy Green, the rhythm is 

used approximately twenty-six times and is a motive in of one of the main themes that 

first appears in the fourth movement with pick-up notes to m. 244. Another notable usage 

of Rhythm 2 ( ) occurs in Yosemite Autumn as the final rhythm in m. 63 before the fast 

section starts in m. 64. Both Rhythms 1 ( ) and 2 ( ) are used in m. 63. The effect 

is that the feeling of suspense is heightened before the music completely changes. The 

fast section starts in the next measure.  
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Figure 11. Yosemite Autumn, mm. 60-66 
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Rhythm 2 ( ) is used in Symphonic Prelude in mm. 38 and 39 before the 

second statement of the first main theme that begins in m. 40. It is used in Illuminations 

as the penultimate point in the beginning euphonium solo in m. 10. The instances of 

Rhythm 2 ( ) already mentioned show that this rhythm often occurs at a penultimate or 

ultimate moment in Camphouse’s music. These instances make the rhythm more 

pronounced. However, there are times when it is used in the middle of a phrase for 

rhythmic variation of melodic elements.  

Sometimes Rhythms 1 ( ) and 2 ( ) appear simply as rhythmic propulsion 

in the middle of phrases. Examples of this usage are m. 28 in Symphonic Prelude and m. 

94 in Illuminations.  
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Figure 12. Symphonic Prelude, mm. 26-33 
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In Yosemite Autumn, Rhythm 1 ( ) is used most often within larger rhythmic patterns 

in the fast section starting at m. 65. Fast rhythms with combinations of eighth and 

sixteenth notes appear in the percussion and lower voices, and function as a rhythmic 

motor to drive the music forward. At the end of the penultimate phrase in the fast section, 

Rhythm 1 ( ) is used three times at fortissimo in m. 86, which provides suspense for 

what is to follow. Rhythm 1 ( ) is used eighteen times in Two American Canvases, 

ten of which occur as part of the lyrical main theme in the second movement.  

Rhythms 1 ( ) and 2 ( ) each occur approximately 145 times in the twelve 

pieces in this study, and usually appear (1) in a melodic or harmonic context, (2) within a 

rhapsodic solo, (3) in a lyrical melody, or (4) in a countermelodic supporting line with 

full chords. Rhythm 2 ( ) stands out to the listener more since it is frequently found at 

the ends or beginnings of phrases and creates more tension than Rhythm 1 ( ), as the 

dotted eighth at the end of Rhythm 2 is longer than the eighth at the end of Rhythm 1. 

Sometimes, the rhythms are used solely in a rhythmic context, helping the music propel 

forward. Occasionally, they are part of a quick flourish or burst of color in sound. 

 Rhythm 3 (  or ) with a Leap and How It Functions. Rhythm 3  

(  ) is a rhythmic pattern of a dotted eighth note followed by a sixteenth note leap 

(usually ascending but sometimes descending) of a fourth or more and then repeated by 

the same pitch with a longer duration. It usually occurs within lyrical passages and is 

used to create a grand sweeping gesture in melodies and countermelodies. Table 10 
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reveals that this pattern is found ascending almost three times as often as it is found 

descending. When the leap ascends, the listener feels a lift in the mood of the music. The 

effect is similar to what the listener perceives in a popular song when the music 

modulates up to a higher key. The effect of Rhythm 3 (  ) is dramatic and uplifting.  

This rhythm is most effective when it is used at the beginning of a lyrical phrase 

to jump-start a lush melody. One example of this is in Yosemite Autumn in the pick-up 

notes to m. 18.  
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Figure 13. Yosemite Autumn, mm. 15-20 
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In Two American Canvases, Rhythm 3 (  ) is used as a motive at the beginning of the 

main theme in the second movement.  

 

Figure 14. Two American Canvases, second movement, trumpet 1 part, mm. 15-19 

 

 

 

In eleven of the twelve pieces in this study, the intervallic leap in Rhythm 3          

(  ) is consonant, being a perfect interval, third, sixth, or tenth. Approximately 75% 

of the time, the leap is a perfect interval (P4, P5, or P8). The two in To Build a Fire are 

outliers since they are a seventh and a ninth. The fact that this rhythmic pattern occurs so 

frequently with a perfect interval as the leap helps achieve the uplifting effect. 

 Rhythms 4 ( ), 5 ( ), and 6 ( ), and How They Function. 

Rhythm 5 ( ), or a close variation, appears in eleven out of the twelve pieces in 

this study, and Rhythm 4 ( ), or a close variation, occurs in ten. They each appear 

approximately 70 times total in all of the pieces combined. Rhythm 6 ( ) occurs 

about half as many times at an approximate count of 33. In my thirty-four years of 

experience as a musician, the eighth followed by two sixteenth notes ( ) and the 

dotted eighth followed by one sixteenth note ( ) are much more common in music. 
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While they occur numerous times in the pieces in this study, they did not stand out to me 

since they are such common rhythms in all music. They are not unique to Camphouse’s 

works and are not rhythms that contribute to his overall characteristic sound. However, 

Rhythm 4 ( ), while similar to the dotted eighth note followed by a sixteenth note      

( ), is much more rare in music in general. Holding that first note a little longer by 

making it a double dotted eighth note adds excitement and aids in Camphouse’s masterful 

use of tension and release.  

 Rhythms 4 ( ) and 5 ( ) are most often used in melodic contexts 

including rhapsodic-like solos, melodies, and countermelodies with harmonic support. 

Both are commonly employed to vary repeated material in creative ways. Rhythm 6  

( ) usually occurs solely for rhythmic purposes, which is different from when 

we hear Rhythm 1 ( ), which is the second half of Rhythm 6. Both Rhythms 5  

( ) and 6 ( ) are used as two separate motives in Symphonic Prelude and 

they function as described here. The motive with a close variation of Rhythm 6  

( ) is used four times in mm. 19-24. The passage is orchestrated for more than 

half of the band and is soft in dynamics but very rhythmic. The music in this phrase is 

supposed to represent an image of the overwhelming amount of ships and distant artillery 

that the Germans would have seen approaching from high on the bluffs in Normandy on 

D-Day.  
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Figure 15. Symphonic Prelude, mm. 19-25 

 

 

 

 Rhythmic Motors. To Build a Fire, A Movement for Rosa, Whatsoever Things, 

and Yosemite Autumn all contain considerable sections in the middle that are fast-paced. 

These sections incorporate repetitive rhythmic patterns and ostinatos of eighth and 

sixteenth notes. They function as a rhythmic motor that churns the music forward. The 

patterns occur in the low voices, percussion, and piano (when piano is in the 



166 

 

instrumentation as it is for To Build a Fire and A Movement for Rosa) except for 

Whatsoever Things in which this rhythmic motor appears in the higher voices.  

 In these four pieces, the rhythmic passages described provide a powerful drive 

and energy that propels the music forward. At times, the rhythmic patterns change 

slightly and include accents in both expected and unexpected places to create interest. 

This effect was enhanced in To Build a Fire and A Movement for Rosa by the use of 

mixed meters and sometimes asymmetrical meters. Even though the majority of 

Camphouse’s music is slow, the prevalence of these similar motor-like rhythmic patterns 

indicates this is a crucial compositional device for Camphouse when he chooses to 

include faster-paced sections of considerable length. When you hear one of these 

rhythmic sections, you can recognize this aspect of his characteristic sound.   

Concluding Thoughts on Notable Rhythms 

 It is no surprise that the rhythms highlighted and discussed in this section are most 

often used in melodic and harmonic contexts, as Camphouse’s melodies and harmonies 

are powerfully rich. The rhythms are fully integrated as being a part of what makes his 

music great. Camphouse uses Rhythms 1 ( ) and 2 ( ) to aid in the way he 

generates tension and release. He constantly uses rhythmic variations in repeated 

passages to incorporate variety and unexpected turns. While repetition is important in his 

music since it gives the listener a sense of familiarity, rhythmic and harmonic variations 

keep listeners on their toes. This concept of unexpectedness within familiarity makes 

Professor Camphouse’s music compelling.  
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CHAPTER SIX: DISCUSSION 

 

 The purposes of this study were to collect Mark Camphouse’s stories that 

surround twelve of his compositions, and to identify his sonic calling cards. The stories in 

chapter 4 uncover the inspirations behind the notes, and they give us a deeper 

understanding of Mark Camphouse as a person and an artist. The examination of how he 

uses compositional techniques similarly in the pieces, as discussed in chapter 5, offer 

clarity to his compositional style and overall characteristic sound. Chapter 6 includes 

discussions on the following topics: (1) interpretation of the findings, (2) implications for 

theory, research, and practice, (3) limitations of the study, and (4) recommendations for 

future research. 

 Discussions pertaining to the findings from this study answer the following 

research questions: 

1. What inspired Mark Camphouse to compose the works addressed in this study? 

2. What are the compositional devices that Camphouse uses consistently throughout 

these twelve pieces and how are they used? 

 To answer the first research question, a narrative approach was used to collect 

Camphouse’s stories, which served as a way to learn (a) more about him as a person and 

(b) what inspired him to compose these twelve pieces. Interesting circumstances 

surrounding the commissioning of the works were revealed. While the subject matter of 
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each piece can easily be found online or read in his scores, the stories shared in this 

document reinforce the fact that he is a humanitarian who includes educational messages 

in his music.  

 A case study approach was used to answer the second research question, and the 

case was bound by the twelve pieces Camphouse views as his most significant. In a 

collection of works from any single artist, there are aspects that set one piece apart from 

another, but all will contain stylistic trends. While the twelve compositions included in 

this study are distinctly different, certain stylistic compositional trends emerged through 

comparative analyses.   

Interpretation of the Findings 

 The findings derived from this study contribute to the current literature by 

providing the most comprehensive study of Mark Camphouse’s music to date. Previous 

research focused primarily on the examination of one piece (Cada 2001; Camphouse 

1991; Fryer 2000; Gould 2012; Kastner 2009; Meunier 2007; Peterson 2004; Simmons 

1992; Temple 2008; and Villareale 2014). Two researchers analyzed four different pieces 

by Camphouse (Du Beau 2008 and Lumley 2011) but discussed them individually and 

did not compare their elements. The current study investigated twelve works, which is 

more than one third of his published catalog. By conducting a comparative analysis of 

these works, there are two main findings that add to the existing research. One is that the 

extra-musical or programmatic topic for Camphouse’s pieces can be summarized as 

belonging to one of five categories. The other main finding is a comprehensive list of his 

sonic calling cards that lend to his overall characteristic sound.  
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Research Question #1: What inspired Mark Camphouse to compose these twelve 

pieces? 

 

 When analyzing the interview data, it was found that Camphouse generally has a 

topic associated with his music that falls into one of the following five categories: (1) a 

social justice issue, (2) a musical portrayal of an influential American historical figure, 

artist, or landscape, (3) a tribute to the American military, (4) a tribute to an individual 

within the field of music, or (5) a historical landmark place in another country. 

Sometimes, the topic of a piece might combine two of these categories. For example, A 

Movement for Rosa concentrates on Rosa Parks, who is an influential American historical 

figure from the civil rights movement. Other examples include The Shining City and 

Symphony from Ivy Green. The Shining City includes many themes of social justice or 

social concerns from the writings of Ronald Reagan as the narrative text for the piece. 

Symphony from Ivy Green is very similar in that text written by Helen Keller was chosen 

for the focus of the piece and given to a soprano soloist. Social concerns are prevalent 

within her writings. In addition, Yosemite Autumn is a portrayal of an American 

landscape, which addresses the topic of caring for the environment. 

Research Question #2: What are the compositional devices that Camphouse uses 

consistently throughout these twelve pieces and how are they used? 

 

 The role of every note was closely examined. After completing a comparative 

analysis of the twelve hallmark pieces and the similarities they share, stylistic trends 

emerged and are referred to as Mark Camphouse’s sonic calling cards. These were 

defined by his specific treatment of the elements of music: form, tempo, meter, tone 

color, phrase length, tonal center and/or key (when applicable), harmony, melody, 
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dynamics, texture, and rhythm. Eight sonic calling cards were discovered and can be 

summarized as follows: 

1. Soloistic lines and transparency are important in the way Camphouse orchestrates, 

and much of his music includes meaty French horn parts. 

2. Camphouse’s music generally has proportional main sections that include a 

masterful use of flow, tension and release through using many mixed meters, 

slower tempos in general with lots of subtle tempo changes, and irregular phrase 

lengths. 

3. Motives and theme fragments are used as a unifying element throughout all of his 

music in this study, and main themes are usually proportioned similarly to each 

other in terms of the pacing of the entire composition. Main themes are lyrical and 

lush. Motives frequently start with a perfect fourth or fifth. 

4. Most pieces are bookended by quiet and slow passages, and medieval church 

modes are often used at the very beginning of pieces. 

5. A lack of key signatures and a rich harmonic language are used…non-diatonic 

harmony is an important aspect to Camphouse’s music. While his music is 

overwhelmingly tonal, it often includes one, or a few, brief atonal passages. 

6. Metallic pitched percussion instruments are often used to support woodwinds and 

add color, or to create a shimmering effect, and chimes and timpani parts are often 

exposed and soloistic. 

7. Music is never restated exactly the same way. Instead, rhythmic and harmonic 

variations are used when material is restated. 

8. Triplets in simple meters and six other specific rhythms are found extensively in 

Camphouse’s music and function in distinct ways. 

 

Implications for Theory, Research, and Practice 

 As Sir Francis Bacon wrote, “Knowledge is power.”128 The best practices in 

music performance include having a deep understanding and knowledge of both the 

subject matter of the piece and the music itself. There are a few ways in which musicians, 

and especially conductors, will be able to take advantage of the findings of this research. 

A good conductor will have an extensive knowledge of the music they conduct and the 

 
 128. Francis Bacon, 1561-1626, Essayes. Religious Meditations, Places of Perswasion & Disswasion, 

Seene and Allowed, (London: Printed for Humfrey Hooper and are to be solde at the blacke Beare in 

Chauncery Lane, 1597), 39, https://search-proquest-

com.mutex.gmu.edu/docview/2240887306?accountid=14541. 
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composers who wrote that music. The analysis charts in appendix A can provide a helpful 

resource for anyone who wants to learn about the construction of the twelve works in this 

study. These charts will also provide a useful resource to conductors who are developing 

interpretations of his pieces. To be a great conductor, one must understand a composer’s 

sonic calling cards, which allows for the deepest understanding of the music and puts it 

into a larger conceptual framework. Only then can a conductor best communicate the 

composer’s intentions to the members of an ensemble, and thereafter, an ensemble to its 

audience.  

 The combined sonic calling cards of a composer characterize the overall sound of 

their music in an overarching way. For example, we can generally recognize the 

keyboard music of J. S. Bach through the identification of his sonic calling cards. 

According to pianist-composer Nahre Sol, the compositional aspects commonly 

employed in Bach’s keyboard music are as follows:   

motives and motivic fragments 

a well-established key 

polyphony 

avoidance of parallel fifths and octaves 

frequent suspensions 

sequences 

stable and metric tempos without rubato 

imitation between lines 

some chromaticism and dissonance 

addition of ornaments 

common ii-V-I chord progressions129  

 

129. Nahre Sol, “How to Sound Like J. S. Bach,” March 26, 2018, video, 3:26,  

https://www.youtube.com/watch?v=hPvAqyDd1aI. 

https://www.youtube.com/watch?v=hPvAqyDd1aI
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In addition to Nahre Sol’s observations, the author of this current study would like to add 

more sonic calling cards to the characterization of Bach’s keyboard music:  

lots of notes 

functional/diatonic harmony 

counterpoint as polyphony (sometimes up to six simultaneous voices) 

chains of suspensions 

Picardy thirds 

 

When a listener hears Bach’s keyboard music, they hear these sonic callings combined in 

different ways. Another composer might have some of the same calling cards as Bach but 

hearing combinations of all of Bach’s sonic calling cards weaving in and out of the music 

give his music a unique overall characteristic sound. Therefore, his music is unmistakably 

his own. This is the case for most, if not all, composers.  

 Mark Camphouse’s music has an overall characteristic sound through the existing 

combinations of his own sonic calling cards. Two things will occur if a conductor is 

familiar with the sonic calling cards of Mark Camphouse: (1) one can identify, 

appreciate, and deeply understand his music, and (2) one can better interpret, embody, 

and communicate the music. Imagine if conductors could do this in-depth research for all 

of the music they conducted. It would create more meaningful connections between the 

music and everyone involved in performances, including audiences. 

Nationalism in Music: A Speculative Discussion 

Mr. Camphouse views himself as an American composer—the American part of 

his identity being very important to him. He has referred to his music as having an 

American sounding quality to it and he is proud of that fact. Lumley (2011) and 

Villareale (2014) also stated that Camphouse’s music sounds American. However, 
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neither explained how or why. Lumley even referred to Camphouse as an American 

composer in the title of his thesis, but did not discuss anything regarding American 

nationality in his research. How can music characterize a specific country or nation?  

Music history books refer to music by certain composers as being nationalistic. 

Examples are Bedrich Smetana from Bohemia (now known as Czechia), Sibelius from 

Finland, a group of five Russian composers known as The Russian Five, a group of six 

French composers known as the French Six, Aaron Copland from America who is known 

as the Dean of American Composers, etc. Why and how can music have extra-musical 

associations tied to composers’ home nations? This is a research question for another 

dissertation. However, since being an American is important to Camphouse’s own 

identity as a composer, a brief, speculative discussion is appropriate. What might make 

music sound American? 

First, it would be necessary to discuss nationalistic music in general. That is, 

music that exhibits qualities of any one nation. Nationalism became a popular movement 

in music at the end of the nineteenth century. German music was the most influential in 

the world for about one hundred fifty years from the mid-eighteenth century to the end of 

the nineteenth. At the end of the nineteenth century, German Romanticism and its 

associated ideas of expressiveness had gone as far as it could go. In addition, composers 

(and the entire world for that matter) were far less enthusiastic to embrace Germans as 

leaders after World War I. Instead, composers looked for a fresh start and extensions of 
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musical elements had to go in a different direction.130   

 In fact, approaches to music went in several different directions. Jazz, atonality, 

music for machines to perform, and music free of traditional forms are all examples of 

music that were experimental reactions at the beginning of the twentieth century. At the 

end of the nineteenth century, composers often incorporated folk melodies from their 

native countries into their compositions. This reflected a big shift in thought, as 

composers wanted their music to be simpler, more objective, and more relatable to the lay 

person compared to the highly personal, subjective, and over-dramatized music from the 

previous era. This nationalistic movement in music at the turn of the twentieth century 

happened just a few years before New York City became an international cultural center 

for the arts. As a result, American composers started to gain international fame for the 

very first time. American composers—just as composers of other nationalities—were 

often viewed as nationalistic composers.131 This raises an important question that outlines 

the difficulty of this discussion: Does music sound nationalistic as a result of its musical 

qualities or as a result of its extra-musical associations? Another important angle brings 

about the question: Can music sound nationalistic to one person and not another?   

 Indeed, there are qualities about music that are uniquely associated with different 

cultures. My Country ’Tis of Thee (also known as America) has the same melody as God 

Save the Queen, which is the national anthem of the United Kingdom. This melody 

represents a patriotic tune for both countries. Therefore, this is an example of a piece that 

 
130. Aaron Copland, The New Music, 1900-1960, Rev. and enl. ed. (New York: W.W. Norton & 

Company, Inc., 1969). 

 

131. Ibid. 
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is nationalistic in nature only as a result of its extra-musical associations. It is important 

to note that vocal music has a power that instrumental music cannot match: lyrics. 

Matched with music, lyrics can be very powerful. People identify with lyrics, and lyrics 

can elicit strong emotions, including a feeling of patriotism. However, lyrics are only text 

and are not musical qualities in and of themselves. Lyrics are an extra-musical quality in 

music. 

 Aaron Copland described nationalism in music at the end of the nineteenth 

century as music that contains folk melodies and/or rhythms.132 One might get a sense of 

American nationalism when listening to Camphouse’s music, as he uses hymns, 

melodies, and extra-musical themes that are associated with America. In one of his most 

recent pieces written for symphony orchestra and then transcribed for concert band, titled 

Resolutions (2017 and 2019, respectively), Camphouse included a snippet of the melody 

called Chester that was originally written by American composer William Billings. This 

melody is commonly known as an American Revolutionary war song. While Camphouse 

has used American patriotic tunes in a few of his pieces, he has used hymns that are well-

known throughout America in about a third of his published pieces. This creates extra-

musical associations to his music.   

In Camphouse’s pieces that use hymns or quotes from hymns, the music itself is 

uniquely his own, just as the opera Boris Gudonov (which includes Russian folksongs) is 

uniquely Mussorgsky. The hymn and patriotic musical quotations in Camphouse’s music 

are usually short, very subtle, and so neatly woven together with other aspects of the 

 
132.  Ibid, 23-28. 
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music that it might easily be missed by listeners on the first hearing if one did not have 

the knowledge they were there. However, they are felt. The hymns and American 

melodies Camphouse has used in his music are recognized as being American as a result 

of extra-musical associations. We are told by the title of the piece or through familiarity 

with the American hymn or patriotic music that there is an American association, but that 

is not the same as the music itself having a nationalistic quality to it. Can music itself, or 

absolute music, actually sound nationalistic? 

Bernstein (1958), Lerner (2001), and Huizenga (2011) wrote about specific 

compositional aspects that depict an American sound. Lerner said that melodic and 

harmonic perfect fourths and fifths give an impression of an expansive American 

landscape. Bernstein said something similar: American music can be distinctly lonely 

with pitches spaced out very far apart from each other. Bernstein also said that 

syncopation reflects a characteristic of American sounding music. Huizenga quoted 

Marin Alsop as having said that American folk elements in music is a characteristic of 

American music. She also said that music by American composers such as Gershwin and 

Bernstein who combine American popular and serious compositional styles has an 

American sound. Of course, using hymn tunes familiar to Americans can also contribute 

to a sense of Americanness in music.   

 It was pointed out in chapter 5 that nine of the pieces in this study include a main 

theme or motive that begins with a perfect fourth or perfect fifth. In addition, harmonies 

are often built on stacked or layered perfect fourths and fifths. The motive of an 

ascending perfect fifth in Yosemite Autumn is pervasive throughout the piece and is stated 
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twenty-six times. In Symphonic Prelude, the main motive, theme, and harmonies are all 

built on perfect fifths. The motive of a descending perfect fifth is stated twenty-three 

times. All twelve pieces in this study include many melodic leaps of an octave or more. 

Sometimes, the octave occurs within the first few notes of a motive or theme. The 

melodic perfect intervals offer an open sound and a feeling of broadness. According to 

Bernstein (1958) and Lerner (2011), this emphasis on the perfect intervals and wide 

melodic leaps of an octave or more can lend to a perception of an American sound. In the 

interview with Camphouse on Symphony from Ivy Green, he implied that he associated 

wide interval melodic leaps with an American sound. In regard to the very first notes of 

the piece, he said, “So, we’ve got that opening, very American, wide interval leaps theme 

at the beginning.”133 

 It was pointed out in chapter 5 that Rhythm 2 ( ), which is a syncopated 

rhythm, is pervasive throughout Camphouse’s music. Bernstein (1958) said that 

syncopation can sometimes be associated with an American sound. According to Marin 

Alsop (Huizenga 2011) and Aaron Copland (1969), incorporating American folk 

elements into music can lend to an overall American sound. The reasons why it is 

possible to interpret Mark Camphouse’s music as generally having an American sound 

include (1) emphasis on melodic and harmonic perfect intervals, (2) the use of the 

syncopated Rhythm 2 ( ), (3) quotes of American hymns and patriotic tunes, and (4) 

the use of extra musical American subject matter in his music.  

 
 133. Mark Camphouse, interview by author, Fairfax, VA, July 27, 2019. 
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Limitations and Recommendations for Future Research  

Camphouse’s Other Works and American Nationalism in His Music 

 One limitation of this study is that it was bound by only a portion of Camphouse's 

repertoire. Further research is needed to examine the stories that inspired Mark 

Camphouse’s other pieces. Learning a composer’s behind-the-writing process helps to 

better interpret and understand their music. It would also be advantageous to analyze 

other pieces of his which are not included in this current study. A comparative analysis of 

his complete works would give even more insight into his sonic calling cards and overall 

characteristic sound.  

 A comprehensive study of American nationalism in music and why or how a 

piece can sound nationalistic is a topic that is much larger than the scope of this study. It 

was not the goal of this research to develop a theory on musical traits of American 

nationalism in music. However, Since Camphouse (1) has great pride in being an 

American composer and (2) describes his music as generally having an American 

sounding quality to it, a study devoted to how listeners might perceive this in his music is 

recommended. 

A Comparative Analysis of Sonic Calling Cards Among Multiple Composers 

Another limitation was that this case study was bound by the music of Mark 

Camphouse. It would be relevant and beneficial to compare the compositional devices 

Camphouse uses to those used by other notable composers from the twentieth and 

twenty-first centuries. Much of Beethoven’s output from the Classical era has an overall 

sound that is similar to Mozart’s. The music of Mozart and Haydn (both Classical era 
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composers) often sound similar. Did Aaron Copland and Samuel Barber employ 

compositional devices similarly or differently to Mark Camphouse? What were their 

sonic calling cards? Is Mark Camphouse’s overall characteristic sound similar to anyone 

else’s? Further research is needed to answer these questions. 

Conclusion 

 The deepest understanding of music can only be attained by developing an 

understanding of the unique compositional trends, or sonic calling cards, of different 

composers. When one listens to a piece of music, hearing the combination of multiple 

sonic calling cards gives the listener a sense of a composer’s overall characteristic sound. 

Defining and understanding them is important to understanding a composer’s musical 

identity. By having an intimate familiarity with these qualities, one can best interpret and 

perform a composer’s works.  

 Through this study, Mark Camphouse’s sonic calling cards were identified and 

discussed. He likes to be transparent in his orchestration, and he achieves this is by 

including many soloistic lines. His pieces often include exposed and challenging French 

horn parts, and he thinks the instrument reflects a noble sound. Most pieces have 

proportional main sections, and he is a master at pacing flow, tension, and release. Mixed 

meters, generally slower tempos, many subtle tempo changes, and irregular phrase 

lengths are common in his music. He writes lyrical main themes that sing, and theme 

fragments and motives are used as unifying elements throughout a work. Motives 

frequently begin with an interval of a perfect fourth or fifth. Most pieces are bookended 

by quiet and slow passages, and medieval church modes are often used at the very 
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beginning of pieces—especially dorian, phrygian, or aeolian. While his music is 

overwhelmingly tonal, he usually writes without key signatures and often employs non 

diatonic chords. He is also known to include one, or a few, brief atonal passages. Metallic 

pitched percussion instruments are often used to support woodwinds and add color, or to 

create a shimmering effect. Chimes and timpani parts are often exposed and soloistic. He 

frequently uses triplets in simple meters. Other isolated rhythms noted in chapter 5 are 

also commonly used in specific ways. Rhythmic and harmonic variation is always added 

when material is restated, which provides the listener with a sense of both familiarity and 

inventiveness.  

 The stories shared in this study affirm that Camphouse is a humanitarian and an 

educator. They reveal that his music often has extra musical associations with social 

justice, historical, and/or American themed topics. He often has a message to convey, and 

he brings awareness to an issue or pays tribute to a person or group of people through his 

music. Sometimes, he does both. These extra musical connections add another layer to 

his music and affect the way we perceive it.  

 Learning as many stories possible about a composer and their works gives great 

insight into who are they are and what inspires them. Knowledge of the unique overall 

characteristic sound of a composer’s collective works can be gained by becoming 

familiar with their sonic calling cards. Only after gaining this deep understanding can a 

person best interpret, perform, and communicate through music.  

 Plato said, “Music training is a more potent instrument than any other, because 

more than anything else rhythm and harmony find their way into the inward places of the 
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soul, on which they mightily fasten, imparting grace, and making the soul of him who is 

rightly educated graceful.”134 Through this study, it is hoped that future researchers will 

gain a deeper understanding and appreciation of Mark Camphouse’s music. Furthermore, 

it is hoped that conductors will use the results of this study to make meaningful 

connections with musicians and audiences when they conduct his music. 

 
 134. Plato, “The Republic, Book III,” in The Great Books of the Western World, ed. Robert Maynard 

Hutchins (Chicago: Encyclopaedia Britannica, Inc., 1952), 7:333. 
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Analysis Charts for the Twelve Pieces in this Study 

(listed alphabetically by work) 

 

 

Elegy by Mark Camphouse, published in 1989 

 

HYMN TUNE USED: “The Church in the Wildwood” by Dr. William S. Pitts 
 

CHORALE TUNE USED: “Morning” by Mark Camphouse 

• This is a previous work by MC for a capella choir in which the text was based on 

a poem of the same title by Scottish writer & poet, John Henry Mackay. 

• In addition to a motive derived from “Morning,” MC incorporates two other 

phrases from “Morning.” One is the melody in the trumpets in measures 125-131, 

& the other is the melody in measures 170-177.  
 

FORM = Freely composed. MC describes the intro as being from mm. 1-20, then 

expository material starting at m. 21. Also, he describes mm. 109-117 as being a 

transition to the beginning of a new section that starts at mm. 118. Meas. 118 is about 

halfway through the piece. So, this piece is freely composed but has an introduction & 

two somewhat proportionally sized main sections. 
 

THEMES… 

• MAIN THEME = Includes the Meas. 9 motive at the beginning & the Morning 

Motive at the end. Heard in mm. 69-76, 88-96, 141-148, & 149-155. 

• CW THEME = The Church in the Wildwood (CW) Theme is heard in mm. 39-42 

in the horn solo, m. 126 (w/ a pick-up) to 131 in the chimes solo & echoed by half 

a beat in the harp. A solo horn has it again in mm. 181 (w/ a pick-up) to 182. Flute 

& glockenspiel have a play on the CW theme in mm. 187-188. 
 

MOTIVES… 

• MEAS. 9 MOTIVE = The motive that is first heard in mm. 9-11 (first beat of 11 

only). Heard again in 69-71 (beat 1), 88-89, 142, & 144. 

• MORNING MOTIVE = Motive derived from an earlier a capella choral work by 

MC, titled, “Morning.” This motive consists of rising seconds, & it functions as a 

unifying thematic element throughout the piece. First heard in mm. 21-22 in 

English horn. Sometimes it is a major 2nd & sometimes it is minor. Heard again in 

28, 31-34, 49, 66-68, 75, 85-86, 94-95, 104-107, 118-beat 1 of 119, 155, & 183-

186. 

• MEAS. 24 MOTIVE = The first complete statement is in mm. 24-25 in flt & bsn 

& it is repeated but varied in 26-28. A fragment of it is first heard in m. 18 in the 

bassoon but this fragment skips the first 3 notes. Another fragment is introduced 

in mm. 21-22 in the timpani & 1st trombone part. The entire motive is heard again 

in 45-48. One could argue that the horn parts in mm. 50, 52 & 54 are fragments of 
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this motive. A fragment of it is heard in m. 76 in a different rhythm. It is also 

heard in m. 88 in horns. Varied fragments are heard in English horn & timpani in 

109-114. 

• DESC. P4 & TRIPLETS MOTIVES = The motive that is first heard in mm. 57-58 

(ending on beat 2 of 58) combines these two motives. Sometimes you only hear 

the Desc. P4 Motive (ends where it does on the first note of m. 58), & sometimes 

you only hear the descending stepwise triplets w/ the last note repeated (as in 

beats 1-2 in m. 58). The Desc. P4 Motive is heard again in 60-61, 71, 91, 132-

134, & 139. The Triplets Motive is heard in 58, 59, 62, 81-83, & 139.  
 

ERRATA: Meas. 183-184, 3rd clarinet part: The written D-flats should be written C-

naturals down a half step. 
 

NOTES… 

• For the METER row in the analysis chart, the meters are listed in order of first 

appearance in each section.  

• For the PHRASE STRUCTURE row, the numbers represent the number of 

measures in each phrase. 
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Elegy 
 

SECTION Intro 1st Section 1st Section (cont’d)  2nd Section 2nd Section (cont’d) 

MEASURES 

 

1-20 

(20 meas.) 

21-65 

(45 meas.) 

66-108 

(43 meas.) 

109-148  

(109-117 is a transition) 

(40 meas.) 

149-190 (end) 

(42 meas.) 

TEMPO Very Slow 

♩ = 56 w/ 

fluctuations 

Slow 

♩ = 56-60-80-60-56-69-60 

w/ fluctuations 

Slow 

♩ = 60-72 w/ 

fluctuations 

Very Slow & Slow 

♩ = 56-69 w/ fluctuations 

Slow 

♩ = 72-76-69-60, rall. to end 

w/ fluctuations 

METER  

 

3
4, 

4
4, 

5
4 

4
4, 

2
4, 

5
4, 

3
4, 

6
4 

4
4, 

3
4, 

5
4, 

6
4 

3
4, 

2
4, 

5
4, 

4
4 

4
4, 

3
4, 

2
4, 

6
4, 

5
4 

PHRASE 

STRUC- 

TURE  

5+3+12 

 

8+4+6+6+5+6+10 

 

 

4+7+7+13+7+5 9+6+8+7+10 7+4+10+6+7+8 

TONAL 

CENTER 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

E minor / 

modal (E 

aeolian) w/ 

a strong 

emphasis 

on B or sol 

Feeling of landing on A as a 

home note in m. 24 but it 

only lasts a few meas.   
 

A comes back around again 

in m. 43 in the Eng. hrn. but 

it feels uncertain until m. 

45. Again, A only lasts for a 

few meas. as this is a repeat 

of the previous section in A  
 

Builds to G major in 50-51 
 

E major in 52-53 
 

D-flat major in 56-58 
 

D minor in 59 leads to G 

major in 60-65 (but w/ 

layers that build on top 

toward 66) 

We feel a sense of 

home in 75-76 w/ 

B minor 
 

It goes to C major 

in 77-80 & then 

back to B again in 

81-84 but it’s B 

major this time  
 

We come back to B 

(modal) in 94-108 

but many non-

diatonic chords are 

used in those meas. 

in addition to 

chords built on B 

 

 

F feels like home in 109-118, 

then A for a few meas. starting 

at 119, then it quickly changes 

& becomes bitonal starting in 

125  
 

In 124-131, the middle voices 

are in C major while the lower 

& upper voices are in G-flat 

major  
 

The music lands firmly in A-

flat major in 132 but changes 

quickly  
 

Lands firmly in B major at an 

important climax in 139 & one 

could argue that it stays in B 

major w/ mostly diatonic 

chords. The chords from 139-

147 repeat at 148-155. 

149-155 is a repeat of 141-148 

& one could argue that we are 

basically in B major here  
 

It changes at 156, & doesn’t 

really have a tonal center 

again until it lands firmly in E-

flat major at the main climax 

of the piece in 170 (arriving 

via the V—B-flat major—

chord right before it). But it 

changes after a few meas.  
 

There is another climax at 176 

that arrives at C-flat major 

(arriving again by a V—G-flat 

major—chord). It only stays in 

C-flat for a couple of bars.  
 

It turns dissonant & bitonal 

until 187, & then it ends on a 

tri-tone in the chimes 
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Elegy (cont’d) 
 

SECTION Intro 1st Section 1st Section (cont’d)  2nd Section 2nd Section (cont’d) 

MEASURES 

 
1-20 

(20 meas.) 

21-65 

(45 meas.) 

66-108 

(43 meas.) 

109-148  

(109-117 is a transition) 

(40 meas.) 

149-190 (end) 

(42 meas.) 

HARMONY 

 

 

 

P5 harm-

onies, 

quintal 

harmonies 

(more 

than one 

stacked 

P5) in m. 

19, & 

extended 

major 

chords 

Quintal (stacked P5s) 

harmonies, layering of 

quintal harmonies, clusters, 

polychordal & layering of 

related & unrelated chords, 

extended major chords.  
 

Build-up to & then strong 

landing at G major chord in 

m. 50…moves to E major 

chord in 52, then D-flat 

major chord in 56, then back 

to G major extended chord in 

60. G major is sustained until 

m. 66 but it has layers on top 

of it. 

Clusters, major & 

minor chords—

some w/ 

extensions, P5 

harmonies, chordal 

pedals, bitonality in 

mm. 89 & 98-99, B 

pedal in 94-100, 

stacked & layered 

quintal harmonies 

in 104-106. 
 

Flat major VI & 

flat major VII are 

used in 93, 101 & 

103. 

P5 pedals, major 2nd pedals, 

major & minor triads, major & 

minor chords w/ extensions, & 

stacked P5s.  
 

Bitonality of G-flat major vs. C 

major in 125-131 w/ a lot going 

on here…resolves at 132 to an 

A-flat major chord.  
 

The chord progression from 

139-147 repeats at 148-155.  
 

Flat major VI is used in 141 & 

145. 

The chord progression from 

139-147 repeats at 148-155.  
 

Major & minor triads, 

extended chords, P5s, 

stacked P5s, bitonality in 

180-186.  
 

Turns more consonant in 187 

but soon layers notes & ends 

on a tri-tone in the chimes. 
 

Flat Major VI is used in 149 

& 153. 

MELODY 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Mostly 

rhapsodic 

flute solo 

(“wistful”  

-MC) 
 

Frag. of 

the Meas. 

24 Motive 

in 18 in 

bsn.  

 

Meas. 29-32: Neighbor tones 

or John Winthrop Theme-like 

in upper WWs in 29, open 

P5s in 29-30 in 1st tpt 

rhythmic figure, moving line 

in Eng. hrn, 3rd cl, euph & 

harp in 30, Morning Motive 

in 31-32. 
 

Meas. 33-38: Morning 

Motive continues in 33-34. 

Flt & cl chamber music in 

pick-ups to 35-38. 

 

Meas. 66-69: 

Morning Motive in 

66-68 while upper 

WWs have new 

material 
 

Meas. 70-76: Main 

Theme. Meas. 9 

Motive in pick-ups 

to 70 in middle 

voices, ob solo 

independent line in 

71-75 w/ the Desc. 

P4 Motive in 71.  

 

Meas. 109-117: Transition, 

Eng. Hrn rhapsodic-like solo 

that starts similarly to Meas. 24 

Motive, add bsn solo line for 

last 2 meas. that is an echo of 

the Eng. Hrn. 
 

Timp. has an independent line 

in 109-114 that echoes the ob.  
 

Meas. 118-123: Morning 

Motive in 118-119 beat 1, then 

new material in 121-123 that 

builds toward 124. This new 

material foreshadows passage 

starting w/ pick-up to m. 170. 

Meas. 149-155: Beautifully 

lush & lyrical phrase from 

previous 8 bars repeats! w/ 4 

different lines & w/ sparse 

perc. to allow the music to 

sing (another great bass line), 

Morning Motive in 155. 
 

Meas. 156-159: 4 bar 

transition, 4+ different voices 

(depending on the meas.), a 

little reprieve from the 

richness 
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Elegy (cont’d) 
 

SECTION Intro 1st Section 1st Section (cont’d)  2nd Section 2nd Section (cont’d) 

MEASURES 

 
1-20 

(20 meas.) 

21-65 

(45 meas.) 

66-108 

(43 meas.) 

109-148  

(109-117 is a transition) 

(40 meas.) 

149-190 (end) 

(42 meas.) 

MELODY 

(cont’d) 

 Meas. 39-44: Turns a little 

bit darker/mysterious here. 

Horn solo plays a fragment 

of the Church in the 

Wildwood Theme (CW 

theme) in pick-up to 39-42, 

then it is echoed but in 

minor in Eng. Hrn in pick-

up to 42-43. The cl solo in 

44 is a link to the next 

phrase. 
 

Meas. 45-49: Meas. 24 

Motive is repeated in its 

entirety in 45-48 but the flt 

is up an octave & it’s 

doubled in muted trpt 

instead of bsn this time. 

There is some cntrpt. this 

time & a soft solo timpani 

line. Morning Motive in 49. 
 

Meas. 50-55: Fantastic 

Fanfare-like horn riffs every 

other bar that resemble the 

Meas. 24 Motive. The figure 

in the upper WWs in m. 51 

resemble a fragment of the 

Meas. 24 Motive but it is 

varied. One could argue that 

the horn parts in mm. 50,  

 

Play on the 

Morning Motive in 

75, 1st hrn has 

Meas. 24 Motive in 

76.  
 

Meas. 77-83: Hrn 

& trpt solos 77-81, 

hrn solo part has 

figure similar to 61 

(which is similar to 

7 & 8), Triplets 

Motive in 81-83 in 

the solo  

lines. 
 

Meas. 84-96: Main 

Theme in 88-96. 

Upper WWs repeat 

what they had in 

66-69 although it is 

varied in the last 

half, Morning 

Motive in 85-86, 

hrns have the 

Meas. 24 Motive in 

88 while the upper 

voices have the 

Meas. 9 motive in 

88-89, hrns have 

the Desc. P4 

Motive in 91,  

Meas. 124-131: There is a 

LOT going on in this phrase. 

Original vocal chorale version 

of MC’s “Morning” w/ the 

melody in trpts starting pick-

ups to 126, MC intended the 

saxes to be string quartet-like 

here—they are completely 

independent of everything 

else, the chimes solo  

is also completely independent 

of everything else & is the 

CW theme in an almost 

complete statement in G-flat 

major (this melody is left 

hanging at the very end of m. 

131 & doesn’t resolve), the 

harp solo is a syncopated echo 

of the CW theme in the 

chimes—following the chimes 

by half a beat, upper WWs are 

in the background w/ a 

neighbor tone-like figures, this 

section is bitonal, too, w/ P5 

pedals in bass voices. 
 

Meas. 132-138: Still busy but 

a little less complicated than 

the previous phrase. Desc. P4 

Motive in hrns in 132-134 (in 

diminution in 134), new 

material in other voices, great  

Meas. 160-169: “Morning” 

melody is in mm. 160-161. -

Melodic lushness & richness 

comes back, 4 voices w/ no 

perc. until 167, time feels 

suspended in 168-169 to build 

to 170 which is the main 

climax of the piece. This 

section leading up to the 

climax at 170 is very 

Wagnerian-like. MC said this 

section was influenced by 

Wagner & it’s even leads to 

E-flat major at 170—the same 

key as Wagner’s “Elsa’s 

Procession to the Cathedral.” 
 

Meas. 170-175: Dynamic 

climax of the piece is 170 

(true climax, even though it’s 

soft, is 180). Music is resolute 

& rich w/ lyricism again (w/ 

sparse perc.). Music is life-

affirming here. Time feels 

suspended again in 175 as that 

meas. builds to another climax 

in 176. 
 

Meas. 176-182: 176 is another 

climax, hrns have an echo 

from mm. 175 in 176-177, the 

apex of this climax quickly  
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Elegy (cont’d) 
 

SECTION Intro 1st Section 1st Section (cont’d)  2nd Section 2nd Section (cont’d) 

MEASURES 

 
1-20 

(20 meas.) 

21-65 

(45 meas.) 

66-108 

(43 meas.) 

109-148  

(109-117 is a transition) 

(40 meas.) 

149-190 (end) 

(42 meas.) 

MELODY 

(cont’d) 

 52, & 54 are fragments of the 

Meas. 24 Motive. 
 

Meas. 56-65: New melody in 

fl & tpt that is the Desc. P4 & 

Triplets Motives in 57-58. The 

Triplets Motive repeats in 59. 

There is continuity between 

this new melodic material & 

previous melodic material 

because the soloists are in the 

same voices: flt & trpt. There 

is great similarity in the 

melody in m. 27 & beat 1 of 

28 & the descending P4 

motive in The Shining City. 

1st ob part in mm. 60-61 is the 

Desc. P4 Motive but varied 

rhythmically. Eng. Hrn part in 

mm. 60-61 is an echo of a 

frag. of the upper WWs in m. 

50 (the figure is similar to a 

frag. of the Meas. 24 Motive). 

Rhythmic figure in bsn & hrn 

in 61 are similar to mm. 7 & 

8. Triplets part of the Desc. P4 

& Triplets Motive is heard in 

some upper WWs in 62. Frag. 

of Meas. 24 Motive in 62 in 

Eng. hrn w/ 1st cl. joining in 

halfway through 62. 

there’s a lot going 

on in 87-93. 

Morning Motive in 

94-96. 
 

Meas. 97-103: 

These 7 meas. are 

intense & build to 

m. 104. 

Complicated 

rhythms in 97, 

ascending & 

building in 98-99, 

trpts have a figure in 

100 that is similar to 

the last 4 notes in 7, 

upper WWs have a 

figure in 101 to beat 

1 in 102 that is 

similar to the flute 

solo at the very 

beginning. 
 

Meas. 104-108: 

Morning Motive in 

104-107, a 

complicated rhythm 

in 105. 

 

low brass writing, hrns & 

saxes have completely 

independent line in 135-139, 

music builds to 124.  
 

Meas. 139-148: Main Theme. 

First climax (not main climax 

yet) in m. 139, then recedes 

quickly & becomes simpler. 

Desc. P4 Motive in some 

upper WWs in 139 starting 

on beat 2 w/ the Triplets 

Motive beforehand on beat 1.   
 

The phrase from 141-148  

repeats! This is the Main 

Theme. 
 

1st cl & 1st alto have a frag. of 

the Meas. 9 Motive in 142 & 

144, builds back up toward 

m. 149. 

recedes (the reprieve is 

needed), upper WWs have 

an echo from m. 163 in 178-

179, there is tension & 

mystery created mostly by 

bitonal harmony in 180-182 

which is contrasting to the 

hrn solo which is the CW 

theme. The true climax of 

the piece is m. 180. -MC 
 

Meas.183-190: Morning 

Motive in 183-186, a play 

on the CW theme in flt & 

glock in 187-188, 

dissonance in 188 of a 

tritone & P5 (F-sharp, C-

natural & C-sharp), 

independent chimes part 

that is a tritone at the end, 

the dissonances at the end 

leaves a quaint feeling of 

unrest or questioning. 
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Elegy (cont’d) 
 

SECTION Intro 1st Section 1st Section (cont’d)  2nd Section 2nd Section (cont’d) 

MEASURES 

 
1-20 

(20 meas.) 

21-65 

(45 meas.) 

66-108 

(43 meas.) 

109-148  

(109-117 is a transition) 

(40 meas.) 

149-190 (end) 

(42 meas.) 

DYNAMICS soft mostly very soft except the 

fanfare-like section from 50-

56 

mostly soft until 

loud at 87, remains 

loud until decresc. 

into 108 

mostly soft until 132, 

excellent build to surprise 

subito piano in 124, loud 

from 132-140, then mezzo w/ 

a build into 149 

 

loud w/ some cool swells in 

the 4 bar trans. at 156-159. 

Loudest at the climax at 

170. There is another climax 

at 176 & then the dynamics 

recede to be very soft until 

the end, even w/ the full 

band playing 180-186 it’s 

very soft (MC uses this 

technique often). 

TEXTURE thin & 

soloistic 

varied & sometimes many 

voices play but the dynamcis 

stay soft except for 50-56 

thin to medium until 

mostly thick from 

87-108 (matches 

dynamics). 

starts thin & soloistic, then 

builds to get thicker & 

thicker until it thins a little 

for the phrase starting at 141 

Mostly very thick. Thins out 

after 176 & continues to 

thin out to the end. 

RHYTHM lots of 

rubato, 

rhapsodic 

in nature 

triplets in simple meters used, 

duple against triple rhythms in 

36, 45, 47, 48 (5 against 2), 

49, 58, 59, 62, 65 (5 against 3 

against 2 on beat 4) 

some triplets in 

simple meters, 

completely 

independent oboe 

line when there is 

already a melody & 

a cntr. melody, 

duple against triple 

rhythms in 72, 76, 

79, 84, 89, 91, 93, 

99, & 101 

Triplets in simple meters 

used.  

 

Duple vs. triple rhythms in 

every meas. from 132-137, 

145, & 148. 

 

Some syncopation in some 

meas. from 126-138 building 

to the first climax in 139.  

Triplets used. Duple vs. 

triple rhythms in 152, 155, 

& in every meas. from 158-

164, & 173.  

 

Syncopation in 156-158. 

 

Complex & fast rhythms in 

places throughout the entire 

piece. 
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Illuminations (on America the Beautiful) by Mark Camphouse, published in 2018 

 

Dedicated to Robert D. Jorgensen 

 

HYMN TUNE USED: “America the Beautiful” was chosen as source material since this 

was the last piece Mr. Bob Jorgensen conducted & this piece is dedicated to him. 

However, there is not one complete statement of this tune in the entire piece, which is 

MC’s way of trying not to beat us over the head w/ loud patriotism.  

 

FORM = Three-part, w/ 3 proportional sections: 1st section (without the intro) is 34 meas. 

in length, the 2nd section is 31 meas., & the 3rd section is 37 meas.) 

 

NOTES… 

• The beginning starts w/ a euphonium solo since Bob Jorgensen was a euphonium 

player. 

• Meas. 51-52 represent anger since Mr. Jorgensen’s life was cut too short.  Meas. 

53-57 have a lot of harmonic tension & these measures rush forward, representing 

that he died quickly. 

• The snare drum part in mm. 82-84 is a tribute to Mr. Jorgensen’s military band 

career. 

 

MAIN THEME = This theme was influenced by “American the Beautiful” but is not the 

same tune. The ATB motive is a part of this theme. 

 

AMERICA THE BEAUTIFUL (ATB) MOTIVE = A pick-up quarter note, repeat that 

note as a dotted quarter, down a 3rd (sometimes a minor 3rd & sometimes a major 3rd) as 

an eighth note, repeat lower note as a quarter note, then back up a 3rd to first note as a 

quarter note, then repeat that note. Example: pick-up to m. 17 to the downbeat of m. 18. 

Rhythmic variations are included but are always similar.   

 

ERRATA: Meas. 95, tuba part: Those two notes should be E-flats, not E-naturals. 

 

NOTES… 

• For the METER row in the analysis chart, the meters are listed in order of first 

appearance in each section.  

• For the PHRASE STRUCTURE row, the numbers represent the number of 

measures in each phrase. 

• For the TONAL CENTER row, notes listed that do not have major or minor as 

labels are ambiguous or more modal. 
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Illuminations (on America the Beautiful) 
 

SECTION Intro 1st Section 

Theme & 

Restatement 

2nd Section 

Anger, Death, & Beauty  

(in that order) 

3rd Section 

Theme & 

Restatement 
 

Climax & Concluding 

Section 

MEASURES 

 
1-16 

(16 meas.) 

17-50 

(34 meas.) 

51-81 

(31 meas.) 

82-100 

(19 meas.) 

101-118 (end) 

(18 meas.) 

TEMPO Slow 

♩ = 66 plus 

fluctuations 

Mostly Slow 

♩ = 66-76-80-76 w/ 

some fluctuations 

Slow & 4 Meas. of Fast 

♩ = 76-120-60-72-66 w/some 

fluctuations 

Mostly Slow 

♩ = 72-80-76 w/ 

some fluctuations 

Slow 

♩ = 69-66 w/ rall. in 

places & rall. to end 

METER  mostly 
4
4, but 

two bars of 
3
4 & 

one bar of 54  

mostly 
4
4, but also 54 & 

one bar of 64 

(deviations from 
4
4 are 

at the ends of phrases) 

mostly 
4
4 w/ some 

3
4, 

2
4, 

5
4, & one bar 

of 
3
2 

 

 

 

mostly 
4
4 w/ one bar 

of 64, one 54, & one 
3
4 (deviations from 

4
4 

are at the ends of 

phrases again) 
 

 
4
4, 

5
4, 

3
4, 

3
2, & 64 

 

 

PHRASE 

STRUCTURE 
7+9 9+4+4+4+3+6+4 2+5+4+5+5+6+4 4+6+4+5 6+5+7 

 

TONAL 

CENTER 

 

C dorian to G 

minor, then 

dissonances at 

end  

G (except for mm. 34-

37)  
 

Meas. 38-44: 

bitonality 
 

B-flat major at m. 46 

None to bitonal 
 

B-flat at m. 72 (but only for about 2 

bars) 
 

G at m. 78 

Meas. 82 starts in G 

major but doesn’t 

stay for long 
 

Meas. 92 starts in B-

flat minor but 

doesn’t stay there 

for long 
 

Clouded but a strong a 

minor pedal in mm. 

101-103. 
 

B-flat at mm. 104-end 

w/ some B-flat 

unisons/octaves 
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Illuminations (cont’d) 
 

SECTION Intro 1st Section 

Theme & 

Restatement 

2nd Section 

Anger, Death, & Beauty  

(in that order) 

3rd Section 

Theme & 

Restatement 

Climax & Concluding 

Section 

MEASURES 

 
1-16 

(16 meas.) 

17-50 

(34 meas.) 

51-81 

(31 meas.) 

82-100 

(19 meas.) 

101-118 (end) 

(18 meas.) 

HARMONY 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

major & 

minor chords, 

2nds in 

counterpoint 

between solo 

lines in mm. 

13-15, & a 

cluster in m. 

16 (asc. P5ths 

before cluster 

on beat 2) 

Meas. 17-37: 

mostly major & 

minor chords, a 

few 7th & 

extended chords, 

some use of flat 

major VI & flat 

major VII chords, 

quintal harmonies 

in mm. 28-29 
 

Meas. 38-44: 

bitonality 
 

Meas. 46-49: B-

flat major 
  

Meas. 50: 

bitonality 

 

Meas. 51-57: These meas. represent anger & 

have a lot of harmonic tension. The music 

rushes forward & this represents the fact that 

Bob Jorgensen died quickly. F octaves in m. 

51 to clusters w/ harmonic tension over an F 

pedal in 52-57, (the cluster notes appear as 

layered entries & stay as pedals). The Fs 

function somewhat as a dominant because 

we are coming from B-flat major & 

eventually going to a brief tonal center of B-

flat in mm. 72-73. 
 

Meas. 58-61: monophonic at 58 w/ added 

notes starting in m. 60 
 

Meas. 62-66: layerings of long tones, 

stacked chords, polytonal 
 

Meas. 67-71: bitonal, major chords stacked 

on top of unrelated P5ths in mm. 67-69, 

ascending parallel major chords in meas. 70 

(w/ pick-up) 
 

Meas. 72-77: really cool sounding harmonies 

here… tonal center is B-flat starting in m. 72 

but only for about 2 bars, all sorts of chords 

are used including non-diatonic & bitonality, 

dominant of G in mm. 75-77 w/ extensions 

added in 76-77 (music goes to G in meas 78) 
 

Meas. 78-81: tonal center is G but ends on a 

layered pyramid in 80- 81. 
 

Meas. 82-85: Same 

triads as first 

statement of the 

theme (mm. 17-20) 

but major this time 
 

Meas. 86-91: starts 

similarly to m. 20 

(same point in the 

first statement of the 

theme) but quickly 

changes, mostly 

major & minor 

triads continue 

though 
 

Meas. 92-95: 

restatement of the 

main theme up a 

minor 3rd, major & 

minor triads 
 

Meas. 96-100: 

bitonality, quintal 

harmony in mm. 99  

some use of flat 

major VI & flat 

major VII chords in 

this section 

 

Meas. 101-106: A minor 

triad as a pedal in mm. 

101-103 (A-flat in 

melody), then F minor 

chord acting as a sort of 

dominant in m. 103 beat 

4, then powerful B-flat 

unison (octaves) tutti in 

mm. 104-106 
 

Meas. 107-111: B-flat 

pedal w/ layered A-flat 

& G-flat added pedals in 

mm. 107-109  
 

Meas. 112-118: B-flat 

pedal w/ layered G-flat, 

F, & C pedals added (the 

B-flat, F, & C are 

quintal), ends in octave 

B-flats in last 2 bars 
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Illuminations (cont’d) 
 

SECTION Intro 1st Section 

Theme & 

Restatement 

2nd Section 

Anger, Death, & Beauty  

(in that order) 

3rd Section 

Theme & 

Restatement 

Climax & Concluding 

Section 

MEASURES 

 
1-16 

(16 meas.) 

17-50 

(34 meas.) 

51-81 

(31 meas.) 

82-100 

(19 meas.) 

101-118 (end) 

(18 meas.) 

MELODY Meas. 1-7:  

euph is used 

for opening 

solo because 

Bob Jorgensen 

was a 

euphonium 

player, this is 

original music 

but includes 

foreshadowing 

of the main 

theme w/ 

theme 

fragments & 

the ATB 

motive 

 

Meas. 8-16: 

euph duet, 

then flt, alto 

sax & hrn trio 

(flt & alto sax 

have ATB 

motive) 

Meas. 17-29: 

statement of the Main 

theme in clars, alto 

saxes, & euphs for 

first 4 bars, then clars, 

alto saxes & 1st tpt 

 

Meas. 30-40: 

restatement of the 

theme starts similarly 

but w/ counterpoint & 

deviates after first 4 

bars, melody starts in 

clars, alto saxes, some 

hrns, & 1st tbn, then 

changes, 

countermelody that 

goes in & out of 

different voices but is 

pretty consistently 

present in euphs 

 

Meas. 41-50: this is a 

transition that begins 

w/ ATB motive & 

theme frags in one 

player on a part in flt, 

oboe, alto sax, & hrn, 

flt & tpt duet in mm. 

47-50 
 

Meas. 51-57: unisons/octaves in m. 51 

then dissonance that represents anger 

that Mr. Jorgensen’s life was taken 

away, the rushing forward in mm. 52-

57 represent that he died suddenly, 

snare drum drive this phrase 

 

Meas. 58-66: monophonic & 

recitative-like in mm. 58-60, variation 

on & fragment of the ATB motive in 

some hrns, tbns, & euphs in m. 62, 

ATB motive in tpts in mm. 63-65 

 

Meas. 67-81: variations on the theme, 

this statement is the closest we get to 

the actual tune of ATB, MC calls mm. 

72-81 “probably the best scored 

moment of the piece” & he also calls 

the beginning of this phrase the 

Carmen Dragon moment (Carmen 

Dragon was the arranger of the most 

popular orchestra & band versions of 

ATB), melody in mm. 72-77 in flt/pic, 

oboe, (1st clar for first few bars), 1st 

alto sax, & 1st tpt, thematic timpani 

solo in 78 (w/ pick-up), some other 

exposed parts as well 

 

Meas. 82-91: Main 

theme in major this 

time instead of 

minor, melody in 

clars, alto saxes, 

hrns & euphs for 

first 4 bars, then 

clars, alto saxes & 

1st tpt (similar to 

first statement of the 

main them that starts 

at m. 17) 

 

Meas. 92-100: 

another statement of 

the Main theme but 

in minor & this is in 

a different minor key 

than before,  

melody in pic, fls, 

obs, 1st clars, 1st 

tpts, & piano…add 

altos after first 4 

bars 

 

 

Meas. 101-118: climax of 

the piece in m. 101, solo 

euphonium pick-up to 

mm. 107-111 which 

brings it back home in a 

sense since it started w/ 

euph solo at beg., ATB 

motive in flts in mm. 

111-112, then bsn & alto 

duet answers w/ phrase 

ending from the original 

ATB tune, ends softly & 

peacefully on soft octave 

B-flats 
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Illuminations (cont’d) 
 

SECTION Intro 1st Section 

Theme & 

Restatement 

2nd Section 

Anger, Death, & Beauty  

(in that order) 

3rd Section 

Theme & 

Restatement 

Climax & Concluding 

Section 

MEASURES 

 
1-16 

(16 meas.) 

17-50 

(34 meas.) 

51-81 

(31 meas.) 

82-100 

(19 meas.) 

101-118 (end) 

(18 meas.) 

DYNAMICS solos all at mf mezzo-forte-mezzo-

forte 

loud-soft-softer mf-f-mp-ff very loud (climax in m. 

101)-soft-fade out 

TEXTURE thin medium-thick-thin-

thick 

thick-thin,  

polyphonic-monophonic-polyphonic-

homophonic 

 

 

medium-thick 

 

thick-thin 

RHYTHM rhythms are 

not difficult 

but everything 

is exposed 

flowing counterpoint 

starting at re-statement 

of the theme… 

rhythms not difficult 

but still some exposed 

parts & a few large 

melodic leaps add to 

difficulty 

Meas. 53-57: percussion drive this 

 

Meas. 58-60: recitative-like & 

rhythms are a little tricky here but 

they are in unison/octaves so that 

should help the players  

 

Meas. 61-66: toms solo in m. 63 
 

Meas. 82-84: snare 

solo that is 

completely different 

than everything else 

going on 

 

some triplets in simple 

meters used in this 

section & throughout 

the piece 
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A Movement for Rosa by Mark Camphouse, published in 1994 

 

A tribute to Rosa Parks 

 

HYMN TUNE USED: “We Shall Overcome” 

 

FORM = Three-part (1st section is 76 measures, 2nd is 106, & the 3rd is 37)  In time, the 

1st & 2nd sections are proportional, w/ the 3rd section being a little more than half the 

length of the other sections. 

 

THEMES… 

• ROSA THEME = Introduced as a theme fragment in mm. 1-5. Heard in mm. 6-

15, 16-23, 25-32, 73-76, 108-110, & 202-205. Meas. 141-142 in alto & tenor 

saxes, horns, & trombones is a fragment of the Rosa theme. Also, the first 3 notes 

in m. 212 in the flute (including the pick-up note) is a Rosa theme fragment & 

these notes are the exact same notes the flute plays in m. 1. 

• WE SHALL OVERCOME THEME = Heard in full only once in mm. 187-192. It 

consistently appears as a motive, though.  

• THEME 2 = Introduced as foreshadowing in mm. 40-43. Heard in mm. 44-54 & 

85-92.  

• THEME 3 = Heard in mm. 55-66 & 158-169. 

 

MELODIC MOTIVE… 

• THEME 2 MOTIVE = Descending P4, then ascending P8 (example: the first 

three notes of Theme 2). Heard in mm. 169, 181-185, & 203-204. 

 

RHYTHMIC MOTIVES… 

• WE SHALL OVERCOME MOTIVE = A rhythmic motive that appears first in m. 

34 in the flutes, oboes, & vibraphone. The first two eighth notes are “We Shall.” 

The next two eighths up a step are “O-ver.” Then it comes back down to the 

original pitch (the quarter note on beat 3) & that is “Come.” The second time it 

appears is in diminution in m. 67 in the upper woodwinds & trumpets starting w/ 

the sixteenth notes. This motive usually appears in diminution, & is heard this 

way in mm. 67, 69, 136-138, 141, 144-145, 172, 174, 181, & 183. This motive 

appears in augmentation in low voices in mm. 96-104. 

• FREEDOM NOW MOTIVE = A rhythmic motive of repeated notes on the same 

pitch in 3/4 time, in the rhythm of: quarter, half, eighth, eighth, half. First 

appearing in mm. 77-78, the quarter note on beat 1 in m. 77 is the syllable “Free-

.” The half note that follows in m. 77 is the syllable “-dom.” The two eighth notes 

at the beginning of m. 78 are “Free-dom.” The half note that follow in m. 78 is 

“Now.” So, the motive is “Free-dom, Free-dom Now.” This motive appears in 

mm. 77-104. (Meas. 83-90 are variations.) 
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• STRIFE MOTIVE = The first appearance of this motive is the rhythm in the first 

four beats of m. 67 in the bass clarinet, contrabass clarinet, bassoons, timpani, & 

snare drum. This motive is pervasive in 3 phrases in low voices & percussion: (1) 

mm. 67-72, (2) mm. 111-114, & (3) mm. 170-178. Even though the rhythmic 

patterns are a little different in mm. 170-178, it is pretty close to the other 

statements. It’s usually in low voices & percussion. However, fragments & 

variations of it appear in mm. 116 & 118-125 in other voices. The We Shall 

Overcome rhythmic motive is similar to the last half of this motive, so there is a 

feeling of connectedness between these two motives.  

 

NO ERRATA IN THE SCORE 

 

NOTES… 

• For the PHRASE STRUCTURE row in the analysis chart, the numbers represent 

the number of measures in each phrase. 
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A Movement for Rosa 
 

Overall 

Sections 

Section 1 

(mm. 1-76) 

  Section 2 

(mm. 77-180) 

  Section 3 

(mm. 181-

end) 

 

SUB- 

SECTIONS 

Theme 1: 

Rosa Theme 

Theme 2 Theme 3 Freedom Now 

Motive 

The Good vs. Evil 

Struggle  

Theme 3 We Shall 

Overcome 

Conclud-

ing Section 

MEASURES 

 
1-32 w/ trans. 

33-43  

(43 meas.) 

44-54 
(11 meas.) 

55-66, plus 

10 bar 

phrase 67-76 

(22 meas.) 

77-110 

(34 meas.) 

 

111-157 

(47 meas.) 

 

158-169, plus 

11 bar phrase 

170-180  

(23 meas.) 

181-205 

(25 meas.) 

206-217  

(12 meas.) 

 

TEMPO Very Slow & 

Slow 

♩ = 50-80 

Slow 

♩ = 80, 

slows 

down in 

last 4 bars 

Medium 

♩ = 92 for 

the most part 

w/ some 

fluctuations. 

Slower in 

the last 6 

bars, rall. 

last 4 

Slow 

Mostly ♩ = 66 

w/ less motion 

& rall. starting 

6 before m. 

111 

Fast 

♩ = 132-138-144-160 

(The increases in 

tempo help the 

building of tension 

here) 

Molto molto allarg. in 

the last bar. 

Medium 

♩ = 92 w/ some 

fluctuations & 

slower in the 

last 6 bars 

Slow 

♩ = 66-60 

w/ some 

fluctuations 

Slow & 

Very Slow 

♩ = 80-88-

50 

METER Mixed: 
2
4, 

3
4, 

4
4, 

5
4 

Trans. 

includes 

these plus 

one bar of 
3
8 

& one bar of 
6
4 

Mostly 
4
4, 

includes 
 3
4 

& 24 at end 

of phrase 

Theme 3 

mostly in 34, 
Trans. 

mostly 
4
4 w/ 

one bar of 
5
4 

& one 34 

Mostly 
3
4 since 

that’s the 

Freedom Now 

motive, but 

there are a few 
4
4 & 54 bars 

included 

A lot of 54 but also 
2
4, 

3
4, 

4
4, & 

9
8 (3+2+2+2) 

 

 

Mostly 
3
4 w/ 

some 
4
4 

 

 

 

Mostly 
4
4 w/ some 
3
4 & 54 

 

 

3
4  

PHRASE 

STRUC-

TURE 

5+10+10+8+ 

11 

8+3 

 

8+4+6+4 

 

4+4+8+4+11+3 

 

4+6+6+6+3+5+10+1+

1+5 

 

8+4+11 5+10+6+4 8+4 
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A Movement for Rosa (cont’d) 
 

Sections Section 1   Section 2   Section 3  

SUB- 

SECTIONS 
Theme 1: 
Rosa Theme 

Theme 2 Theme 3 Freedom 

Now Motive 

The Good vs. Evil Struggle  Theme 3 We Shall 

Overcome 
Conclud-

ing Section 

MEASURES 

 
1-32 w/ 

trans. 33-43  

(43 meas.) 

44-54 
(11 meas.) 

55-66, plus 

10 bar 

phrase 67-76 

(22 meas.) 

77-110 

(34 meas.) 

 

111-157 

(47 meas.) 

 

158-169, 

plus 11 bar 

phrase 170-

180  

(23 meas.) 

181-205 

(25 meas.) 

206-217  

(12 meas.) 

 

TONAL 

CENTER 

Meas. 1-15: 

E phrygian 
 

Meas. 16: 

Starts in C 

major but 

quickly 

shifts 
 

Meas. 33: 

Starts in D-

flat major 

but quickly 

shifts 

Some fore-

shadowing 

of G aeolian 

 

Mostly G 

aeolian 

Starts on G 

but quickly 

shifts & 

becomes 

polytonal.  
 

F vs. F-sharp 

in mm. 87-92. 

F-sharp wins 

the battle in 

m. 93 
 

Polytonality 

continues 

Polytonality & layering of 

new notes continues to 127 
 

Starting at 127, the strongest 

note in the ostinato is D 
 

Polytonal from 136-157 

Starts in E 

aeolian but 

quickly 

shifts 

None C major 

first half, 

then none 
 

Ends w/ F 

vs. F sharp 

dissonance 

against a 

cluster 

chord 

HARMONY 

 

 

 

Mixture of 

quintal 

harmonies, 

major & 

minor 

chords, & 

extended 

chords  

Mostly 

major & 

minor 

chords, w/ 

quartal 

harmonies in 

the last three 

bars 
 

Flat major 

VI & flat 

major VII in 

47-48 

 

Mixture of 

quintal 

harmonies, 

major & 

minor 

chords 
 

Flat major 

VI & flat 

major VII in 

61 

Very 

dissonant & 

polytonal, 

harmonic tri-

tones in 

polytonality 

in 78-92 & 

108-110 

Very dissonant & polytonal. 

Harmonic tri-tones in 

polytonality in 111-121. 

Layering of notes in 121-

126. Major chords against 

the ostinato starting in 136. 

Starting in 141, bitonal 

major chords against the 

ostinato. Tension builds & 

polytonality continues to 

158. 
 

Flat major VI & flat major 

VII in 143 

Mixture of 

major & 

minor 

chords, w/ 

more quintal 

harmonies 

from 172-

180 
 

Flat major 

VI & flat 

major VII in 

164 & 176 

Different 

stackings 

of P5ths, 

some 

major & 

minor 

chords, 

extended 

chords 

 

 

C major 

extended 

chords, 

then cluster 

of notes, 

ends 

dissonantly 

by bringing 

back the F 

vs. F-sharp 

struggle 
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A Movement for Rosa (cont’d) 
 

Sections Section 1   Section 2   Section 3  

SUB- 

SECTIONS 
Theme 1: 
Rosa Theme 

Theme 2 Theme 3 Freedom 

Now Motive 

The Good vs. Evil 

Struggle  

Theme 3 We Shall 

Overcome 

Conclud-

ing Section 

MEASURES 

 
1-32 w/ 

trans. 33-43  

(43 meas.) 

44-54 
(11 meas.) 

55-66, plus 10 

bar phrase 67-

76 

(22 meas.) 

77-110 

(34 meas.) 

 

111-157 

(47 meas.) 

 

158-169, plus 

11 bar phrase 

170-180  

(23 meas.) 

181-205 

(25 meas.) 

206-217  

(12 meas.) 

 

MELODY 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Meas. 1-15: 

Rosa theme 

in solo flt, 

then in solo 

alto sax w/ 

counterpoint 

in solo bsn   
 

Meas. 16-24: 

Rosa theme 

set in a brass 

chorale, MC 

was thinking 

of a gospel 

choir here 
 

Meas. 25-32: 

Rosa theme 

in 1st clars & 

1st trpts w/ 

counterpoint 

in other 

voices that 

alternate, 

Rosa theme 

frag. in m. 

31 in hrn & 

vibes 

Meas. 44-

54: 

Theme 2 in 

upper 

woodwinds 

& trumpets 

w/ 

counterpoi

nt in bass 

clar, euphs, 

hrns, & 

alto saxes 

Meas. 55-66: 

Theme 3 starts 

in euph & 

clars, then 

more 

woodwinds are 

added while 

euph goes to 

countermelody 

in 59 
 

Meas. 67-72: 

Trans., Strife 

motive, We 

Shall 

Overcome 

motive in 

diminution 

(16th notes) 

starting in 

meas. 67 is 

passed from 

higher voices 

to middle 

voices  

 

Meas. 77-84: 

Freedom 

Now motive, 

more 

rhythmic than 

melodic   
 

Meas. 85-92: 

An angry 

version of 

Theme 2 w/ 

variations on 

Freedom 

Now motive  
 

Meas. 93-

107: 

Freedom 

Now motive, 

& low voices 

have  

We Shall 

Overcome in 

augmentation 

in 97-104 

 

Meas. 111-126: 

Good vs. Evil struggle 

begins, Strife motive 

in 111-114, then other 

figures that are more 

rhythmic than melodic, 

this represents action 

on both sides of a 

struggle 
 

Meas. 127-135: 

Rhythmic ostinato 

starts & gets settled in 

133 in low voices 
 

Meas. 136-150: 

Melodic bursts of the 

We Shall Overcome 

motive in 

diminution…that is 

perhaps still more 

rhythmic than melodic, 

ostinato in low voices 

continues, independent 

toms part, Rosa theme 

frag. in mm. 141-142 

in middle voices 

Meas. 158-169 

Theme 3 starts 

in upper 

woodwinds, 

horns, & 3rd 

trumpets to 

support, 

countermelodies 

are included, 

Theme 2 motive 

in 169 
 

Meas. 170-180: 

Strife motive w/ 

We Shall 

Overcome 

motive 

statements in 

diminution in 

172 & 174 

 

 

 

 

Meas. 

181-185:  

We Shall 

Overcome 

motive in 

diminu-

tion 

alternates 

w/ Theme 

2 motive 
 

Meas. 

186-202:  

We Shall 

Overcome 

Theme in 

the fullest 

statement 

in solo hrn 

in 187-

192, plus 

trans. w/ a 

rising & 

hopeful 

figure 

16th note 

ostinato 

that 

represents 

water, 

Rosa 

theme frag. 

in m. 212 

in flt, piece 

ends on 

familiar F 

vs. F-sharp 

dissonance 

that 

represents 

we still 

have a 

long way 

to go w/ 

ending 

racism 
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A Movement for Rosa (cont’d) 
 

Sections Section 1   Section 2   Section 3  

SUB- 

SECTIONS 
Theme 1: 
Rosa Theme 

Theme 2 Theme 3 Freedom Now 

Motive 

The Good vs. Evil 

Struggle  

Theme 3 We Shall 

Overcome 

Conclud-

ing 

Section 
MEASURES 

 
1-32 w/ trans. 

33-43  

(43 meas.) 

44-54 
(11 meas.) 

55-66, plus 

10 bar 

phrase 67-

76 

(22 meas.) 

77-110 

(34 meas.) 

 

111-157 

(47 meas.) 

 

158-169, plus 

11 bar phrase 

170-180  

(23 meas.) 

181-205 

(25 meas.) 

206-217  

(12 

meas.) 

 

MELODY 

(cont’d) 

Meas. 33-43: 

Trans. w/ We 

Shall 

Overcome 

motive in 34, 

foreshadowing 

of Theme 2 in 

mm. 40-43 

 Meas. 73-

76: Euph & 

bsn have 

Rosa theme 

fragment 

last 4 bars 

Meas. 108-110: 

Trans. & quote 

of Rosa theme in 

alto sax, piano, 

& chimes w/ 

pick-up note to 

108 

Meas. 151-157: 

Halt in m. 151, then 

a different & faster 

ostinato that is tutti, 

tension builds 

 Meas. 202-205:  

Rosa Theme in 

horn juxtaposed 

w/ Theme 2 

motive in flt 

 

 

DYNAMICS quiet until 40, 

then builds to 

44 

 

loud for 

Theme 2 

 

mf for 

Theme 3. 

Loud at 67 

w/ a 

decresc. to 

77. 

mostly loud, 

softer at end 

mostly loud loud-soft, the 

dynamic 

climax of the 

piece is in m. 

176 

mostly quieter 

& more 

relaxed, 

emotional 

climax of the 

piece is at a 

quiet dynamic 

in mm. 187-191 

w/ horn solo 

soft 

TEXTURE thin-thick-thin mostly 

thick w/ 

sparse 

perc. 

mostly 

thick w/ 

sparse perc. 

until 67 

mostly thick & 

heavy 

mostly thick mostly 

thick…thins 

out a little at 

end, sparse 

perc. during 

the lyrical 

Theme 3 

mostly thick, 

very thin at end 

w/ Rosa theme 

medium 

but soft 

 



202 

 

A Movement for Rosa (cont’d) 
 

Sections Section 1   Section 2   Section 3  

SUB- 

SECTIONS 
Theme 1: 
Rosa Theme 

Theme 2 Theme 3 Freedom Now 

Motive 

The Good vs. Evil 

Struggle  

Theme 3 We Shall 

Overcome 

Conclud-

ing 

Section 
MEASURES 

 
1-32 w/ trans. 

33-43  

(43 meas.) 

44-54 
(11 meas.) 

55-66, plus 

10 bar 

phrase 67-

76 

(22 meas.) 

77-110 

(34 meas.) 

 

111-157 

(47 meas.) 

 

158-169, plus 

11 bar phrase 

170-180  

(23 meas.) 

181-205 

(25 meas.) 

206-217  

(12 

meas.) 

 

RHYTHM (n/a) lyrical 

here, not 

rhythmic 

lyrical here, 

not 

rhythmic 

until 67. 

Strife 

motive & 

We Shall 

Overcome 

in 

diminution 

starting in 

m. 67. 

very rhythmic. 

Freedom Now 

motive 

throughout. Lots 

of syncopation. 

very rhythmic. 

Strife motive, then 

very rhythmic from 

115- 127, then 

Ostinato dominates. 

New rhythmic idea 

from 153-157. 

Strife motive 

at 170 

(n/a) fluid, 

watery 

stuff 
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The Shining City by Mark Camphouse, published in 2002 

 

A tribute to Ronald Reagan 

 

FORM = Ten sections—based on the 10 text selections—that include five instrumental 

interludes. Each section is similar in length (between 26 & 38 measures) except for 

Sections 2, 3, & 10. 

 

REGARDING SECTION 2: “I really wanted a substantial portion of the speech to be 

unaccompanied in this piece. Most of the other times, his words are accompanied by 

music, but here I thought what he was saying was so profound…just the words should 

stand alone. And they do.” -MC  

 

THEMES… 

• REGEAN THEME (RT) = The main theme of the piece. It’s very lyrical. First 

stated completely in mm. 153-160 in 1st clarinets, alto saxes, & horns. The theme 

is in major. 

• JOHN WINTHROP THEME (JWT) = Renaissance-like theme in the style of a 

pavane. The introduction to it starts in m. 104 but the first complete statement 

starts in m. 110. Reagan got the phrase “The Shining City” from John Winthrop 

who spoke of a city upon a hill in 1630, referring to how all people would be 

watching the progress of the pilgrims when they first arrived in America. 

 

P4 MOTIVE = Motive first seen in the trumpet in mm. 66-72. Called P4 motive because 

it starts w/ a repeated descending P4. 

 

TEAR DOWN THIS WALL FIGURE = Meas. 15 to beat “1” of m. 16. Quarter note = 

“Tear”; half note = “Down”; next half note = “This”; beat one of m. 16 = “Wall” 

 

ERRATA: Add a breath mark in between mm. 226 & 227 in bassoon & alto saxes. 

 

NOTES… 

• There are 2 analysis charts below: one for Sections 1-5 & another for Sections 6-

10. 

• For the METER row in both charts, the meters are listed in order of first 

appearance in each section.  

• For the PHRASE STRUCTURE row, the numbers represent the number of 

measures in each phrase. 
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The Shining City, FIRST HALF 
 

SECTION Section 1 Sect. 2 

TEXT 

ONLY 

Section 3 Section 4 

John Winthrop Theme 

Section 5 
includes Instrumental 

Interlude 1 which is also 

the Reagan Theme 
 

MEASURES 

 

1-26  

(26 meas.) 

27 
(1 meas.) 

28-103 

(76 meas.) 

104-131  

(28 meas.) 

132-169  

(38 meas.) 

TEMPO Slow, Medium, 

& Fast 

♩ = 58- 72-96-

132-80 w/ 

fluctuations 

 Mostly Slow 

♩ = 66-60-72-66-72-92-69-66 w/ fluctuations 

Medium Slow 

♩ = 76-80-84 w/ 

fluctuations 

Slow & Medium Slow 

♩ = 72-76-84-80 w/ 

fluctuations 

METER  4
4, 

3
4, 

5
4, 

2
4, 

6
4 

 3
4, 

4
4, 

5
4, 

2
4, 

6
4, 

3
8  

4
4, 

3
4, 

5
4, 

2
4, 

6
4 

4
4, 

3
4, 

5
4, 

6
4 

PHRASE 

STRUCTURE 
14+6+6 1 9+13+12+4+13+11+6+8 6+9+9+4 5+8+8+11+6 

TONAL 

CENTER 

None  None D major w/ a mix of 

diatonic & non-diatonic 

chords  
 

D major w/ a mix of 

diatonic & non-diatonic 

chords 

HARMONY 

 

 

 

 

Clusters & 

pyramiding of 

long tones 
 

“I tried to set 

the stage here 

with something 

very dramatic 

and unsettled, 

both in terms 

of the scoring 

and 

harmonically.”  

- MC 

 Meas. 28-33: quintal 
 

Meas. 34-36: bitonal 
 

Meas. 37-41: transparent, F minor implied 
 

Meas. 42-45: E-flat major 
 

Meas. 46-55: major & minor chords—some are 

extended 
 

Meas. 56-60: D-flat & A-flat pedals (P5) 
 

Meas. 61-63: major & minor triads 
 

Meas. 64-75: quintal pedals 
 

Meas. 76-78: D major 9 
 

Meas. 79-95: major & minor chords, clusters 
 

Meas. 96-103: major chords, ends on B-flat 

unisons/octaves in last 2 bars 
 

mostly major & minor 

triads, some quintal 

harmonies but rearranged 

(not stacked in P5th order 

but would be stacked P5s 

if rearranged), flat major 

VI & flat major VII 

chords are used in 

addition to flat major III.   
 

Harmonies are simple 

because it’s reminiscent 

of a Renaissance Dance 

here but not all chords are 

diatonic (as is the case in 

much of MC’s music) 

 

a lot of major triads, 

some minor chords & 

some extended chords, 

flat major VI & flat 

major VII are used, 

quintal harmonies are 

used in 148 & 163, D 

major pedal in 164-168 

(& D pedal continuing in 

169) 
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The Shining City, FIRST HALF (cont’d) 
 

SECTION Section 1 Sect. 2 

TEXT 

ONLY 

Section 3 Section 4 

John Winthrop 

Theme 

Section 5 
includes Instrumental Interlude 1 

which is also the Reagan Theme 

MEASURES 

 
1-26  

(26 meas.) 

27 
(1meas.) 

28-103 

(76 meas.) 

104-131  

(28 meas.) 

132-169  

(38 meas.) 

MELODY 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Meas. 1-14: no 

melody because 

it is text-based, 

loud perc. & low 

cluster in piano 

set this dark tone 

at the very beg., 

euph & tuba 

have major 7th in 

mm. 5-6 
 

Meas. 15-20: 

Tear Down This 

Wall figure in 

low voices in m. 

15 to beat 1 of 

m. 16 
 

Meas. 21-26: 

calmer, less 

angry, chimes 

has an 

independent part, 

long tones in 

most voices  
 

Pick-ups to 22-

26 in fl & 1st alto 

are rising P5s 

that foreshadow 

their lines in 28-

34. 

 Meas. 28-36: pick-up to 35-36 is 

foreshadowing of the JWT, soloistic 

moving lines are based on ascending P5s, 

28-34 occurs again later at 285-290 
 

Meas. 37-49: mostly chamber music-like 
 

Meas. 50-61: foreshadowing of the JWT 

w/ a theme frag in 50—same theme frag as 

in 35-36. RT frag. in cls, altos, & hrns in 

pick-ups to 54-54 & in moving line in 

pick-ups to 57-57. Still soloistic lines until 

m. 53 as it gets louder & fuller. Back to 

chamber music in 60-61.  
 

Meas. 62-65: transition, instrumental only 
 

Meas. 66-78: tpt solo introduces a new 

motive—P4 Motive—(it sounds a little bit 

like Theme 2 in Whatsoever Things), other 

voices added at end, chimes solo in 68 
 

Meas. 79-89: text only in the last bar here, 

rising figure in 38 for 4 bars, then melody 

in upper voices w/ an echo (imitation) in 

tpts while timpani has a solo 
 

Meas. 90-95: text is back, soloistic lines & 

then interjections in 94-95 
 

Meas. 96-103: P4 Motive that was in the 

tpt solo in bar 66 comes back but is in hrn 

this time & is transposed, flt & sax duet in 

102-103 
 

Meas. 104-109: 

instrumental 

introduction to the 

JWT in some upper 

woodwinds (hrns 

have harmony). It’s 

in a Renaissance 

dance style because 

that’s when John 

Winthrop lived. 
 

Meas. 110-118: first 

complete statement 

JWT, toms are 

reminiscent of a 

drum part in a 

Renaissance dance 

Meas. 119-127: 

more of the JWT but 

varied a little bit 

rhythmically, 

harmony stays 

basically the same 
 

Meas. 128-131: 

elements from the 

JWT in middle & 

low voices 

Meas. 132-136: melody in bass clar 

that includes fragments of the RT 

(foreshadowing of the RT) 
 

Meas. 137-144: euph solo that 

contains fragments of the RT (still 

foreshadowing) 
 

Meas. 145-152: transition, no text 

for 4 bars, nice moving lines in bass 

cl, euph, & bari sax, RT frag. in 

euph in 149-150 & in oboe in 151-

152 when text comes back in 
 

Meas. 153-163: Instrumental 

Interlude (no text), first full 

statement of the RT in 1st cls, altos, 

& hrns. This is the main theme, nice 

counter melody line in bass cl & 

euph. Phrase ext. in pick-ups to mm. 

161-163.  As with most of MC’s 

melodic & lush themes, perc. is 

very sparse…he lets the music sing 
 

Meas. 164-169: transition, still no 

text, RT fragments in middle voices 

in 164-165 but slightly varied in 

rhythm & pitches, long tones in 

non-melodic voices, timp. has JWT-

like rhythm in mm. 167-168 to set 

up for the JWT in the next section 
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The Shining City, FIRST HALF (cont’d) 
 

SECTION Section 1 Sect. 2 

TEXT 

ONLY 

Section 3 Section 4 

John Winthrop Theme 

Section 5 
includes Instrumental 

Interlude 1 which is also 

the Reagan Theme 
MEASURES 

 
1-26  

(26 meas.) 

27 
(1meas.) 

28-103 

(76 meas.) 

104-131  

(28 meas.) 

132-169  

(38 meas.) 

DYNAMICS loud on the hits 

in m. 1, then 

builds to m. 10, 

then is softer but 

has interjections 

in tbn. 1 & sn, 

loud & builds 

from 15-21, then 

dim. to 26 

 
 

 mostly soft so the text can be heard, loudest 

is mf during text & those are always brief 

swells, louder at 79 when there is no text, & 

louder at the musical alliteration of the word 

“battlefield” (mm. 94-95) 

soft-mf during text, forte 

& decresc. from 128-131 

where there is no text 

softer when there is text 

& louder when there is 

not except Reagan theme 

is mostly soft, loud at 

164 but decreasc. to get 

ready for narration that’s 

coming 

TEXTURE thin-thick  mostly thin, thicker in the brief moments 

when there is no text 

homorhythmic (so thin in 

that sense), then most 

voices are playing from 

119-127 

 

thin-medium 

RHYTHM rhythmic blast at 

beg., 

interjections in 

tbn 1 & snare, 

some triplets in 

simple meters, 

independent 

rhythms in 

chimes in 22-25 

 lots of triplets, rhythmic timpani solo in mm. 

83-85, interjections in 94-95 w/ alliteration to 

the word, “battlefield” 

This section is almost 

entirely homorhythmic 

(except for toms & 

timpani), triplets used 

only once 
 

This is in a Renaissance 

dance style so it is simple 

 

Perc. is very sparse, 

timp. has a simple 

rhythm that is from the 

JWT in 148-149 & 167-

168, some triplets in 

simple meters 
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The Shining City, SECOND HALF 
 

SECTION Section 6 

John Winthrop 

& Reagan 

Themes 

Section 7 

Includes 

Instrumental 

Interlude 2 

Section 8 

Includes 

Reagan Theme 

& Instrumental  

Interlude 3  
 

Section 9 

Includes John Winthrop 

Theme & Instrumental  

Interlude 4  

 

Section 10 

Includes Instrumental Interlude 5 & 

Conclusion 

 

MEASURES 170-196  

(27 meas.) 

197-222  

(26 meas.) 

223-253  

(31 meas.) 

254-284  

(31 meas.) 

285-331  

(47 meas.) 

TEMPO Slow & Medium 

♩ = 72-80, accel. 

to 88 
 

Slow & Medium 

♩ = 72-84-80-60 

w/ fluctuations 

Mostly Slow 

♩ = 60-80-76-66 

w/ fluctuations 

Slow & Medium 

♩ = 60-76-84 w/ fluctuations 

Slow 

♩ = 60-52-66-60-66 w/ fluctuations, 

molto rall. al fine 

METER  6
4, 

5
4, 

4
4, 

3
4, 

 2
4 

3
4, 

 2
4, 

4
4, 

6
4, 

5
4  

4
4, 

5
4, 

3
4, 

 2
4 

4
4, 

5
4, 

2
4, 

3
4, 

6
4 

6
4, 

 2
4, 

4
4, 

5
4, 

3
4, 

3
8 

PHRASE 

STRUC-

TURE 

5+10+4+8 6+10+10 9+6+9+7 8+10+8+5 6+12+9+12+8 

TONAL 

CENTER 

 

 

 

 

 

Meas. 170-174: 

D is implied w/ 

strong emphasis 

on A (sol) 
 

Meas. 175-184: 

D major  
 

Meas. 185-196: 

one could argue 

for D minor but I 

think it’s 

changing too 

often so I’m 

going to say none 

here 

 

None 

One could argue 

that D is the tonal 

center from 197-

201 w/ emphasis 

on A, or sol, 

because of 

previous 

treatments of the 

JWT but the 

texture is really 

too thin here for it 

to feel like it has a 

strong tonal center 

D-flat major for 

the RT in 238-

246. Otherwise, 

none. 

Meas. 254-256: G is implied 

w/ strong emphasis on D 

(sol) 
 

Meas. 257-261: mostly 

bitonal w/ an emphasis on G 

major over F major chords 
 

Meas. 262-271: mostly E 

major w/ mixture of diatonic 

& non-diatonic chords  
 

Meas. 272-284: mostly C 

major w/ mixture of diatonic 

& non-diatonic chords  

 

Meas. 285-302: none 
 

Meas. 303-305: B-flat minor 
 

Meas. 305 (beat 2)-319: none, one 

might argue for G-flat major since 

there are a few I – V in G-flat but it’s 

not a strong feeling of G-flat major. 

We are definitely working towards D-

flat major here, though, & arrive there 

in 320. Flat major VII used in 319 to 

arrive at D-flat in 320. 
 

Meas. 320-end: D-flat major 
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The Shining City, SECOND HALF (cont’d) 
 

SECTION Section 6 

John 

Winthrop & 

Reagan 

Themes 

Section 7 

Includes 

Instrumental 

Interlude 2 

Section 8 

Includes Reagan 

Theme & 

Instrumental  

Interlude 3  

Section 9 

Includes John Winthrop 

Theme & Instrumental  

Interlude 4  

 

Section 10 

Includes Instrumental Interlude 5 & 

Conclusion 

 

MEASURES 170-196  

(27 meas.) 

197-222  

(26 meas.) 

223-253  

(31 meas.) 

254-284  

(31 meas.) 

285-331  

(47 meas.) 

HARMONY 

 

 

 

quintal 

harmonies, 

major & 

minor triads, 

flat major VI 

& flat major 

VII are used, 

extended 

chords in 189-

190 & 194, 

quintal but 

rearranged in 

195-196 

Meas. 197-201: 

pianissimio D 

pedal in timp. 
 

Meas. 203-212: 

unisons/octaves, 

quintal 

harmonies, 

chords w/ the 

tonic over a P5 

below, a cluster 

of major 2nds in 

208, major 

chords—some 

are extended, 

bitonality in 212 
 

Meas. 213-217: 

quintal 

harmonies, 

bitonal, clusters 
 

Meas. 218-222: 

monophonic in 

218-220, E-flat 

major triad in 

221, cluster in 

222 
 

 

Quintal harmonies, 

major & minor 

chords, some chords 

w/ extensions, A-flat 

pedal from 234-237 

w/ a chimes part that 

doesn’t fit into 

harmonies, D-flat 

pedal underneath 

chords during the 

RT from 238-246, 

then a G pedal from 

247-253 (w/ an A 

major chord in 248-

249), a few clusters 
 

Meas. 238-246: RT 

has similar 

harmonies but down 

a half step compared 

to it’s first statement 

at 153 
 

Meas. 247-253: 

minor mode 

Meas. 254-261: quintal 

harmonies, clusters, major 

& minor chords, bitonal 

major chords w/ 

extensions in 257-260 
 

Meas. 262-271: JWT w/ 

the same harmonies as the 

initial statement at 110 but 

set up a whole step here & 

w/ counter lines. Mostly 

major & minor triads. Flat 

major VI & flat major VII 

are used. 
 

Meas. 272-279: JWT w/ 

harmonies similar to the 

original statement at 110 

but set down a whole step 

(so down a major 3rd from 

262-271). Mostly major & 

minor triads. Flat major 

VI & flat major VII are 

used. 
 

Meas. 280-284: major 

triads w/ an extension 

(added D) in the C major 

triad in 283 

Meas. 285-290: major triads in low brass 

w/ many extensions (or clusters) above. 

Harmony is intentionally blurred & 

polylayered here to go along w/ the text. 
 

Meas. 291-302: bitonal & dissonant 

(which is alliteration w/ the text 

here…don’t know where it’s going & 

then we have bad news) 
 

Meas. 303-311: more consonant here, 

mostly major & minor triads w/ only a 

few extensions, alliteration in the 

harmony starting in 305 w/ “When the 

Lord calls me home…” being in major 

when it was much more dissonant in the 

previous phrase 
 

Meas. 312-323: no text, a lot going on 

here w/ multiple lines but mostly a 

continuation of major & minor triads w/ a 

few extensions. 312-313 is the same as 

305-306 except it has added counterpoint 

& contrary motion, chords are similar. 

Ends in D-flat major in 320-323. 
 

Meas. 324-331: mostly major & minor 

chords w/ some extensions, some quintal 

harmonies. Ends solidly in D-flat major 
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The Shining City, SECOND HALF (cont’d) 
 

SECTION Section 6 
John Winthrop 

& Reagan 

Themes 

Section 7 
Includes 

Instrumental 

Interlude 2 

Section 8 
Reagan Theme & 

Instrumental  

Interlude 3  

Section 9 
Includes John Winthrop Theme 

& Instrumental  

Interlude 4  

Section 10 
Includes Instrumental Interlude 5 & 

Conclusion 

 

MEASURES 170-196  

(27 meas.) 

197-222  

(26 meas.) 

223-253  

(31 meas.) 

254-284  

(31 meas.) 

285-331  

(47 meas.) 

MELODY 

 

 

 

 

 

 

 

 

 

 

 

 

 

Meas. 170-174: 

JWT frag. in 

solo bsn & flt 

underneath text 
 

Meas. 175-184: 

JWT very 

similar to 

before—same 

voicings, same 

chords—w/ 

counterpoint in 

flts & oboes 

this time, 

though, & no 

toms part…very 

sparse perc. 
 

Meas. 185-188: 

euph solo, a 

little 

counterpoint in 

flts in 187-188 

 

Meas. 197-202: 

text & JWT in 

euph without 

anything else 

going on except 

a pianissimo D 

pedal in timp. 
 

Meas. 203-212: 

no text for 4 

bars while euph 

has virtuosic 

solo, 

interjection-like 

part in other 

voices w/ pick-

ups to 205, then 

euph solo 

underneath text 

in 207-211 w/ 

more 

interjections in 

211  

 

Meas. 223-231: 

text w/ 3 different 

solo lines 

underneath in oboe, 

bsn, & hrn for first 

4 bars, then the 

texture grows in 

thickness w/ voices 

continuing to add 

to 232. P4 Motive 

that was in tpt in m. 

66 & hrn in 96 is 

now varied & heard 

in multiple voices 

in 227-231 
 

Meas. 232-237: 

transition, no text, 

the music is 

building & 

ascending toward 

the RT in the next 

phrase, every meas. 

includes a play on 

the first 3 notes of 

the RT but the pitch 

intervals are varied 

slightly, 

independent chimes 

part in 234-237 
 

Meas. 254-261: text, JWT-like 

but highly varied in cls, bass 

cl, bsns, & all saxes except 1st 

alto. (Also, harmonies are 

different.) Independent chimes 

part in 255-256. RT snippet in 

euphs in 257-259. This is a 

stretch but perhaps the bsn & 

hrn parts in 260 are a play on 

the beginning of the JWT. 

There is a little bit of 

counterpoint in 254-258. 
 

Meas. 262-271: JWT 

underneath text in upper 

woodwinds including altos 

(alliteration here w/ “never 

forget your heroic origins” 

since John Winthrop is from 

the Renaissance era), some 

interjections in a counter line 

in low brass, an uplifting line 

in the tpt that is alliteration on 

the text: “never fail to seek 

divine guidance as we march 

boldly and bravely into a 

future limited only by our 

capacity to dream, and never, 

never lose your natural, God-

given optimism.” 

Overall, there is new material in this 

section, but also fragments from RT, 

JWT, P4 Motive, & other repeated 

material that occurred earlier in the piece. 

I believe this helps bring the piece to a 

conclusion since it brings it full circle. 
 

Meas. 285-290: text, same melody & 

voicings as mm. 28-34 (ascending P5s), 

rhythm is varied & pitches are extended 

at end. Added this time, though: Counter 

line in low brass & pitched perc. to add 

color. 
 

Meas. 291-302: text, new material & 

alliteration w/ the text is in the 

uncertainty of where the music is going 

& the foreshadowing of bad news 

(bitonal here). 295 is reminiscent of the 

figure at 79. RT-like frag. in solo euph in 

297. JWT frag. in solo hrn in pick-up to 

300-301. 
 

Meas. 303-311: text, the P4 motive 

begins in 303 & 304 in low voices but it 

is varied & quickly changes. The 

emotional climax of the piece is 305. 

(MC’s emotional climaxes are often soft 

like this one.) 305-306 occurs again in 

312-313. 
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The Shining City, SECOND HALF (cont’d) 
 

SECTION Section 6 
John 

Winthrop & 

Reagan 

Themes 

Section 7 
Includes 

Instrumental 

Interlude 2 

Section 8 
Reagan Theme & 

Instrumental  

Interlude 3  

Section 9 
Includes John Winthrop 

Theme & Instrumental  

Interlude 4  

Section 10 
Includes Instrumental Interlude 5 & 

Conclusion 

 

MEASURES 170-196  

(27 meas.) 

197-222  

(26 meas.) 

223-253  

(31 meas.) 

254-284  

(31 meas.) 

285-331  

(47 meas.) 

MELODY 

(cont’d) 

Meas. 189-

196: the only 

phrase in this 

section 

without text, 

independent 

chimes part in 

189-190, first 

part of the RT 

in 1st cls & 

hrns in 191-

196—it starts 

offset by a 

beat from how 

it was heard 

before & the 

harmony is 

different, 2 

counter lines 

occurring at 

the same 

time—one in 

flts & saxes, 

& one in low 

voices, still 

sparse perc.  

 

Meas. 213-222: 

Instrumental 

Interlude 2, new 

material, more 

dissonant here, 

rising P5s in 

multiple lines in 

213, tpts have the 

main moving 

line, 3 different 

lines going on at 

the same time but 

2 of them include 

long tones in 

213-217, 

monophonic 

from 218-220 but 

phrase ends in a 

cluster chord in 

222 

Meas. 238-246: RT 

& same counter line 

that appeared in RT 

at 153 but down a 

half step this time & 

the voicings are a 

little different (more 

voices this time). 

This is varied but 

pretty similar to 

238-241 w/ 

ornaments & more 

notes starting at 242.  

Timp. is keeping a 

rhythmic pulse here 

in eighths. 
 

Meas. 247-253: loud 

& rhythmic 

interjections in a 

minor mode for the 

first 4 bars, then the 

music subsides w/ 

frags that are RT-

like in 251-253 

 

Meas. 272-279: JWT, no 

text, fewer contrasting lines 

but some rhythmic 

differences between the lines 

to vary it. This statement is 

much more rhythmic than 

previous statements. 
 

Meas. 280-284: No text, the 

dynamic climax of the piece 

starts in pick-ups to m. 280 

where low voices have the 

same rhythm as the Tear 

Down This Wall figure (not 

pitches but rhythm). Fanfare-

like parts in tpt & hrns w/ 

repeated P5s in 281-283 (add 

1st cl. in 282-283). 

 

Meas. 312-323: no text, 312-313 is the 

same as 305-306 except it has added 

counterpoint & contrary motion. P4 

motive in upper voices in 316-317. 

There are multiple lines occurring in 

this section. The music is rhythmic, 

loud, & busy, as it is offering a 

reaction to the news of Reagan’s 

Alzheimer’s.  
 

Meas. 324-331: text, concluding 

section, soloistic lines, 2nd cl & solo 

euph have P4 motive in 325, 1st cl, 1st 

alto, & 1st hrn in 326-327 is the same 

as 305-306 & 312-313, rising P4s in 

328 & 329 
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The Shining City, SECOND HALF (cont’d) 
 

SECTION Section 6 
John 

Winthrop & 

Reagan 

Themes 

Section 7 
Includes 

Instrumental 

Interlude 2 

Section 8 
Reagan Theme & 

Instrumental  

Interlude 3  

Section 9 
Includes John Winthrop 

Theme & Instrumental  

Interlude 4  

Section 10 
Includes Instrumental Interlude 5 & 

Conclusion 

 

MEASURES 170-196  

(27 meas.) 

197-222  

(26 meas.) 

223-253  

(31 meas.) 

254-284  

(31 meas.) 

285-331  

(47 meas.) 

DYNAMICS soft-mf soft when there is 

text, loud at 213 

since it is 

instrumental 

soft when there is 

text & louder when 

there is not 

soft when there is text & 

louder when there is not, 

dynamic climax of the piece 

is at 280 

soft when there is text & louder when 

there is not, emotional climax of the 

piece is at 305 & is soft—like most of 

MC’s emotional climaxes 
 

TEXTURE thin to 

medium, some 

soloistic 

moments 

thin when there is 

text, thicker at 

213-217, 

monophonic at 

218-222 

thin when there is 

text, medium in the 

trans. in 232-236, 

thick from 237-249 

but thins out at end 

(250-253) 

a little thick w/ a few 

independent lines in 255-257 

underneath text, generally a 

medium texture when there 

is text & thick when there is 

not 

thinner & less busy when there is text 

& much busier & louder when there is 

not,  this section generally continues to 

build to a climax in 320 & then thins 

out to the end 

RHYTHM cool 

counterpoint 

in 176-184 

where some 

triplets in 

simple meters 

are used, 

independent 

chimes part in 

189-190, very 

sparse perc. 

interjection-like 

in 204 to 205, 

fast rhythmic 

figures in euph 

solo in 203 & 

206, very 

rhythmic in the 

tpts in 213-217, 

monophonic in 

218-222 

some triplets in 

simple meters, duple 

against triple at 

times (230-231, 

234-237, 240), 

independent chimes 

part in 234-237, 

timp. has rhythmic 

pulse in 238-244, 

very fast rhythmic & 

loud interjections in 

winds & timp. in 

247-249 

some triplets in simple 

meters, independent chimes 

part in 255-256, m. 270 has 

the same rhythm that occurs 

every time at the end of the 

JWT,  278-279 is a variation 

of this rhythm, the JWT in 

272-279 is much more 

rhythmic than we’ve seen 

the theme before,  278-279 is 

a variation of this rhythm, 

fanfare-like in 280-284 

some triplets in simple meters, a few 

independent chimes parts, very 

rhythmic & busy w/ multiple lines at 

312-323,  Tear Down This Wall 

rhythm in 280 
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Symphonic Prelude (The Cemetery at Colleville-Sur-Mer) by Mark Camphouse, 

published in 2006 

 

FORM = Three-part (A, B, C), w/ similarly proportioned sections… 

 

Section  Number of meas. Approximate length in time 

1 (without the intro) 21 2 minutes & 28 seconds (2:28) 

2 38 (faster tempos) 1 minute & 50 seconds (1:50) 

3 36 2 minutes & 40 seconds (2:40) 

 

NOTES… 

• Uncharacteristically of MC, every measure is in 44. 

• The theme, motive, & main harmonies are all built on perfect 5ths. 

 

THEMES… (Note: Both themes begin w/ the Desc. P5 Motive) 

• AMERICAN YOUTH RISING (AYR) THEME = This theme begins with the 

Three P5ths Motive. The full 8 bar theme is stated twice: in mm. 32-39 & 40-49 

(this statement has a 1 bar extension). The first four bars of the theme are also 

stated 3 times in mm. 11-14, 15-18 & 27-31.  

• THEME 2 = Heard in mm. 76-83 & 84-92. Fragments of this theme appear in 

mm. 1-10, 58-60, 95-97, & 101-102. 

 

MOTIVES… 

• THREE P5ths MOTIVE = P5 down & then two P5ths up. Example: 1st three 

notes in the 1st flute part in mm. 11-12 (A, D, E). This motive appears eleven 

times. 

• DESC. P5 MOTIVE = One descending P5 (the first interval of the Three P5ths 

Motive). Example: 1st two notes in the first meas. (C, F). This motive appears 

fifteen times by itself, & 26 times if you include the times it appears in the Three 

P5ths Motive as well. 

 

ERRATA: MC said m. 40 should really be ♩ = 116, not ♩ = 100. 

 

FOR CLARITY: The “A tempo” at m. 50 could be confusing since the beginning & 

previous tempos were not ♩ = 88.  Just follow the ♩ = 88 marking here. The rall. before m. 

50 should slow down to a slower tempo than ♩ = 88, so then it picks back up to ♩ = 88 at 

m. 50. 

 

NOTES… 

• For the PHRASE STRUCTURE row, the numbers represent the number of 

measures in each phrase. 

• For the TONAL CENTER row, notes listed that do not have major or minor as 

labels are ambiguous or more modal. 
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Symphonic Prelude 
 

SECTION Intro = 

Desc. P5 

Motive & 

Theme 2 

Fragments 

A = Three P5ths 

Motive & AYR 

Theme Fragments 

New material but 

still part of the A 

Section = Distant 

Artillery 

B Section = AYR Theme C Section = Theme 2 

MEASURES 

 
1-10 

(10 meas.) 

11-18 

(8 meas.) 

19-31 

(13 meas.) 

32-69 

(38 meas.) 

70-105 (end) 

(36 meas.) 

TEMPO Slow 

♩ = 60-66 

 

Slow  

Poco piu mosso 

♩ = 72 w/ fermata 

in last bar 

Slow 

L’istesso tempo 

♩ = 72, w/ rall. & 

fermata at end 

Medium, Medium Fast, & Slow 

♩ = 80-116-88-80-66 w/ some fluctuations 

 

Medium & Slow 

♩ = 80-84-72-66 w/ 

fluctuations 

  

METER  

 

4
4 

4
4 

4
4 

4
4 

4
4 

PHRASE 

STRUC-

TURE 

4+4+2 

 

4+4 

 

1+4+3+5 4+4+4+4+2+9+8+3 

 

6+8+11+11 

 

TONAL 

CENTER 

B-flat 

natural 

minor 

(aeolian) 

None, really, but 

emphasis on D 

because it is the 

bottom note of the 

Desc. P5 motive 

None really, but a 

little emphasis on E 

Major, E major in m. 

26 

Meas. 32-39: none, really, but some emphasis 

on D because it is the bottom note of the Desc. 

P5 motive, similar to m. 11. 
 

Meas. 40-49: emphasis on B for the same reason 

(motive down a min. third here, though—also, 

B pedal) 
 

Starting at m. 50: Emphasis on D & G-flat at the 

same time because there is a G-flat pedal & that 

is the bottom note of the motive when it comes 

back around again, yet there are a lot of triads 

built on D   

 

B-flat to E-flat 
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Symphonic Prelude (cont’d) 
 

SECTION Intro = 

Desc. P5 

Motive & 

Theme 2 

Fragments 

A = Three 

P5ths Motive 

& AYR Theme 

Fragments 

New material but still 

part of the A Section = 

Distant Artillery 

B Section = AYR Theme C Section = Theme 2 

MEASURES 

 
1-10 

(10 meas.) 

11-18 

(8 meas.) 

19-31 

(13 meas.) 

32-69 

(38 meas.) 

70-105 (end) 

(36 meas.) 

HARMONY 

 

 

 

none, just 

melody 

here 

quintal & tri-

tone harmonies, 

F-sharp major 

chord w/ P5ths 

E, B & D, A in 

the last bar & a 

half 

bitonality in first 

couple of bars, quintal 

harmonies, major & 

minor triads, quintal 

harmonies over a C 

major chord w/ an 

added 6th at the 

fermata in 31, some 

flat major VI & flat 

major VII chords 

borrowed from 

parallel minor  

Meas. 32-49: mostly extended major chords & 

quartal & quintal harmonies, some bitonality 

in mm. 37-38, B pedal starting in m. 40 
 

Meas. 50-65: G-flat pedal, bitonality & tri-

tone harmonies: G-flat major over C major in 

mm. 53-54, D major over a G-flat in mm. 55 

& 57, D major & D minor over a G-flat in 

mm. 58-62, tri-tone in bsn & E.H. in mm. 60 

& 62.   
 

Meas. 66-69: simpler… C minor to F minor7 

to B-flat major in 70 

mostly major & minor 

chords (a few are 

extended), ends firmly in 

E-flat major, some flat 

major VI & flat major VII 

chords borrowed from 

parallel minor 

MELODY sorrowful 

English 

horn solo 

w/ Desc. 

P5 Motive 

& Section 

C Theme 

Fragments 

 

Meas. 11-14: 4 

bars flute solo 

(Three P5ths 

motive & AYR 

theme 

fragment) 
 

Meas. 15-18: 4 

bars flt & clar 

duet (same 

motive & theme 

frag.), motive 

echoed in 

second phrase 

in bsn, tenor 

sax, & hrn. 

Meas. 19-26: rhythmic 

melody w/ a lot of 

stepwise motion, 

represents distant 

artillery on D-Day 
 

Meas. 27-31: AYR 

theme frag. up a step 

& extended   

 

  

Meas. 32-39: tpts, hrns, & tbns state the AYR 

theme  
 

Meas. 40-49: alto saxes & tpts have the AYR 

theme, countermelody in tenor sax, hfns, & 

euph in 41-45 that begins w/ Three P5ths 

Motive 
 

Meas. 50-58: reminiscent of the Distant 

Artillery from phrase beginning in m. 19, tpts 

& clars for 4 bars then middle voices & tbns. 

in 53-58 
 

Meas. 59-69: E.H. solo w/ other soloistic lines 

in support, Three P5ths motive stated twice 

but varied 

 

 

Meas. 70-75: transition   
 

Meas. 76-83: Theme 2 in 

middle voices 
 

Meas. 84-95: Theme 2 w/ 

3 bar extension, melody in 

upper & middle 

woodwinds, 

countermelody in hrns & 

lower tpts, low voices have 

moving line in 3 bar ext.  
 

Meas. 95-105 (end): 

climax of the piece in 95, 

Desc. P5 motive 

statements, some soloistic 

lines 
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Symphonic Prelude (cont’d) 
 

SECTION Intro = 

Desc. P5 

Motive & 

Theme 2 

Fragments 

A = Three 

P5ths Motive 

& AYR Theme 

Fragments 

New material but still 

part of the A Section = 

Distant Artillery 

B Section = AYR Theme C Section = Theme 2 

MEASURES 

 
1-10 

(10 meas.) 

11-18 

(8 meas.) 

19-31 

(13 meas.) 

32-69 

(38 meas.) 

70-105 (end) 

(36 meas.) 

DYNAMICS solo soft mp < mf > p mostly forte & full, gets softer from 59-69 

 

p < ff > p 

TEXTURE very thin thin thick but not full (tpts 

& flts out for first 8 

bars) 

medium to full (starts w/ just tpts, hrns & tbns, 

then tutti), thinner in 59-69 

medium to tutti to thick but 

not tutti 

RHYTHM n/a independent 

chimes part in 

mm. 17-18 

rhythmic melody 19-

25 

perc. interjection in m. 35, m. 39 has same 

rhythm as m. 14, isolated 16th note triplet 

rhythms that Camphouse often uses in his 

music in mm. 37-39, 50, & 53-54 

16th note triplets included 

in m. 94 
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Symphony from Ivy Green  (Symphony No. 3) for Soprano and Wind Orchestra by 

Mark Camphouse, published in 2001  

 

Text from the writings of Helen Keller 

 

FORM = Six movements, all between 3-4.5 minutes except for Movement IV which is 6 

minutes. 
 

NOTE: Except for Movement IV, MC doesn’t really think of the movements as having 

separate sections, but LE has divided movements into sections simply to easily convey 

information in an organized manner. The sections listed in Movement IV are according to 

how MC thinks of them. 
 

Quote from MC:  

“[This piece] was the most liberating creative experience I've had as a composer all of 

these years…because of the text. Because of the genius that was Helen Keller. Working 

with her words I almost felt arrogant. Like who am I, as a mere mortal, to take these 

words and to think that I can set them appropriately? I did my best and I just really 

connected with who she was, what she overcame.”  -MC 
 

THEMES & MOTIVES… 

• MOTIVE 1 = Used at the beginning & ending in Mvmt. 1, once in Mvmt. 4, twice 

in Mvmt. 5, & twice at the end of Mvmt. 6 

• MOTIVE 2 = Used in Mvmt. 2, once in Mvmt. 4 

• THE WELL THEME = Used in Mvmt. 2 

• MOTIVE 3 = Used in Mvmt. 3 

• 4TH MVMT. INTRO FIGURE = Used in Mvmt. 4 

• MOTIVE 4 & CHILD-LIKE THEME = Used in Mvmts. 4 & 5 

• “THEY TOOK AWAY” THEME = Used in Mvmt. 6 
 

NO ERRATA IN THE SCORE  
 

FIRST MOVEMENT: I. Prelude    
 

MOTIVE 1 = The motive that first appears in mm. 1 & 2 in the 1st flute part. This motive 

occurs a total of 10 times in this mvmt: mm. 1-2, 3-4, 5-6, 7-8, 44-45, 46-47, 48-49, 50, 

51, 52-53. 
 

NOTES… 

• This movement does not include voice.  Its function is to set the mood for what is 

to come. 

• For the METER row in the analysis chart, the meters are listed in order of first 

appearance in each section.  

• For the PHRASE STRUCTURE row, the numbers represent the number of 

measures in each phrase. 
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Symphony from Ivy Green, FIRST MOVEMENT 
 

SECTION Solos 

Innocence (of H.K.) 

 

Tutti Tutti 

Injustice (reflecting the injustice 

H.K. must’ve felt sometimes) 

Solo 

Innocence 

Very similar to first 8 bars 
MEASURES 

 
1-23 

(23 meas.) 

24-35 

(12 meas.) 

36-43 

(8 meas.) 

44-53 (end of mvmt.) 

(10 meas.) 

TEMPO Slow 

♩ = 60 w/ fluctuations 

Slow & Medium 

♩ = 60-84, molto allarg. in 

35 

Slow 

♩ = 60 

Slow & Very Slow 

♩ = 60-54, rall. to end 

METER  4
4, 

3
4, 

5
4, 

6
4, 

7
4 

4
4 & one bar of 54 

5
4, 

 4
4, 

3
4 

5
4, 

2
2, 

 4
4, 

3
4, 

6
4 

PHRASE 

STRUCTURE 
8+10+5 

 

7+5 8 10 

TONAL 

CENTER 

E-flat w/ strong emphasis on 

B-flat 

none (moves frequently) none E-flat w/ strong emphasis on B-

flat, but mirky w/ much 

dissonance 

HARMONY 

 

 

 

Meas. 1-7: D-flat, A-flat & E-

flat (quintal) pedals 

 

Meas. 8-23: mostly E-flat & 

B-flat (quintal) pedals but 

some other quintals as well 

quintal harmonies, major & 

minor chords…some w/ 

added notes, the 

orchestration is low & 

minor starting in m. 30…it 

starts to get dark here.  
 

F-sharp pedal, clusters 

 

Gets “very harmonically 

unsettled” in m. 36. -MC 

 

mostly F-sharp & C-sharp 

(quintal) pedals, add G pedal, 

ends on an A-flat major chord 

over a D-flat major chord 

MELODY SOLOS… 

Meas. 1-8: Motive 1 occurs 4 

times in flt & pno  

 

Meas. 9-18: new idea in solo 

hrn for 4 bars, then repeated 

in hrn & flt for 4 bars (w/2 

bar ext.) 

 

Meas. 19-23: new recitative-

like idea in solo trumpet 
 

TUTTI (new material)… 

Melody in pic, fls, ob, 1st cl, 

1st alto, 1st tpts, & 1st & 2nd 

hrns, & this is a little similar 

to the melody in mm. 9-18. 

 

Meas. 26 foreshadows the 

main motive in mvmt. 3, 

starts to get dark in m. 30, 

orchestration is low. 

TUTTI IN UNISON/OCTAVES 

(new material)… 

Melody in pic, fls, ob, EH, some 

cls, altos, some tpts, vibes & pno 

(some horns & 1st tbn are in & 

out of melody) 

 

 

SOLOS… 

Meas. 44-53: Motive 1 occurs 6 

times in fl & pno, last 3 bars 

uses different pitches but it’s 

still the motive 
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Symphony from Ivy Green, FIRST MOVEMENT (cont’d) 
 

SECTION Solos 

Innocence (of H.K.) 

 

Tutti Tutti 

Injustice (reflecting the injustice 

H.K. must’ve felt sometimes) 

Solo 

Innocence 

Very similar to first 8 bars 
MEASURES 

 
1-23 

(23 meas.) 

24-35 

(12 meas.) 

36-43 

(8 meas.) 

44-53 (end of mvmt.) 

(10 meas.) 

DYNAMICS soft soft-loud-louder sustained notes are soft & melody 

is loud, perc. interjections are loud 

soft-softer 

TEXTURE thin medium-thin-thick in m. 34-

35.  

 

Low voices only in m. 31-

33. 

Interesting because it’s full w/ 

everyone playing but it’s thin 

because there is melody in 

unison/octaves & sustained notes 

& that’s it (well, plus 2 per. 

interjections) 

thin 

RHYTHM recitative-like at 19 some triplets in simple 

meters 

a lot of triplets are used a lot idependent triplet figures in 

chimes meant to be felt more 

than heard…not overpowering 
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Symphony from Ivy Green (Symphony No. 3) for Soprano and Wind Orchestra by 

Mark Camphouse, published in 2001   

 

SECOND MOVEMENT: II. The Well    

 

MOTIVE 2 = First found in piccolo, flutes, & oboes in mm. 55-57. Appears 7 times total 

in this mvmt. in mm. 55-57, 58-59, 70-72, 73-74, 75-76, 93-95, & 107-109. 

 

THE WELL THEME = This theme is stated 4 & a half times. It is first found in the 

soprano in mm. 62-69. It appears in mm. 87-93 up a perfect 5th from the first statement, 

& the first five measures of it appear in mm. 98-102 up another perfect 5th as a statement 

w/ an echo. The theme begins again in mm. 103-105 but then deviates.  

 

NOTES… 

• The voice & ensemble are both featured in this movement. 

• For the METER row in the analysis chart, the meters are listed in order of first 

appearance in each section.  

• For the PHRASE STRUCTURE row, the numbers represent the number of 

measures in each phrase. 
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Symphony from Ivy Green, SECOND MOVEMENT 
 

SECTION Voice Expansive Instrumental Interlude Voice 

MEASURES 54-86 (33 meas.) 87-111 (25 meas.) 112-117 (15 meas.) 

TEMPO Medium Slow 

♩ = 88-76 w/ fluctuations 

Medium Slow 

♩ = 80-76 w/ fluctuations 

Medium Slow 

♩ = 76 w/ fluctuations 

METER  4
4, 

5
4, 

2
4, 

3
4 

4
4, 

5
4, 

3
4 

4
4, 

3
4, 

2
4, 

6
4 

PHRASE 

STRUCTURE 
8+8+6+11 8+3+5+4+5 7+9 

TONAL 

CENTER 

none (one could argue that it is C from 54-61 & G 

from 62-66 but it is a bit of a stretch) 

none but it’s very minor from 95-106 & then major 

for a few bars at 107   
 

feels like G major in 

114-115, ends on a D 

major chord 

HARMONY 

 

 

 

individual notes as pedals, note stacking for pedals, 

quintal pedals, quintal harmonies, major & minor 

chords, extended chords, chords w/ added notes, 

clusters, bitonality w/ D-flat major over G-flat 

major chord in meas. 83 
 

individual note pedals, quintal pedals, quintal 

harmonies, major & minor chords, chords over 

unrelated pedals, clusters 

major & minor 

chords, quintal 

harmonies, extended 

chords, clusters 

MELODY 

 

 

 

 

 

 

 

 

Meas. 54-61: Motive 2 stated 3 times: in pic, fls, & 

oboe in meas. 55-57, in some cls & 1st hrn in mm. 

58-59 
 

Meas. 62-69: The Well Theme in soprano 
 

Meas. 70-75: Motive 2 stated twice & is very 

similar to mm. 54-61 
 

Meas. 76-86: Motive 2 is in the soprano followed 

by new material  
 

Meas. 87-93: there is a climax in m. 87 w/ the 

soprano high A on “alive” 
 

Meas. 87-93: The Well Theme in upper voices & 1st 

& 2nd hrns 
 

Meas. 94-97: Motive 2 in m. 94 w/ pick-up & short 

transition 
 

Meas. 98-102: first 5 meas. of The Well Theme in 

middle voices w/ an echo of it in lower voices 
 

Meas. 103-106: The Well Theme starts but then it 

deviates, echo is ending. Low voices & trills are 

meant to be alliteration to how the text 

“bubbles/percolates” -MC 
 

Meas. 107-111: Motive 2 in upper woodwinds & pno. 
 

Meas. 112-118: new 

material in soprano 
 

Meas. 119-127: new 

material in soprano 

(m. 120 is 

reminiscent of a few 

notes from The Well 

Theme) 

DYNAMICS soft when soprano sings loud-mp-loud-soft soft 

TEXTURE Thin-medium  thicker mostly thin 

RHYTHM some triplets in simple meters some triplets in simple meters, cool chimes part that 

is different in mm. 103-107 

some triplets in 

simple meters 
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Symphony from Ivy Green (Symphony No. 3) for Soprano and Wind Orchestra by 

Mark Camphouse, published in 2001   

 

THIRD MOVEMENT: III. Hold Out Your Hands    

 

MOTIVE 3 = Motive that first appears in m. 128, which is the first meas. of this mvmt.  

This motive occurs 14 times in this movement: mm. 128, 129, 131, 132, 135, 136, 149, 

150, 152, 155, 161-162, 168, 172-173 & 181-182. The motive is in augmentation in mm. 

161-162, 168, & 172-173. The pitches are slightly varied in mm. 181-182.  

 

NOTES… 

• The voice part is prominent throughout the movement. 

• For the METER row in the analysis chart, the meters are listed in order of first 

appearance in each section.  

• For the PHRASE STRUCTURE row, the numbers represent the number of 

measures in each phrase. 
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Symphony from Ivy Green, THIRD MOVEMENT 
 

SECTION Motive 3 Voice Motive 3 

 

Motive in Augmentation Motive in 

Augmentation 
 

MEASURES 

 

128-138 

(11 meas.) 

139-148 

(10 meas.) 

149-160 

(12 meas.) 

161-171 

(11 meas.) 

172-182 

(11 meas.) 

TEMPO Medium Slow 

♩ = 80 w/ 

fluctuations 

Slow 

♩ = 66 

Medium Slow 

♩ = 80 w/ fluctuations 

 

Medium Slow 

♩ = 76 w/ fluctuations  
 

Slow  

♩ = 72-66, rall. to end 

METER  4
4, 

5
4, 

7
4 

4
4, 

5
4, 

3
4, 

2
4 

4
4, 

3
4, 

5
4, 

2
4 

4
4, 

3
4, 

2
4 

 

4
4, 

3
4, 

2
4 

PHRASE 

STRUCTURE 
11 10 12 11 11 

TONAL 

CENTER 

none (one could 

argue it’s D but 

that’s a stretch) 

none none none but it has mostly a major feel 

to it because there are major 

chords & there is more 

consonance here 
 

none but ends on an A-

flat major chord 

HARMONY 

 

 

 

individual notes 

as pedals, note 

pyramiding for 

pedals, quintal 

harmonies, an A 

major extended 

chord, clusters 

quintal 

harmonies, 

major, minor, 

& dim. 

chords 

clusters, bitonality in m. 154, 

pyramiding of pedals 
 

colors in vibes & marimba in 

mm. 155-160, & flt trills in 

mm. 158-159, are alliteration 

w/ the text here, “space, 

wonder…” 
 

pyramiding of pedals, major & 

minor chords, extended chords, 

quintal harmony in m. 166  

pyramiding of pedals, 

major & minor chords, 

extended chord in m. 

177.  Ends on A-flat 

major. 

MELODY Motive 3 is stated 

6 times. The 

motive is 

alliteration…the 

sunbeams are 

bursting forth. 

 

Meas. 139-

140: exactly 

the same as 

24-25, then 

new material 

Restatement of the opening. 

Motive 3 is stated 4 times. The 

first 5 pitches after the soprano 

soloists sings the motive in 

mm. 152-153 are the same as 

in mm. 132-133. In the 

subsequent phrase, the 2 notes 

after the motive are A to B 

(mm. 155-156). 
 

Motive 3 is stated twice. It’s 

augmented in mm. 161-162, & in 

a completely new rhythm in m. 

168. 
 

The first 5 pitches are the same 

again after the soprano sings the 

motive in mm. 162-163. In the 

subsequent phrase, the 2 notes 

after the motive are A to B (mm. 

168-169). 
 

Motive 3 is stated 1 

time in augmentation 

in mm. 172-173.  The 

motive is altered in m. 

181, like an echo. 
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Symphony from Ivy Green, THIRD MOVEMENT (cont’d) 
 

SECTION Motive 3 Voice Motive 3 

 

Motive in Augmentation Motive in 

Augmentation 

MEASURES 

 

128-138 

(11 meas.) 

139-148 

(10 meas.) 

149-160 

(12 meas.) 

161-171 

(11 meas.) 

172-182 

(11 meas.) 

DYNAMICS loud-soft when 

voice comes in-

loud 

soft Loud-mostly soft soft soft 

TEXTURE Medium-thin 

when voice 

comes in-medium 

mostly thin motive is full & then it thins 

out when voice comes in (m. 

152) 
 

mostly thin because voice is 

prominent the entire time 

thin because voice is 

prominent the entire 

time, chimes part at m. 

172 

RHYTHM triplets & 5-

tuplets in the 

motive 

some triplets 

in simple 

meters 

Motive 3 some triplets in simple meters motive in 

augmentation… longer 

durations of notes 
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Symphony from Ivy Green (Symphony No. 3) for Soprano and Wind Orchestra by 

Mark Camphouse, published in 2001   

 

FOURTH MOVEMENT: IV. The Heart of Darkness    

 

MOTIVE 1 = Occurs 1 time in this mvmt. in m. 274. 

 

MOTIVE 2 = Appears 1 time in this mvmt. in mm. 228-230. 

 

4TH MVMT. INTRO FIGURE = First stated as an oboe solo in mm. 183-185, then stated 

2 more times in the mvmt. in mm. 187-190 & 226-228. 

MOTIVE 4 = First heard in 1st trumpet in mm. 238-239. Stated 8 times, all within 

Section 3 of the movement, in mm. 238-239, 239-240, 240-241, 241-242, 243-244, 253-

254, 265-266, & 266-267. 

 

CHILD-LIKE THEME = This theme begins with Motive 4 & is first heard in the soprano 

starting w/ pick-ups to mm. 244-248. The theme is restated in the winds beginning w/ the 

pick-ups to m. 254. The second statement does not end the same as the first but it is the 

same for the first 6 bars.  

 

NOTES… 

• The voice part is prominent throughout the movement, & whenever it starts a 

new phrase, it has repeated notes on the same pitch at the beginning…twice with 

the same rhythms (pick-ups to m. 232 & m. 269). The voice also always starts at 

a comfortable place in the soprano range, always on D4 or B4 except for the 

Child-like Theme. 

• For the METER row in the analysis chart, the meters are listed in order of first 

appearance in each section.  

• For the PHRASE STRUCTURE row, the numbers represent the number of 

measures in each phrase. 
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Symphony from Ivy Green, FOURTH MOVEMENT 
 

SECTION Introduction & Section 1 Section 2 Trans. & Section 3 (Motive 4) 
 

Concluding Section 

MEASURES 183-219 

(37 meas.) 

220-238 

(19 meas.) 

239-268 

(30 meas.) 

269-284 

(16 meas.) 

TEMPO Slow & Medium Slow 

♩ = 60-84-72 w/ fluctuations 

Slow 

♩ = 72 w/ fluctuations 

Slow & Medium 

♩ = 72-88-80 w/fluctuations 

 

Slow 

♩ = 60 w/  fluctuations 

METER  4
4, 

5
4, 

6
4, 

3
4, 

6
8, 

2
4 

4
4, 

5
4 Mostly 34, but also 

4
4 & 54 

 

5
4, 

 4
4, 

2
4, 

3
4 

PHRASE 

STRUCTURE 
8+10+6+8+5 6+6+7 5+10+12+3 10+6 

TONAL 

CENTER 

none none but starts w/ 

mostly major chords 
 

 

mostly C major none 

HARMONY 

 

 

 

 

 

 

 

Meas. 183-190: tri-tone pedals w/ 

pyramiding of other unrelated notes as 

pedals, clusters 
 

Meas. 191-200: C major vs. D major 

chords w/ unrelated notes in melody 

(voice) from 191-196, E minor chord 

w/ “A” on offbeats in m. 197, quintal 

harmonies & clusters in 198-200  
 

Meas. 201-206: mostly major chords 

on top of stacked P5s 
 

Meas. 207-214: extended C major 

chord w/ unrelated notes in melody 

(voice)… goes to D major in m. 211 w/ 

instruments only & feels lifted up 
 

Meas. 215-219: instrumental transition, 

D pedal w/ some added notes 
 

This section is more 

consonant.  
 

Meas. 220-225: 

mostly major chords 

w/ a few of them 

extended, bitonality in 

m. 223, quintal pedals 

start in m. 225 
 

Meas. 226-231: 

quintal pedals, D 

minor chord in 230-

231 
 

Meas. 232-238: major 

& minor chords in 

232-234, bitonality in 

235-236, quintal 

harmony in 237-238 
 

Meas. 239-243: B-flat major, B-flat 

pedal w/ other pedals pyramiding on 

top 
 

Meas. 244-253: mostly C major, 

major triads, a few minor chords & 

extended major chords, flat major 

VII chords used 
 

Meas. 254-265: a little different but 

similar to the previous 10 bars, ends 

differently 
 

Meas. 266-268: quintal harmonies 

but re-arranged…different notes in 

Motive 4 

 

Meas. 269-278: A pedal 

against B natural & then 

B-flat in soprano, quiet 

dissonance in chimes, 

vibes & crotales in mm. 

271-273, Motive 1 from 

mvmt. 1 & cluster in m. 

274, quintal harmonies 

in mm. 275-276 & 278, 

counterpoint in bsn in 

mm. 277-278 
 

Meas. 279-284: layering 

of 2-3 notes that are 

dissonant, ends w/ a B-

flat against an A.  
 

No pitch on 

“nothingness” in 

soprano. 
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Symphony from Ivy Green, FOURTH MOVEMENT (cont’d) 
 

SECTION Introduction & Section 1 Section 2 Trans. & Section 3 (Motive 4) Concluding Section 

MEASURES 183-219 

(37 meas.) 

220-238 

(19 meas.) 

239-268 

(30 meas.) 

269-284 

(16 meas.) 

MELODY 

 

 

 

 

 

 

 

Meas. 183-190: introduction, 4th Mvmt. 

Intro Figure & 4th Mvmt. Intro Figure 

repeated in oboe solo w/ a little cntrpt. 

in hrn at end 

 

Meas. 191-200: beginning of Section 1, 

voice 

 

Meas. 201-206: no voice, 

hopping/skipping-like 

 

Meas. 207-214: voice (has some 

similarities to 191-200) 

 

Meas. 215-219: instrumental transition 

Meas. 220-225: 

voice, thin in 

instruments 

 

Meas. 226-231: 

instrumental 

transition 226-228 

is the 4th Mvmt. 

Intro Figure, & 229-

230 is Motive 2 

from mvmt. 2 

 

Meas. 232-238: 

voice, thin in 

instruments 

Motive 4 stated 8 times. 

 

Pick-ups to mm. 239-243: transition to 

Section 3. Motive 4 introduced in tpt & 

flt 

 

Meas. 244-253: Section 3, voice has 

Child-Like Theme, chamber music 

 

Meas. 254-265: Instrumental Interlude 

w/ the Child-Like Theme…a regal & 

noble statement of the theme w/ 

Camphouse-esque cntr. melodies 

 

Meas. 266-268: short instrumental 

transition w/ echos of Motive 4 
 

Meas. 269-278: voice, 

quasi recitative 

 

Meas. 279-284: voice, 

chimes, & vibes parts in 

m. 280 are 

loud…alliteration w/ the 

word, “will” 

 

The word, “nothingness” 

has no pitch. 

DYNAMICS soft-mf-soft-mf-soft soft (brief moment 

of being louder in 

Motive 2) 
 

soft w/voice, loud in the instrumental 

interlude, diminuendo in last 4 bars 

soft except for chimes & 

vibes in m. 280 

TEXTURE solos & thin texture in 8 bar intro, 

bubbling/percolating figures in upper 

woodwinds but still mostly thin 

textures when voice sings, thicker 

textures when voice does not sing 
 

 

thin w/ voice, 

thicker when there’s 

no voice 

thin & chamber music like w/voice, 

thick & full in instrumental interlude, 

thins out the last 3 bars to set up voice 

entrance 

mostly thin, nice cntrpt. 

in bsn, nice colors in 

pitched perc. 

RHYTHM lots of triplets in simple meters in 

accompanying patterns, change of style 

from 201-206…hopping/skipping-like 

a little recitative-

like in mm. 232-238 

Triplets vs. duples in a couple bars quasi recitative in voice, 

pitched perc. has 

different rhythms  
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Symphony from Ivy Green (Symphony No. 3) for Soprano and Wind Orchestra by 

Mark Camphouse, published in 2001   

 

FIFTH MOVEMENT: V. Silence Sits Immense Upon My Soul  

 

MOTIVE 1 = Motive 1 appears 1 time in this movement in m. 291. In m. 286 in the vibes 

& piano, it is similar to Motive 1. 

 

MOTIVE 4 = Motive 4 occurs 6 times in this mvmt. In mm. 315-316, the soprano has it 

but it is slightly altered. The soprano also has the motive in mm. 323-324, 324-325, & 

328-329 (this last time it is doubled in other parts). The motive appears as an echo in bsn 

& hrn in m. 324, & it’s in upper voices in mm. 338-339. 

 

CHILD-LIKE THEME = This theme occurs once in this mvmt. in mm. 328-334. It is 

stated in the same key as both statements in the previous mvmt. 

 

NOTES… 

• The voice part is prominent throughout the movement. 

• For the METER row in the analysis chart, the meters are listed in order of first 

appearance in each section.  

• For the PHRASE STRUCTURE row, the numbers represent the number of 

measures in each phrase. 
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Symphony from Ivy Green, FIFTH MOVEMENT 
 

SECTION Dissonant Cadenza, recitative-like Motive 4 & Child-like Theme Outro 

MEASURES 

 
285-300 

(16 meas.) 

301-323 

(23 meas.) 

324-341 

(18 meas.) 

342-346 

(5 meas.) 

TEMPO Slow 

♩ = 60-72, rall at end 

Slow 

♩ = 72-60 w/ fluctuations 

Slow & Medium Slow 

♩ = 72-80 w/ fluctuations 

Medium Slow 

♩ = 80, rall. at 

end 
METER  4

4, 
5
4, 

3
4 

3
4, 

4
4, 

5
4 

3
4, 

 5
4, 

4
4 

4
4 

PHRASE 
STRUCTURE 

10+6 5+13+5 4+11+3 5 

TONAL  

CENTER 
none none none (one could argue C major because it’s 

similar to the Child-like Theme in mvmt. 4 but 

some chords are different so it’s a stretch) 
 

perhaps A 

natural 

minor/aeolian 

HARMONY 

 

 

Meas. 285-294: bitonal & 

pointillistic, singing long 

tones in wind parts 

 

Meas. 295-300: text is more 

hopeful, extended major & 

minor chords 

not much harmony in this 

section, “A” pedal in mm. 301-

305, bitonal in mm. 311-315 

(on the words, “bitter” & 

“futile”), E major chord in 

mm. 320-321 but G natural in 

melody, B-flat minor chord in 

m. 322 but E natural in melody 

similar to the Child-Like Theme in mvmt. 4, but 

some chords are different 

 

clusters, quintal harmonies,  quintal harmonies 

that are re-arranged from bottom to top, major 

& minor chords 

quintal 

harmony in m. 

342, F major 

pedal in mm. 

342 (beat 3) to 

344, 

descending line 

in 1st cl, ends 

on an A 
MELODY new material in voice, echos 

of Motive 1 in m. 286 (vibes 

& pno.) & m. 291 (1st flt. & 

pno., & half in 1st cl.), some 

counterpoint in mm. 296-300 

cadenza-like for soprano, quasi 

recitativo, Motive 4 appears 

slightly altered in mm. 315-

316 

Motive 4 from mvmt. 4 is heard 5 times.  
 

Voice has the Child-Like Theme from mvmt. 4.  

The last 3 bars are instrumental w/ Motive 4 & a 

decrescendo to get ready for voice to come back 

in w/ the last phrase. Countermelody included. 
 

voice 

DYNAMICS soft soft except for voice soft-mp-loud-soft soft 

TEXTURE thin, singing long tones adds 

a different texture.  

 

very thin thin-thick-thinning out in m. 341. Thickest 

scoring yet w/ voice at same time. Ensemble 

must be a careful not to overpower the soprano. 

thin 

RHYTHM counterpoint lines (mm. 296-

300) are all different, some 

triplets in simple meters 
 

some triplets in simple meters 2 echos in countermelody, some triplets in 

simple meters 

triplets in m. 

342 
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Symphony from Ivy Green (Symphony No. 3) for Soprano and Wind Orchestra by 

Mark Camphouse, published in 2001   

 

SIXTH MOVEMENT: VI. Epilogue (They Took Away)  

 

MOTIVE 1 = This motive appears 3 times at the end of this mvmt. in mm. 386-387, 388-

389, & 393-394.  

 

“THEY TOOK AWAY” THEME = This motive first occurs in mm. 358-364 in the 

soprano. It is also heard in mm. 366-371 but it ends differently. In mm. 373-376, the 

soprano has this theme & the first part of it is echoed in flute & English horn. 

 

NOTES… 

• The voice part is prominent throughout the movement. 

• For the METER row in the analysis chart, the meters are listed in order of first 

appearance in each section.  

• For the PHRASE STRUCTURE row, the numbers represent the number of 

measures in each phrase. 
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Symphony from Ivy Green, SIXTH MOVEMENT 
 

SECTION Instrumental Intro Voice, They Took Away Theme Instrumental & Voice Outro 

MEASURES 347-357 

(11 meas.) 

358-385 

(28 meas.) 

386-394 

(9 meas.) 

TEMPO Slow 

♩ = 60, accel. to 358 

Slow 

♩ = 72, rall. in m. 385 

Slow 

♩ = 60, rall. to end 

METER 
Mostly 34, two bars of 

4
4 

4
4, 

3
4, 

2
4, 

5
4, 

6
4 

4
4, 

3
4, 

6
4, 

2
4 

 PHRASE 
STRUCTURE 

4+7 8+7+7+6 4+5 

TONAL  

CENTER 
none none none but one could argue that it’s 

E-flat w/ a strong emphasis on B-

flat because it is so similar to the 

very beg. of the 1st mvmt.—but 

only for 4 meas. (386-389) 
 

HARMONY major & minor chords not much harmony in this section, melody is in & out of the 

harmony 
 

E major pedal in 358-364 
 

E minor, E major. & E to B perfect 5ths in 365-372 (brief 

extensions on those in 3 bars) 
 

More dissonant from 373-379, especially 378-

379…bitonal…setting up soprano for climax phrase in 380-

385 
 

D-flat major chord w/ extensions 

as pedals in 386-391, (B-flat 

minor 7 chord in m. 389), F minor 

7 chord in 392-394 

 

 

MELODY rising/ascending figures They Took Away Theme stated 4 times (3 times in soprano) 
 

Soprano range gets very high 
 

Meas. 374 is the They Took Away Theme echoed.  There is 

another echo of the soprano (but not of the motive) in m. 378 
 

Various counterpoint lines at climax in 380-385 

Meas. 386-389: Motive 1 & 

almost exactly the same as the 

first 4 meas. in mvmt. 1 
 

Soprano enters in 390, Motive 1-

like fragment in cls & euph. 
 

Motive 1 in last 2 bars in fl & pno 

w/ fragments of it in 1st tpt & 

vibes 
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Symphony from Ivy Green, SIXTH MOVEMENT (cont’d) 
 

SECTION Instrumental Intro Voice, They Took Away Theme Instrumental & Voice Outro 

MEASURES 347-357 

(11 meas.) 

358-385 

(28 meas.) 

386-394 

(9 meas.) 

DYNAMICS soft-loud- soft in m. 257 to get 

ready for voice entrance 
 

Soft-louder-loudest at 380-385 (climax) soft 

TEXTURE thin-thicker  thin to thicker, chimes & all percussion add a layer of texture 

in mm. 377-379, thickest texture at climax in 380-385 
 

thin 

RHYTHM triplets once triplets triplets once, independent chimes 

part in 377-378 & 391 
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Three London Miniatures by Mark Camphouse, published in 1998 

 

3 Movements that imitate British musical styles 

 

FIRST MOVEMENT: Westminster Hymn  

 

HYMN TUNE USED: An originally composed hymn tune by MC in an Anglican style. 

 

FORM = Ternary ||: A, B, A :||   The A sections contain the hymn & the B sections 

contain the fanfare.  NOTE: The fanfare uses the same notes from the hymn in almost the 

same order but the rhythms & styles are different. 

 

THEMES… 

• HYMN THEME = An Anglican style hymn.  

• FANFARE THEME = Brass fanfares that pay tribute to the regal & ceremonial 

traditions that have been held in Westminster Abbey over the past couple of 

centuries.  

 

NO ERRATA IN THIS MOVEMENT 

 

NOTES… 

• For the METER row in the analysis chart, the meters are listed in order of first 

appearance in each section.  

• For the PHRASE STRUCTURE row, the numbers represent the number of 

measures in each phrase. 
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Three London Miniatures, FIRST MOVEMENT 
 

SECTION Intro 
Mysterious 

A = Hymn 

English Chorale 

B = Fanfare A = Hymn A = Hymn B = Fanfare A = Hymn 

MEASURES 

 
1-10 

(10 meas.) 

11-26 

(16 meas.) 

27-34 

(8 meas.) 

35-50 

(16 meas.) 

51-67 

(17 meas.) 

68-77 

(10 meas.) 

78-94 (end) 

(17 meas.) 

TEMPO Slow 

♩ = 66 

Medium 

♩ =100 

Medium 

♩ = 100, molto 

rall. at end 

Medium 

A tempo  

(♩ = 100) 

 

 

Medium & Slow 

Piu mosso 

♩ = 112, molto rall. at 

end of 3rd phrase, 4th 

phr. is ♩ = 66 

Medium 

♩ = 100, molto 

rall. at end 

Medium 

♩ = 96 

METER 4
4, 

3
4, 

5
4 

(mixed)  
 
3
4 

4
4 

   34  
3
4, w/ 54 added in 4th 

phrase to extend it 

4
4 

3
4 

PHRASE 
STRUCTURE 

10 4+4+4+4 

simple, 2 

periods, the 1st is 

a parallel period 

& the 2nd is a 

contrasting 

period 

 

4+4 4+4+4+4 

simple, 2 

periods, 

the 1st is a 

parallel 

period & the 

2nd is a 

contrasting 

period 

4+4+4+5 

simple, 2 periods 

similar to the other A 

sections, but there is a 

cesura before the last 

phrase which is 

extended 

4+6 

same as previous 

fanfare but w/ a 

phrase ext. 

4+4+4+5 

simple, 2 periods 

w/ an extra bar for 

finality at end 

TONAL 

CENTER 

 

B-flat 

mixture of 

B-flat 

modes 

B-flat dorian for 

first 8 meas. & 

B-flat aeolian for 

second 8 meas. 

 

 

B-flat dorian 

for first 8 

meas. & B-flat 

aeolian for 

second 8 meas. 

 

B-flat dorian 

for first 8 

meas. & B-

flat aeolian 

for second 8 

meas. 

 

B-flat dorian for first 8 

meas. & B-flat aeolian 

for second 8 meas. 

 

B-flat dorian for 

first 8 meas. & 

B-flat aeolian for 

second 8 meas., 

modulates in last 

2 bars & ends 

firmly on C 

major chord 
 

C major 
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Three London Miniatures, FIRST MOVEMENT (cont’d) 
 

SECTION Intro 
Mysterious 

A = Hymn 

English Chorale 

B = Fanfare A = Hymn A = Hymn B = Fanfare A = Hymn 

MEASURES 

 
1-10 

(10 meas.) 

11-26 

(16 meas.) 

27-34 

(8 meas.) 

35-50 

(16 meas.) 

51-67 

(17 meas.) 

68-77 

(10 meas.) 

78-94 (end) 

(17 meas.) 

HARMONY 

 

 

 

B-flat pedal 

throughout, 

quintal 

harmonies 

w/ some 

being 

unrelated to 

B-flat, flat 

major VII 

in m. 8 

B-flat pedal 

throughout, not 

much harmony, 

P5 drones start 

half-way through 

(m. 18 beat 3) 

 

mostly major 

& minor 

triads, ends 

firmly on B-

flat major 

chord, flat 

major VI used 

a couple of 

times 

mostly major 

& minor 

chords, ends 

firmly on B-

flat major 

chord, flat 

major VI & 

flat major VII 

used a couple 

of times 

 

B-flat pedal during the 

first 3 phrases, not 

much harmony except 

in the counterpoint that 

is created in the canon, 

extended chords & 

quintal harmonies in the 

last phrase, flat major 

VI & flat major VII in 

64-65 

mostly major & 

minor triads, 

most chords are 

the same as 

previous fanfare, 

ends on C major 

chord though, 

flat major VI 

used a couple of 

times 

Mostly major & 

minor chords, non-

diatonic chords are 

included, the music 

is 

strongly in C major 

though & ends on 

C major chords, 

flat major VI & flat 

major VII used a 

couple of times 
 

MELODY tpt solo, 

hymn 

theme 

fragments, 

long tones  

hymn theme 

stated in it’s 

entirety appears 

as a flt & alto sax 

duet, 

4 bar phrases end 

on pitches 5, 1, 

5, 1 & this is the 

same every time 

in A section 

hns & tpts 

*uses same 

notes from 

hymn in same 

order but 

totally 

different 

rhythms & 

styles 

high & 

middle 

voices, lyrical 

& vocal style 

hymn tune in canon 

between high vs. 

middle & low voices in 

first 3 phrases, rhythm 

varied only slightly, 

approach is more 

instrumental than 

vocal-like 

hns & tpts 

 

Melody in 1st 

clars, 1st hrns, & 

2nd tpt, MC calls 

the line in pic, flts, 

oboes, alto saxes, 

& solo tpt a 

descant,  

chimes has an 

important & 

independent part 
 

DYNAMICS 

 
soft 

cresc. to 8, 

then 

decresc. 

mostly soft, 

cresc. last bar 

loud/fanfare 

 

forte & full forte, builds to end of 

3rd phrase, 

4th phrase = 

p<f>mp<molto cresc. 
 

loud/fanfare 

 

 

mf, forte in chimes, 

forte on last chord 

TEXTURE builds thin no high 

woodwinds 

full texture 

sustained for 

first time 

thick but full only in 

last 2 phrases 

no high 

woodwinds 

except clars in 

last 4 bars 
 

full 
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Three London Miniatures by Mark Camphouse, published in 1998  

 

3 Movements that imitate British musical styles 

 

SECOND MOVEMENT: For England’s Rose    

 

This is a lyrical tribute to Princess Diana, who died right before this piece was written. 

 

FORM = Through-composed with 3 sections   

 

ERRATA / FOR CLARITY: Meas. 14, tutti: The dynamic should be subito pianissimo 

instead of subito mezzo piano. 

 

NOTES… 

• For the METER row in the analysis chart, the meters are listed in order of first 

appearance in each section.  

• For the PHRASE STRUCTURE row, the numbers represent the number of 

measures in each phrase. 
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Three London Miniatures, SECOND MOVEMENT 
 

SECTION Intro 1st Section 2nd Section 3rd Section 

MEASURES 

 

1-4 

(4 meas.) 

5-12 

(8 meas.) 

13-20 

(8 meas.) 

21- 31 (end) 

(11 meas.) 

TEMPO Slow 

♩ = 60 

Slow 

♩ = 60, poco accel. last 3 

bars 

A Little Faster 

♩ = 80, con moto, w/ allar. & 

rall. last 3 

Slow 

♩ = 60, w/ fluctuations 

METER 4
4, 

5
4  

 

4
4 

4
4, w/ 

5
4 in last bar for 

elongation 

4
4, 

5
4 

PHRASE 

STRUCTURE 

4 intro 4+4 parallel period-like 4+4 parallel period-like 4+4+3 

TONAL CENTER F minor starts in F minor sort of E-flat minor (briefly) F major - B-flat major – 

ends on A major 

HARMONY 

 

 

 

F & C minor chords mostly major & minor 

chords, goes from F minor 

to F major in m. 11 to D 

major in m. 12 

mostly major & minor 

chords, 

goes from E-flat minor - G 

major - C minor - G minor - 

A-flat major - F major7 - D 

major 

mostly major & minor 

chords,  

goes from F major - 

extended B-flat major chord 

- ends on A major chord, flat 

major VI & flat major VII 

chords in m. 24 

MELODY solo flute w/ fragment of 

melody in 1st section 

melody in oboe, clars., 1st 

tpts,  

nice counter-line in euphs, 

bass clar, & tenor sax 

melody in flts, oboe, 2nd 

clars, 1st trts 

solo flt & tpt, add in pic & 

oboe for a nostalgic echo in 

m. 25 

DYNAMICS 

 

soft w/ < > in last 2 mp < subito pp in m. 14, grows to 

ff in m. 19 which is the 

dynamic climax of the 

mvmt., decreasc. in m. 20 

mostly soft 

TEXTURE thin-thick tutti except flts & pic full thick & full 
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Three London Miniatures by Mark Camphouse, published in 1998  

 

3 Movements that imitate British musical styles 

 

THIRD MOVEMENT: Kensington March    

 

This is an English style march. 

 

FORM = Binary: A, A, B, B   The A sections contain the march theme & the B sections 

contain a 2nd theme that is similar to a trio section in a typical march. The B section 

modulates to the subdominant of the previous key, which is what often occurs at the trio 

section of a standard march. 

 

THEMES… 

• MARCH THEME = A spirited & lively theme in the style of a British march 

strain. 

• THEME 2 = A noble & regal theme. It is sostenuto & has longer note durations, 

giving it a very different feel from the March theme. 

 

NO ERRATA IN THIS MOVEMENT 

 

NOTES… 

• For the METER row in the analysis chart, the meters are listed in order of first 

appearance in each section.  

• For the PHRASE STRUCTURE row, the numbers represent the number of 

measures in each phrase. 
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Three London Miniatures, THIRD MOVEMENT 
 

SECTION Intro A = March 

Theme 

A = March 

Theme 

B = Theme 2 

 

B = Theme 2 Codetta 

MEASURES 

 
1-8 

(8 meas.) 

9-27 

(19 meas.) 

28-47 

(20 meas.) 

48-63 

(16 meas.) 

64-79 

(16 meas.) 

80-86 (end) 

(7 meas.) 

TEMPO British March 

tempo 

♩ = 108 

(same) ♩ = 108 

 

(same) ♩ = 108 (same) ♩ = 108 (same) ♩ = 108, 

allarg. last 2 

Largamente 

♩ = 88 

rall. at end 

METER 2
4 

2
4 

2
4, w/ one bar of 

3
4 

2
4 

2
4 

4
4, w/ one bar of 54  

PHRASE 
STRUCTURE 

4+4 4+4+4+7 

double period-

like: 

a, ap, b, ap w/ 

phrase extension 

4+4+4+8 

SAME (repeat of 

the previous A 

section w/ one 

more meas. in the 

phrase extension at 

the end) 

4+4+4+4 

double period-

like: 

a, b, c, d  

 

4+4+4+4 

SAME (repeat of the 

previous B section) 

3+4 

TONAL 

CENTER 

F major F major F major mostly B-flat 

major 

mostly B-flat major starts a little ambiguous 

(hints at G), ends in G 

major 
 

HARMONY 

 

 

 

Meas. 3-4: minor v 

chord  

 

Meas. 5-8: flat 

major VI (D-flat) 

& flat major VII 

(E-flat) chords  

major triads w/ 

one minor triad in 

m. 18 

 

flat major VI & 

flat major VII 

borrowed from 

parallel minor are 

used a lot 

Meas. 28-43 (1st 

three phrases): 

exactly the same 

as the previous A 

section  

 

Meas. 44-47: all 

major chords, 

different but 

similar to the last 

phrase in the 

previous A section     

mix of diatonic 

& non-diatonic 

major & minor 

chords,  

 

1st three 

phrases end on 

a half cadence 

(F major chord) 

& the last 

phrase ends on 

a deceptive 

cadence (G 

minor chord) 

Meas. 64-75 (1st 

three phrases): 

exactly the same as 

the previous B section 

 

Meas. 76-79: major & 

minor triads, different 

but similar to the last 

phrase in the previous 

B section (which 

follows the same 

format from the 

repeated A section) 

Meas. 80: G, C, & D 

notes 

 

Meas. 81-82: D minor7 

(w/ an added G on + of 

beat 4 & beat 5) 

 

Meas. 83: second 

inversion G major triad 

w/ added 7th on beat 4 

 

Meas. 84-86: E-flat 

major, to C minor7, to F 

major, to G major 
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Three London Miniatures, THIRD MOVEMENT (cont’d) 
 

SECTION Intro A = March 

Theme 

A = March 

Theme 

B = Theme 2 

 

B = Theme 2 Codetta 

MEASURES 

 

1-8 

(8 meas.) 

9-27 

(19 meas.) 

28-47 

(20 meas.) 

48-63 

(16 meas.) 

64-79 

(16 meas.) 

80-86 (end) 

(7 meas.) 

MELODY 

 

 

 

 

 

 

 

 

 

frag. of march 

theme in upper 

& middle voices 

March theme in 

clar 1, alto sax 1, 

& tpt 1 

 

March theme in 

canon between pic, 

flt, ob, clar 1, & 

xylo vs. all other 

woodwinds 

Theme 2 in clar 

1, alto sax 1, 

hrn 1, & tpt 1, 

add in oboe & 

pic halfway, 

nice counterline 

in bass voices, 

very little perc. 

Theme 2 in oboe, clar 

1, tpt 1, same melody 

until last 4 bars, 

multiple 

countermelodic lines, 

more perc. 

Meas. 80-81: snippet of 

the March theme in 

upper woodwinds & hrns 

 

Meas. 81 starting on + of 

beat 2 to downbeat of 83: 

quote of Hymn theme 

from 1st mvmt. in low 

voices 

 

Pick-up to mm. 83-84: 

quote of first melody 

from 2nd mvmt. in 

middle voices 
 

DYNAMICS f mezzo still mezzo but a 

little heavier than 

previous A section 

f mf < f ff 

TEXTURE full without low 

brass, to 

completely full 

by adding low 

brass 

more thin than 

thick 

thick & full…tuba 

is the only one that 

lays out & then 

comes in at end 

quite thick but 

not completely 

full 

thick & full thick & full 

 

*NOTES:  

• Both the 1st & 3rd mvmts. use the main melody (1st theme) in canon the second time it’s presented. 

• Fragments from the main themes of each of the 3 movements come back in the Codetta in the last movement.   
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To Build a Fire by Mark Camphouse, published in 1992 
 

Based on the short story by Jack London with the same title 

 

FORM = Seven sections of somewhat proportional length. (All are between 1:34 & 3:16 in 

length on a recording with Prof. Camphouse conducting: 

https://www.youtube.com/watch?v=LnofwWce3Xs.  The introduction, 1st, & 3rd sections are 

between 1:34-1:41.  The 2nd, 4th, & 5th sections are between 2:53-3:16, & the concluding 

section is 2:15.) 

 

NOTES… 

• The Intro & Concluding sections are very similar, giving the listener a feeling of 

coming full circle in the musical story. 

• There is a place in the story when the man knows he is in trouble but starts to run & 

gives it all he’s got to go further. The significant fast section beginning at m. 116 is a 

musical representation of this. The tempo gets faster as the man gets more scared & 

frantic. The ostinatos in the fast section represent the man’s “heart pounding & 

adrenaline pumping.” -MC 

• Other musical portrayals of specific moments in the Jack London story are mentioned 

in the analysis chart below in the Melody row.  

• Jingle Bells is quoted subtly in measures 197-198 in the upper woodwinds, which is a 

musical portrayal of nature mocking the arrogance of the man in the story. The 

“Going Home” theme from Anton Dvorak’s Symphony No. 9, New World Symphony, 

is quoted three times: (1) in measure 216 in the French horn, (2) in measure 253 to 

the downbeat of 254 in the English horn, & (3) in measures 261-262 in the oboe & 

alto saxophone. Going home is a metaphor for the man dying. In m. 216, the man 

knows he’s dying & going home. 

• The pulsating rhythms in measures156-176 were influenced by the Dances of the 

Young Girls section from The Rite of Spring by Igor Stravinsky. 

 

ERRATA… 

1. Meas. 30, oboe part: The dotted half note should be an A-flat trilling to an A-natural. 

2. Meas. 185, contrabassoon part: The note should be a D-natural. This affects the next 

several measures due to the ties. 

3. Meas. 210, first bassoon part: The error is that the tie between mm. 209-210 changes 

octaves with the clef change. Prof. Camphouse would like the bassoon to read m. 209 

as is & stay on E3 for beat one of m. 210, then go up to the higher E (E4) on beat two 

of 210.  

 

FOR CLARITY… 

1. Regarding the piano part which is marked “acoustical, with amplification,” Mr. 

Camphouse would like a grand piano to be used & heard for performances. If needed, 

mic the grand piano.  

2. In m. 235, the alto flute note should start a quarter tone flat & then scoop up to the 

normal pitch on beat 2 (the line pointing to “normale” should go to beat 2, not beat 

1).
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To Build a Fire 
 

SECTION Intro 

 

1:35 

1st Section 

“Man” 

(1:35) 1:41 

2nd Section 

“Beauty of 

Nature”  

(3:16) 3:16 

3rd Section 

(6:32) 1:34 

4th Section 

“Man & The Ill-fated 

Struggle”  

(8:06) 2:56 

5th Section 

Man Asks, 

“What Have I 

Done?”  

(11:02) 2:53 

Concluding Section 

“Nature”  

(13:55-16:20) 

2:15 

MEASURES 

 
1-15 

(15 meas.) 

16-41 

(26 meas.) 

42-83 

(42 meas.) 

84-107 

(24 meas.) 

108-206 

(99 meas.)  

207-243 

(37 meas.) 

244-271 (end) 

(28 meas.) 

TEMPO 

  

Very Slow 

♩ = 56 w/ 

fluctuatio

ns 

Slow  

♩ = 60-72-84-

72-66 w/ 

fluctuations 

Slow 

♩ = 80-72-66-60-

66 w/ fluctuations 

Slow to 

Medium 

♩ = 76-72-92 

FAST! 

♩ = 76-144-168-152-144-

132-138-176-152-176 w/ 

fluctuations 

Slow 

♩ = 72-66-80-

66-60 w/ 

fluctuations 

Very Slow 

♩ = 56-60-56-rall. 

poco a poco al fine 

METER  

(listed in 

order of first 

appearance in 

each section) 

4
4, 

5
4, 

3
4, 

6
4 

3
4, 

5
4, 

4
4, 

2
4, 

3
8, 

6
4 

4
4, 

6
4, 

3
4, 

5
4, 

7 
4 

  

 

3
4, 

5
2, 

4
4, 

2
4, 

5
4 

4
4, 

3
4, 

7
8, 

5
4, 

9
8 (2+2+2+3),  

1
8
1 

(2+2+2+3+2),  
1
8
0 

(2+2+2+2+2), 24, 
3
8, 

6
8, 

5
8 

5
4, 

4
4, 

3
4, (

2
4)  

4
4, 

6
4, 

7 
4, 

2
4, 

5
4, 

3
4 

  

PHRASE 
STRUCTURE 

(# of meas. in 

each phrase) 

4+5+5+1 12+10+4 

 

2+8+11+6+7+4+4 9+7+3+2+3 5+3+5+5+7+5+5+6+7+1

0+10+ 

10+7+14 

3+7+5+3+6+6

+7 

10+5+4+9 

TONAL 

CENTER 

A-flat 

modal 

until m. 

12 (dorian 

from 1-

10) 
 

Intro ends 

on a G 

None, but… 
 

Meas. 16-18: 

emphasis on 

G 
 

Meas. 20-27: 

D pedal 
 

Meas. 28-32: 

emphasis on 

D-flat 

None, but… 
 

Meas. 42-56: 

emphasis on B in 

melody only 
 

Meas. 63-68: 

emphasis on B-

flat in melody 

only 
 

Meas. 70-75: 

emphasis on F 

None, but… 
 

Meas. 84-90: 

D-flat pedal 
 

Meas. 91-92: 

E-flat 

 

Meas. 113-115: E-flat 
 

Not tonal centers 

aftward, but… 
 

Meas. 116-132: D pedal  
 

Meas. 133-148: 

emphasis on B 
 

Meas. 153-155: 

emphasis on D-flat 

None Meas. 244-249: A-

flat, similar to the 

beginning of the 

piece 
 

Meas. 250-254: G 

(again, similar to the 

beginning when it 

went to G after A-

flat) 
 

Meas. 254-end: 

There are pedals but 

no tonal centers  
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To Build a Fire (cont’d) 
 

SECTION Intro 

 

1:35 

1st Section 

“Man” 

(1:35) 1:41 

2nd Section 

“Beauty of 

Nature”  

(3:16) 3:16 

3rd Section 

(6:32) 1:34 

4th Section 

“Man & The Ill-fated 

Struggle”  

(8:06) 2:56 

5th Section 

Man Asks, 

“What Have I 

Done?”  

(11:02) 2:53 

Concluding 

Section 

“Nature”  

(13:55-16:20) 

2:15 
MEASURES 

 
1-15 

(15 meas.) 

16-41 

(26 meas.) 

42-83 

(42 meas.) 

84-107 

(24 meas.) 

108-206 

(99 meas.)  

207-243 

(37 meas.) 

244-271 (end) 

(28 meas.) 

HARMONY 

 

 

Counter-

point 

when 

soloists 

playing at 

same 

time, a 

little perc. 

at end for 

color 

A few major 

& minor 

chords but 

mostly just 

stacked notes, 

very 

dissonant,  

bitonality in 

m. 35 

Stacked P5ths 

for quintal 

harmonies, 

Major chords 

over stacked 

P5ths that create 

dissonance, 

clusters, major & 

minor chords, 

pedal tone & 

stacked P4ths in 

72-75, bitonality 

in 76-78, chords 

w/ added notes 

Polylayerings 

of notes, an 

E-flat pedal 

underneath 

solos in 91-

102 (w/ an 

added F-

sharp pedal in 

99-102) 

Meas. 108-111: no harmony 

(just melody in unison) 
 

Meas. 112-115: Mostly quintal 

harmonies 
 

Meas. 116-132: D pedal w/ 

quintal harmonies & stacked 

major chords in 130-132 
 

Meas. 133-137: B pedal 
 

Meas. 138-148: Mostly quintal 

harmonies 
 

Meas. 149-155: Mostly major 

chords above unrelated quintal 

harmonies 
 

Meas. 156-185: bitonal 
 

Meas. 186-206: Polylayerings 

of notes 

 

Meas. 207-209: 

12-tone 
 

Meas. 210-230: 

polylayerings 

of notes 
 

Meas. 231-243: 

No harmony, 

just solo lines 

 

Counterpoint 

between the 

solo lines in 

244-253, 

quintal 

harmonies, & 

polylayering 

of notes 
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To Build a Fire (cont’d) 
 

SECTION Intro 

1:35 

1st Section 

“Man” 

(1:35) 1:41 

2nd Section 

“Beauty of 

Nature”  

(3:16) 3:16 

3rd Section 

(6:32) 1:34 

4th Section 

“Man & The Ill-fated 

Struggle”  

(8:06) 2:56 

5th Section 

Man Asks, 

“What Have I 

Done?”  

(11:02) 2:53 

Concluding 

Section 

“Nature”  

(13:55-16:20) 

2:15 
MEASURES 

 
1-15 

(15 meas.) 

16-41 

(26 meas.) 

42-83 

(42 meas.) 

84-107 

(24 meas.) 

108-206 

(99 meas.)  

207-243 

(37 meas.) 

244-271 (end) 

(28 meas.) 

MELODY 

 

 

 

 

 

 

 

 

 

Soprano sax 

& E.H. solos 

offstage that 

represent 

being off in 

the 

distance/a 

vast 

landscape, 

alto flute 

(native 

Alaskan 

sound color) 

& alto sax 

solos added 

Meas. 16-24: 

Horns have 

disjunct & 

rhythmically 

complex 

melody in 

unison 
 

Meas. 25-27: 

No melody; 

this is a 

rhythmic 

transition w/ 

an 

accelerando 
 

Meas. 28-33: 

Melody is 

mostly tutti in 

the first 6 

meas. & it is 

based a lot on 

fast repeated 

notes & 

flourishes 

 

Meas. 42-43: 2 

bars into to m. 

44. 
 

Meas. 44-51: 

Melody is in 

high voices 

including trpts 1-

2 & hrns 1-2 & 

melodic pattern 

repeats high Bs 

& Cs at the 

beginning of 

almost every 

meas. in varied 

ways 
 

Meas. 52-62: 

Starts similarly 

but comes down 

from the high Bs 

& Cs in m. 57 
 

 

Meas. 84-92: 

Atmospheric 

flourishes in 

flutes, harp, 

& tuneful 

perc. over 

melody & 

mostly 12-

tone 

countermelod

y in bass 

voices 
 

Meas. 93-

104: Solos in 

the following 

order: flt, bsn, 

alto sax, bari 

sax, ob, tenor 

sax, alto sax 

again 
 

Meas. 105-

107: Loud 

polylayering 

of notes 

Meas. 108-115: Horns in 

unison, complex rhythms in 

moving lines in 113-115, this 

represents Man & is a 

transition to Man & the Ill-

fated Struggle starting in 116.  
 

Meas. 116-132: Ostinato in 

low voices w/ adding of 

melody w/ long tones 
 

Meas. 133-137: Transition that 

sets up the ostinato that begins 

in 138 
 

Meas. 138-148: Different 

ostinato in low voices w/ 

longer notes in melody 
 

Meas. 149-155: Melody in 

149-150 is similar to low 

voices in 86-87, ostinato 

changes voices & changes 

rhythmically, melody still 

contains longer notes until 

154-155 
 

 

Meas. 207-209: 

Cl & bsn solos 

Man is asking, 

“What have I 

done?” 
 

Meas. 210-216: 

Stars 

Shimmering in 

210-212 & MC 

thinks this is 

some of the 

best writing in 

the piece, horn 

& chimes in 

unison is a 

quote from the 

“Going Home” 

theme in 

Dvorak’s New 

World 

Symphony in 

216 
 

 

 

Meas. 244-

253: Soprano 

sax & E.H. 

solos offstage 

similar to the 

beginning of 

the piece, E.H. 

quotes 

Dvorak’s 

“Going 

Home” them 

in 253 to the 

downbeat of 

254 
 

Meas. 254-

258: 

Stars 

shimmering 
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To Build a Fire (cont’d) 
 

SECTION Intro 

1:35 

1st Section 

“Man” 

(1:35) 1:41 

2nd Section 

“Beauty of 

Nature”  

(3:16) 3:16 

3rd Section 

(6:32) 1:34 

4th Section 

“Man & The Ill-fated 

Struggle”  

(8:06) 2:56 

5th Section 

Man Asks, 

“What Have I 

Done?”  

(11:02) 2:53 

Concluding 

Section 

“Nature”  

(13:55-16:20) 

2:15 
MEASURES 

 
1-15 

(15 meas.) 

16-41 

(26 meas.) 

42-83 

(42 meas.) 

84-107 

(24 meas.) 

108-206 

(99 meas.)  

207-243 

(37 meas.) 

244-271 (end) 

(28 meas.) 

MELODY 

(cont’d) 
 Meas. 34-37: 

Melodic 

motion slows 

down & is 

not tutti 

anymore 
 

Meas. 38-41: 

Ob, trpt, & 

trbn solos 

alternate w/ 

bass cl & 

euph 

Meas. 63-75: 

Melody is heard in 

solo trpt, then trpt 

& bsn duet, then a 

transition w/ solo 

horn in 69-70, then 

solo flute & alto 

flute in 70-75 
 

Meas. 76-79: tutti 

w/ many of the 

same high voices 

from before on a 

similar high B & C 

note pattern (like 

an echo) in m. 78 
 

Meas. 80-83: Ob, 

trpt, & trbn solos 

from mm. 38-41 

are repeated 

exactly the same & 

are still featured. 

Material in other 

voices is varied 

now, though 

 Meas. 156-185: More 

rhythmic pulsations than 

melodies…156-176 was 

influenced by Dances of the 

Young Girls from The Rite of 

Spring by Igor Stravinsky  
 

Meas. 186-192: Interjections 

w/ long tones underneath, the 

snare drum part represents the 

pads of the dog’s paw on hard 

snow 
 

Meas. 193-206: 2 bar 

transition then more long tones 

underneath a rhythmic moving 

line, Jingle Bells is quoted in 

m. 198 & this is the idea 

nature mocking the arrogant 

man 

Meas. 217-221: 

The loud hit at 

the beginning 

of 217 is the 

first hit of death 

to the man & 

the loud hit 

right before 219 

is the dog 

catching the 

scent of death, 

bsn & harp in 

octaves in 220-

221 
 

Meas. 222-230: 

Repeated 

rhythmic 

figures & long 

tones, flt solo in 

229-230 
 

Meas. 231-243: 

Solos without 

accompaniment 

in alto flt & cl, 

Man dies in 243 

 

Meas. 259-

262: 

Solos in ob, 

euph, & 

another 

snippet of 

Dvorak’s 

“Going 

Home” theme 

from New 

World 

Symphony in 

ob & alto sax 

in 261-262 
 

Meas. 263-271 

(end): Stars 

shimmering & 

fade out 
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To Build a Fire (cont’d) 
 

SECTION Intro 

1:35 

1st Section 

“Man” 

(1:35) 1:41 

2nd Section 

“Beauty of 

Nature”  

(3:16) 3:16 

3rd Section 

(6:32) 1:34 

4th Section 

“Man & The Ill-fated 

Struggle”  

(8:06) 2:56 

5th Section 

Man Asks, 

“What Have I 

Done?”  

(11:02) 2:53 

Concluding 

Section 

“Nature”  

(13:55-16:20) 

2:15 
MEASURES 

 
1-15 

(15 meas.) 

16-41 

(26 meas.) 

42-83 

(42 meas.) 

84-107 

(24 meas.) 

108-206 

(99 meas.)  

207-243 

(37 meas.) 

244-271 (end) 

(28 meas.) 

DYNAMICS soft mostly loud 

but 

decrescendos 

& ends 

softly 

medium-loud- 

soft 

medium-

loud-soft-

loud 

mostly loud soft-loud-soft-

loud-soft- 

soft 

TEXTURE thin thick to thin 

at the end 

medium-thick-

thin-thick-thin 

thick-thin-

thick for 

last 3 bars 

mostly thick thin-thick-thin thin 

RHYTHM some 

complex 

rhythmic 

patterns in 

solo parts 

complex 

rhythmic 

patterns 

a few complex 

rhythms but not 

as many as before 

complex 

rhythmic 

patterns 

mostly fast & complex a few complex 

rhythms but 

they are not as 

prevalent in this 

section 

rhythms are 

not complex 
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Two American Canvases by Mark Camphouse, published in 2010 

 

2 Movements that are musical portrayals of 2 different paintings 

 

NOTE: The forms & lengths of the two mvmts. are similar. 

 

FIRST MOVEMENT: I. Nighthawks (named after the painting by Edward Hopper)  

 

FORM = 2 main sections with an intro & a concluding section that are similar. 

 

JAZZ RIFF = There is a jazz riff played twice in this mvmt. by the alto sax. It is stated in 

the beginning & ending sections in mm. 12-14 & 82-85. 

 

MAIN THEME = The main theme is 4 bars long & appears 4 times. It begins with the 

Melodic Motive, which is actually stated twice within the theme. It is never stated exactly 

the same but it always starts with 3 eighth note pick-ups. It occurs in mm. 39-42 in 

English horn, mm. 43-46 in English & French horns, mm. 52-56 in horns & euphonium, 

& mm. 68-73 in solo trumpet & solo flute. The theme is foreshadowed in the English 

horn & flute solos in mm. 19-38.  

 

MOTIVES… 

• RHYTHMIC MOTIVE = There is a rhythmic motive that appears 7 times in this 

mvmt. It consists of two 32nd notes followed by a longer note & occurs in mm. 

11, 16, 18, 33, 51, & 56. The rhythm is slightly altered in m. 18 in the horn solo 

but the pitch pattern is similar to the statements in mm. 11 & 51. The motive 

occurs twice in m. 56, w/ the second time being an inversion compared to the 

statements in mm. 11 & 51. 

• MELODIC MOTIVE = There is a melodic motive in this mvmt. that is stated 20 

times. The pitches are often slightly altered from its main form but the pitches still 

follow the same motion each time. The rhythm is usually the same with the 

motive starting as 3 pick-up notes. It appears in mm. 22-23, 24-25, 26-27, 27-28, 

38-39, 40-41, 42-43, 44-45, 46-47, 47-48, 48-49, 51-52, 53-54, 62, 67-68, 69-70, 

70-71,  In mm. 47-49, it occurs 3 times as an echo in a countermelodic line. The 

statement in m. 69 is incomplete. 

 

NO ERRATA IN THE SCORE 

 

NOTES… 

• For the METER row in the analysis chart, the meters are listed in order of first 

appearance in each section.  

• For the PHRASE STRUCTURE row, the numbers represent the number of 

measures in each phrase. 
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Two American Canvases, FIRST MOVEMENT 
 

SECTION Intro Solos War Concluding 

Section 
 

MEASURES 1-18 

(18 meas.) 

19-49 

(31 meas.) 

50-73 

(24 meas.) 

74-86 (end) 

(26 meas.) 

TEMPO Mostly Slow 

♩ = 60-72-92-72 w/ 

fluctuations 
 

Slow 

♩ =72 w/ fluctuations 

Slow 

♩ = 72-66 w/ fluctuations  

Slow & 

Medium 

♩ = 60-92 w/ 

fluctuations 

METER 3
4, 

4
4, 

5
4, 

6
4 

 

4
4, 

5
4, 

2
4, 

3
4 

4
4, 

2
4, 

5
4, 

3
4 

3
4, 

2
4, 

4
4 

PHRASE 
STRUCTURE 

4+4+3+4+3 8+9+6+8 9+8+7 4+3+6 

TONAL 

CENTER 

 

none Meas. 19-29: A dorian w/ emphasis on E 

(sol) 
 

Meas. 30-38: none 
 

Meas. 39-41: A dorian w/ emphasis on E 

again 
 

Meas. 42-49: C 
 

emphasis on D (secondary emphasis on A or 

sol) 

 

 

none 

HARMONY 

 

 

 

atonal, almost 12-

tone, pointillistic, 

polylayerings of 

notes, 

orchestration is 

spread out, 

unrelated tri-tones 

w/ added notes 

over a D-flat pedal 

in 10-15 
 

The harmony 

reflects the 

uncertainty of the 

time w/ WWII.  
 

Meas. 19-21: bitonal in harmony but A 

dorian in melody 
 

Meas. 22-26: A minor first inversion 7th 

chord 
 

Meas. 27-37: not much harmony 
 

Meas. 38-41: cluster 
 

Meas. 42-49: C major 9 chord, 

impressionistic here 

mostly alternating between quintal harmonies 

& a B-flat major triad w/ a major 7th 
 

Meas. 50-53: D & A 
 

Meas. 53-55: quintal 
 

Meas. 56-58: B-flat major triad w/ a major 7th 

& add sharp 4 
 

Meas. 59-65: quintal 
 

Meas. 66: B-flat major triad w/ a major 7th 
 

Meas. 67-69: quintal 
 

Meas. 70-73: B-flat major triad w/ a major 7th, 

w/ added notes in 72-73 

similar to the 

beginning: 

atonal, almost 

12-tone, 

pointillistic, 

polylayerings 

of notes, 

orchestration is 

spread out. 
 

The harmony 

reflects an 

uncertainty 

again, like the 

beginning. 
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Two American Canvases, FIRST MOVEMENT (cont’d) 
 

SECTION Intro Solos War Concluding 

Section 

MEASURES 1-18 

(18 meas.) 

19-49 

(31 meas.) 

50-73 

(24 meas.) 

74-86 (end) 

(26 meas.) 

MELODY some independent parts 

on single notes, not 

much melody except 

for the jazz riff in the 

alto sax & vibes in 12-

15, hrn solo in 17-18 

Meas. 19-26: English horn solo, 

foreshadowing of the main theme & 2 

statements of the motive 
 

Meas. 27-37:flute solo w/ 2 statements of the 

motive & playful variations of the last part of 

the motive which is the desc. minor 3rd 
 

Meas. 38-41: flt solo continues, E.H. solo 

returns w/ the theme 
 

Meas. 42-46: theme in E.H., alto saxes, & 

hrns 
 

Meas. 47-49: 1st part of the theme repeats 3 

times in oboe, some clars, & 1st tpt & this is 

echoed in E.H., bass clar, some hrns, & euph 
 

Meas. 50-58: melody in hrns & euph w/ 

syncopated hits in voices w/ harmonic 

support 
 

Meas. 59-67: transition, more rhythmic 

than melodic but the rhythms are legato 

in a kind of an undulating motion, 

motive in E.H. in 62, pic & oboe have a 

nice countermelodic line in 64-67 that 

begins similarly to the motive 
 

Meas. 67-73: tpt solo w/ flute doubled 

for the last half, an echo of a fragment of 

the motive in E.H. & euph in 69-70, an 

echo of the undulating rhythm in 72-73 

 

Meas. 81 is the 

emotional 

climax of this 

mvmt.  
 

similar to the 

beginning, 

some brief 

independent 

parts, not much 

melody except 

for the jazz riff 

in the alto sax 

& vibes in 82-

85 
 

DYNAMICS 

 
fluctuates, p-f-mp-ff-p mostly soft, mm. 46-49 grow & lead to m. 50 loud-mezzo-soft, swells in the 

undulating rhythms in 59-66 & 72-73 
 

Meas. 50 is the dynamic climax of this 

mvmt.  
 

mostly soft, 

emotional 

climax at m. 81 

TEXTURE fluctuates, thin-thick-

thin-thick-thin 
 

Meas. 19-41: thin 
 

Meas. 42-49: gradually thickens 

thick-medium-thin thin 

RHYTHM rhythms are not too 

tricky but independent 

entrances & the swing 

feel can make it tough 

for all parts to line up 

properly, flutter 

tonguing required from 

brass 
 

rhythms not too difficult except for in m. 37 in 

flt & piano parts, stringendo & rall. molto in 

46-49 

rhythms are not difficult, rhythms in 57-

58 should be legato but articulations 

need to be heard 

similar to the 

beginning, a 

few 

independent 

entrances & 

swing notes 

 



249 

 

Two American Canvases by Mark Camphouse, published in 2010   

 

2 Movements that are musical portrayals of 2 different paintings 
 

SECOND MOVEMENT: II. Freedom of Speech (named after the painting by 

Norman Rockwell)  
 

FORM = 2 main sections with an intro & a concluding section that contain some similar 

material.  
 

THEMES… 

• MAIN THEME, 1ST PHRASE = The 1st phrase of the main theme appears 5 

times in full statements lasting 7-9 measures & 2 more times in fragmented 

statements. It always starts with 2 pick-up notes. It is not always stated in the 

same key. The 1st phrase occurs the last 3 times as a part of the complete main 

theme. 

o The first fragmented statement functions as an introduction to the theme in 

the 1st oboe part in mm. 12-14.  

o The 1st phrase is stated in full for the first time as a trumpet solo in mm. 

16-23.  

o It repeats in solo trumpet accompanied by a solo horn in mm. 24-32, & a 

few more players are added in the middle of the phrase.  

o 1st bassoon has a fragmented statement in mm. 33-37.  

• MAIN THEME, BOTH PHRASES = The complete main theme is the 1st phrase 

followed by a 2nd phrase that is an answer. It occurs twice. 

o The full main theme first appears as a lyrical statement in mm. 47-66. The 

1st phrase is stated in mm. 47-53 & then repeated in mm. 54-60. The 

lyricism continues in the 2nd phrase, which is mm. 61-66.  

o The entire theme is then repeated but the treatment is different this time. In 

mm. 67-73, the 1st phrase materializes as a conversation between the 

trumpets & trombones but then they come together w/ other voices joining 

in for the last 3 bars (mm. 71-73). The 2nd phrase follows in mm. 74-79.  
 

MOTIVES… 

• NEIGHBOR TONE MOTIVE = As the name indicates, this is a short motive 

based on neighbor tones. It occurs 6 times.  

o The first time it appears is in m. 4 in the middle & low brass.  

o Then it occurs in mm. 38, 40, & 42 in horns & 1st alto sax. These 3 

statements are part of a new melody in mm. 38-46 that functions as a 

transition.  

o The last 2 times we hear this motive are in mm. 100 & 102 in the horn. In 

fact, the horn part in mm. 100-103 is exactly the same as the horn part in 

mm. 38-41 except it is down a half step.  
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• MEAS. 1-6 FIGURE = The flute & piano parts in the first 6 bars are based on a 

desc. perfect 4th motive & this figure occurs again in 1st & 2nd clarinets & 

trumpets in mm. 81-86.  

• FALLING THIRDS FIGURE = Appears 2 times. Stated in the beginning & 

ending sections in mm. 6-11 & 87-92 in 1st clarinets & 1st bassoon.  
 

NO ERRATA IN THE SCORE 
 

NOTES… 

• For the METER row in the analysis chart, the meters are listed in order of first 

appearance in each section.  

• For the PHRASE STRUCTURE row, the numbers represent the number of 

measures in each phrase. 
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Two American Canvases, SECOND MOVEMENT 
 

SECTION Intro Main Theme, 1st 

Phrase 

Main Theme, Both Phrases Concluding Section 

 

MEASURES 1-14 

(14 meas.) 

15-46 

(32 meas.) 

47-86 

(40 meas.) 

87-107 (end) 

(21 meas.) 

TEMPO Slow 

♩ = 66 w/ 

fluctuations 

Slow & Medium 

♩ =66-72-80 w/ 

fluctuations 
 

Slow & Medium 

♩ = 72-84-76 w/ fluctuations  

Slow  

♩ = 76-66 w/ 

fluctuations 

METER 4
4, 

5
4 

 

 2
4, 

3
4, 

4
4, 

5
4 

3
4, 

4
4, 

5
4 

2
4, 

4
4, 

3
4, 

5
4 

PHRASE 

STRUCTURE 
6+8 5+4+4+4+6+4+5 4+3+4+3+6+4+3+6+7 7+4+6+4 

TONAL 

CENTER 

 

none Meas. 15-31: mostly B-

flat mixolydian 
 

Meas. 32-37: one could 

argue for D-flat but it is 

debatable 
 

Meas. 38-46: D-flat 

major 
 

Meas. 47-66: mostly D-flat major 
 

Meas. 67-73: none 
 

Meas. 74-77: A 
 

Meas. 78-86: none 

 

Meas. 87-95: none 
 

Meas. 96-97: D major 
 

Meas. 98-107: C major 

HARMONY 

 

 

 

Meas. 1-6: 

quintal 

harmonies plus 

a D-flat major 

chord in brass 
 

Meas. 7-14: 

major & minor 

triads 

Meas. 15-23: very little 

harmony 
 

Meas. 24-31: added line 

in hrns & tbns creates 

thirds & quintal 

harmonies 
 

Meas. 32-46: major & 

minor chords 
 

Meas. 47-66: mostly major & minor chords, quintal 

harmonies in 50 & 53 
 

Meas. 67-69: close dissonances 
 

Meas. 70-73: bitonal 
 

Meas. 74-79: major & minor chords 
 

Meas. 80-86: mostly quintal harmonies 

major & minor chords, 

C pedal in 98-107 
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Two American Canvases, SECOND MOVEMENT (cont’d) 
 

SECTION Intro Main Theme, 1st Phrase Main Theme, Both Phrases Concluding Section 

MEASURES 1-14 

(14 meas.) 

15-46 

(32 meas.) 

47-86 

(40 meas.) 

87-107 (end) 

(21 meas.) 

MELODY 

 

 

 

 

 

 

 

 

 

 

 

 

Meas. 1-6: 

Meas. 1-6 

figure in flts & 

piano, 

independent 

chimes part 
 

Meas. 6-11: 

Falling Thirds 

Figure in 1st 

clars & 1st bsn 
 

Meas. 8-14: 

1st oboe solo 

has a fragment 

of the 1st 

phrase of the 

main theme 

Meas. 15-32: 1st tpt solo has 

the 1st phrase of the main 

theme twice, other brass join 

in on the repeat w/ same 

rhythms but have supporting 

pitches 
 

Meas. 33-37: 1st bsn solo 

has a fragment of the 1st 

phrase of the main theme 
 

Meas. 38-46: transition, new 

material, very lyrical melody 

in hrns & 1st alto sax 

Meas. 47-53: 1st phrase of the main theme in 1st & 2nd clars, 

1st alto sax, & hrns 
 

Meas. 54-60: 1st phrase of the main theme in 1st & 2nd clars, 

1st tpts, & some hrns, 2 different countermelodies in upper & 

low voices 
 

Meas. 61-66: 2nd phrase of the main theme in upper 

woodwinds & tpts, countermelodic line mostly in hrns & 

euph 
 

Meas. 67-73: 1st phrase of the main theme materializes as a 

conversation between trpts & tbns in the first half of this 

phrase, then others join in & rhythms are the same in the 

second half 
 

Meas. 74-79: 2nd phrase of the main theme in upper 

woodwinds & 1st tpt, countermelody in hrns & euph for the 

first half 
 

Meas. 80-86: Meas. 1-6 figure in 1st & 2nd clars & tpts 
 

Meas. 87-92: Falling 

Thirds Figure in 1st 

clars & 1st bsn 
 

Meas. 93-98: melody 

in 1st flts, 1st clars, 

1st alto sax, & 1st & 

2nd hrn 
 

Meas. 98-99: 1st 

flutes 
 

Meas. 100-103: hrn 

solo includes the 

neighbor tone motive 

& is exactly the same 

as the horn part in 

mm. 38-41 except it 

is down a half step 

DYNAMICS 

 
soft generally medium Meas. 47-66: medium-loud 

 

Meas. 67-86: loud-really loud, building all the way to the 

climax of this mvmt. in m. 86 
 

mostly soft 

TEXTURE thin  thin-medium medium-thick-medium-thick thin-medium-thin 

RHYTHM rhythms are 

not difficult 

but there are 

exposed parts 

that need to be 

together 

there is rhythmic variation in 

mm. 24-32 that includes the 

double dotted eighth note 

followed by a 32nd note a 

couple of times that needs to 

be together, range is high in 

the 1st tpt part 
 

Meas. 47-66: rhythms are not too difficult but there is a lot 

going on and some big leaps in range for some players 

 

Meas. 67-79: rhythms are harder w/ the double dotted eighth 

note followed by a 32nd note occurring a few times, there is 

the 16th note triplets on the “+” of beat 2 in m. 72 

 

rhythms are not 

difficult 
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Watchman, Tell Us of the Night by Mark Camphouse, published in 1996 

 

A tribute to survivors of child abuse & neglect 

 

HYMN TUNE USED: “Watchman, Tell Us of the Night,” words by John Bowring & 

music by George Elvey, 1825. Also known as the Thanksgiving hymn, “Come Ye 

Thankful People Come” with different lyrics. The hymn tune appears in mm. 137-146, 

147-160, 161-169, & 197-207. 

 

FORM = Three-part, with a significant introduction & 3 proportional sections: 1st section 

(w/out the intro) is 62 meas. in length, the 2nd section is 58 meas., & the 3rd section is 66 

meas. 

 

MAIN THEME = Heard twice in mm. 41-58 & 181-196. This theme is foreshadowed in 

pick-ups to mm. 10-17 in the solo flute part & in pick-up to mm. 36-37 in 1st clarinets, 

1st trumpets, & vibes. A varied fragment from the main theme appears in mm. 106-111 in 

low voices w/ an echo in middle voices.  

 

MOTIVES… 

• INNOCENCE MOTIVE = Descending 3rd, repeat, desc. 5th, followed by an 

ascending major 2nd. First heard in mm. 3-4 in flute, alto sax, & piano. Appears 

in mm. 3-4, 6-8, 18-19, 20-22, 84-87, 218-219, & 221-223. Variations of it appear 

in mm. 24-26, 75-76, & 112-114.  

• TRIPLET DESC. 3RD MOTIVE = The intervals in this motive are similar to the 

Innocence motive since it has a repeated descending 3rd & a desc. 5th. However, 

the Triplet Desc. 3rd motive includes a few more intervals & the rhythms are 

different. The motive first appears in mm. 27-28 in the solo trumpet part. It is also 

heard in mm. 33-34, 77-79, 84-87, 94-96, 97-98, 99-100, 117-120, 121-127, 136-

139, 140-143, & 171-173. 

 

ERRATA: The opening & closing tempos are too slow. It should be ♩ = 56 at the 

beginning & at m. 214.  

 

NOTES… 

• For the METER row in the analysis chart, the meters are listed in order of first 

appearance in each section.  

• For the PHRASE STRUCTURE row, the numbers represent the number of 

measures in each phrase. 
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Watchman, Tell Us of the Night 
 

SECTION Intro 1st Section End of 1st 

Section & 

Trans.  

2nd Section 3rd Section 

MEASURES 

 
1-40 

(40 meas.) 

41-87 

(47 meas.) 

88-102 

(15 meas.) 

103-160 

(58 meas.) 

161-226 (end) 

(66 meas.) 

TEMPO Very Slow 

♩ = 56 

Very Slow & 

Medium 

♩ = 52-80-88-60-66 

w/ fluctuations 

Slow 

♩ = 66, rall. last 

bar 

Medium & Slow 

♩. = 80-84, then ♩ = 72-senza misura-72-

60 w/ molto accel. last bar 

Medium, Slow, & Very Slow 

♩ = 92-72-66-60-80-56 

METER  4
4, 

5
4, 

2
4, 

3
4 

 

4
4, 

5
4, 

3
4, 

2
4 

The main theme 

stays in 
4
4 

3
4, 

4
4, 

2
4, 

5
4, 

7 
4 

 

9
8, 

6
8, 

4
4, 

6
4, 

3
4, 

5
4, & unmeasured time in 

133 

4
4, 

6
4, 

5
4, 

2
4, 

3
4, 

 9
8, 

6
8 

The main theme stays in 
4
4 

PHRASE 
STRUCTURE 

9+7+7+5+4+8 

 

8+10+12+4+5+4+4 

 

6+3+6 

 

6+6+6+7+8+3+8+3+3+4+4 

 

5+7+8+8+8+4+7+6+4+3+6 

TONAL 

CENTER 
Starts sort of E 

natural minor 

but veers from 

that in m. 14 

Constantly shifting, 

but a little bit of G 

major & E minor 

Constantly 

shifting, a little 

bit of A-flat 

minor & A-flat 

major, 

juxtaposed w/ 

an A-natural in 

euph solo in m. 

102 
 

None 

Meas. 139-146: Polytonal 

None, some polytonality 
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Watchman, Tell Us of the Night (cont’d) 
 

SECTION Intro 1st Section End of 1st 

Section & 

Trans.  

 

2nd Section 3rd Section 

MEASURES 

 
1-40 

(40 meas.) 

41-87 

(47 meas.) 

88-102 

(15 meas.) 

103-160 

(58 meas.) 

 

161-226 (end) 

(66 meas.) 

HARMONY 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Mixture of 

open 5ths, 

stacked & 

layered 5ths 

(quintal), 3rds, 

major & minor 

chords, & 

extended 

chords 

Meas. 41-69: 

Mostly major & 

minor chords in the 

main theme w/ a 

few meas. that 

have stacked 

perfect 5ths.  
 

Meas. 70-87: 

Quintal harmonies 

& layerings of 

notes. 

 

 

Turns dark 

here. Perfect 

5ths, stacked 

5ths, major & 

minor chords, 

& fifths stacked 

on top of 

unrelated major 

& minor chords 

Not as dark.  
 

Meas. 103-138: Mostly polylarying of 

notes. A few major chords layered w/ 

stackings of notes. Some tri-tones & open 

5ths layered w/ note layerings. Some 

major chord pedals beneath unrelated 

groupings.  
 

Meas. 139-146: Polytonal… The 2 cls. & 

2 bsns. are in G major playing the 

Watchman hymn tune. The chimes are in 

G major playing the same hymn tune, but 

it’s canonic. The flutes & pic. are in the 

distant key of B major, the saxes have 

unrelated perfect 5ths, & the low brass 

have an E-flat major chord as a pedal. 

(Piano & vibes are doubling the flutes & 

saxes.) MC’s poly-layered harmonies 

here were influenced by Ives. He was 

specifically thinking of Ives here. 
 

Meas. 147-160: Mostly major, minor, & 

extended chords. 

 
 

Meas. 161-180: Layerings & 

stackings of notes, a few 

extended chords, perfect fifths 

stacked on top of each other. 

Perfect 5th, major 3rd, & 

unison/octave pedals. Some 

polytonality. B-flat pedal 173-

180. 
 

Meas. 181-196: Mostly major 

& minor chords 
 

Meas. 197-end: Mostly 

polylayering of notes over 

perfect 5th pedals 
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Watchman, Tell Us of the Night (cont’d) 
 

SECTION Intro 1st Section End of 1st 

Section & 

Trans.  

2nd Section 3rd Section 

MEASURES 

 
1-40 

(40 meas.) 

41-87 

(47 meas.) 

88-102 

(15 meas.) 

103-160 

(58 meas.) 

161-226 (end) 

(66 meas.) 

MELODY 

 

 

 

 

 

 

Meas. 1-17: Flt, 

alto sax, & pno 

solos, Innocence 

motive & 

foreshadowing of 

main theme in 

pick-ups to mm. 

10-17 in the solo 

flt  
 

Meas. 18-28: 

Innocence motive 

in upper 

woodwinds w/ 

contrary motion 

in middle voices, 

tpt solo has both 

motives in 24-28 
 

Meas. 29-40: 

Triplet desc. 3rd 

motive in 33-35, 

solos in a few 

different voices, 

foreshadowing of 

main theme in 

pick-up to mm. 

36-37 in 1st clars, 

1st tpts, & vibes. 

Meas. 41-58: 

Main theme,  

new material. 

MC was 

thinking 

“lyrical 

beauty” here. 

Through-

composed 

except for the 

motives. 
 

Meas. 59-70: 

New material 

but 

continuation of 

lyrical beauty 

concept 
 

Meas. 70-87: 

Alto sax, oboe, 

flt, bsn, tenor 

sax, clar, & 

hrn solos  

 

 

Meas. 88-

102: Tutti, 

mood turns 

dark, both 

motives are 

used & 

twisted 

 

 

Both motives & the hymn are used, but 

twisted, manipulated, & varied. The music is 

dark here. 
 

Meas. 103-114: Atmospheric 16th note 

ostinatos, main theme fragments appear in 

106-111, Innocence motive in 114 
 

Meas. 115-127: Atmospheric ostinatos change 

a little, Triplet desc. 3rd motive in solo flt w/ 

pic & solo alto sax joining in 121-127 
 

Meas. 128-135: Angry, disturbing, dark, 

sinister, trbn solo, hard 1st tpt part in 131, 

senza misura in 133 
 

Meas. 136- 146: Polytonal. There is a lot 

going on here. The 2 cls. & 2 bsns. have the 

hymn in G major. The chimes have the same 

thing but it’s canonic. The flutes & pic. have 

the Triplet desc. 3rd motive & are in the 

distant key of B major, the saxes also have 

this motive in perfect 5ths that are unrelated to 

the flts & pic. Low brass have an E-flat major 

chord as a pedal. (Piano & vibes are doubling 

the flutes & saxes.) MC’s poly-layered 

harmonies here were influenced by Ives. He 

was specifically thinking of Ives here. 
 

Meas. 147-160: Hymn, chorale-like, tutti 

without perc., brighter & more hopeful 

Meas. 161-172: Hymn in tpts 

& upper woodwinds, Triplet 

desc. 3rd motive in 171-172 

 

Meas. 173-180: Transition 

that is more rhythmic than 

melodic, a throbbing & 

building to the main theme 
 

Meas. 181-196: Return of the 

main theme, tutti without 

perc. 
 

Meas. 197-207: Starts 

similarly to 161, hymn in tpts 

& oboes in 197-200, hymn in 

hrns & altos in 201-207 w/ 

tbns & all saxes in 206-207 
 

Meas. 208-213: Transition w/ 

bsn solo 
 

Meas. 214-226: 

“Schwantner-esque” here, 

rising fifths in flt, pno, & 

vibes, Innocence motive in 

218-220, SINGING of 

perfect 5th drone, 2 tpt 

players need whispa mutes, 

fade to the end 
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Watchman, Tell Us of the Night (cont’d) 
 

SECTION Intro 1st Section End of 1st 

Section & 

Trans.  

2nd Section 3rd Section 

MEASURES 

 
1-40 

(40 meas.) 

41-87 

(47 meas.) 

88-102 

(15 meas.) 

103-160 

(58 meas.) 

161-226 (end) 

(66 meas.) 

DYNAMICS mostly very 

quiet 

varied but mostly 

mf w/ quiet 

dynamics from 

70-87 

soft-very loud-

soft 

mostly quiet w/ just 2 loud outbursts. 

Perhaps that’s why the quality of it being 

so dark here works…it’s reserved, 

controlled, & therefore, strong & 

powerful without having to be loud. 
 

loud-soft 

TEXTURE thin-thick-thin mostly thick w/ 

sparse perc., then 

thin in mm. 70-

87 

thick medium-thick-medium-thick w/out perc. 

in 147-160 for the hymn 

mostly thick, w/out perc. 

during the main theme, thinner 

at 214-end w/ singing & an 

atmospheric “Schwantner-

esque” mood 
 

RHYTHM rhythms are 

not difficult 

rhythms are not 

too difficult but 

some wide 

melodic leaps 

might make 

things 

challenging, 

rhythms in the 

alto sax & oboe 

solos are a little 

tricky 

rhythms are not 

difficult except 

for m. 99 

The hardest rhythms in the piece are in 

this section.  
 

Meas. 103-114 (somewhat continues 115-

127): fluid, watery stuff similar to the end 

of A Movement for Rosa. The rhythms are 

not too difficult, but it might be 

challenging to keep everyone lined up & 

avoid fatigue 
 

Note the trumpet part in m. 131 & the 

senza misura for all in m. 133.  

difficult rhythms in mm. 162-

165  
 

Meas. 174-180: a musical 

throbbing & building that 

takes us into the 2nd statement 

of the main theme 
 

Meas. 181-196: rhythms in the 

main theme are not too 

difficult but some wide 

melodic leaps might make 

things challenging 
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Whatsoever Things… by Mark Camphouse, published in 1998 

 

Dedicated to John P. Paynter 

 

HYMN TUNE USED: “St. Anthony Chorale” which was used by Haydn in a wind 

divertimento & later used by Brahms in “Variations on a Theme by Haydn.” 

Northwestern University uses this music as its Alma Mater Hymn. The fullest & most 

standard setting that exists in this piece is in mm. 221-225. MC intentionally scored these 

5 meas. similarly to the way Brahms did.  

 

FORM = A, B, A (Ternary) = 3 almost proportional sections (not including the 

introduction): 1st section (without the intro) is 85 meas. in length, the 2nd section is 63 

meas., & the 3rd section is 69 meas.  

 

THEMES… (Note: Both themes consist of consecutive perfect 4th intervals) 

• THEME 1 = Theme 1 is heard twice: once in mm. 30-50 & again at the end in 

mm. 196-209. The 2nd statement is similar to the 1st statement except it is not 

repeated as it was in the phrase beginning in m. 38. The 2nd statement is a 

mixture of the 2 phrases from the 1st statement beginning in mm. 30 & 38. Also, 

the key & harmony are different but the motion between chords is similar. 

• THEME 2 / ECHO THEME = I call this the Echo Theme since it usually is stated 

& then echoed. Also, it is stated in canon in 157-167. MC got a lot of mileage out 

of this thematic material, as it appears in different voicings, styles, & tempos. 

This theme appears 10 times in mm. 51-58, 59-67, 68-72, 78-84, 105-114, 140-

146, 147-152, 157-167, 168-171, & 243-246.  

 

ALMA MATER (AMM) MOTIVE = Dotted quarter note, eighth note a second above, 

then back down to the original note in two quarter notes. This motive is first found in the 

euph in m. 7, first four beats. The motive—or a variation of it—occurs more than 40 

times throughout the piece. This motive is from the hymn tune & sometimes it is 

followed by the next meas. of the hymn theme. 

 

THE NORTHWESTERN UNIVERSITY FIGHT SONG = A fragment of the fight song 

is quoted (but camouflaged) twice in this piece. It occurs once in the counter melody in 

lower voices in mm. 132-133, & another time in the chimes in mm. 216-220. 

 

ERRATA: Meas. 114, 2nd trombone part: The first note in the meas. should be an E-flat 

above middle C, not an E-natural.  

 

NOTES… 

• For the METER row in the analysis chart, the meters are listed in order of first 

appearance in each section.  

• For the PHRASE STRUCTURE row, the numbers represent the number of 

measures in each phrase. 
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Whatsoever Things… 
 

SECTION Intro 

Alma Mater 

Motive 

(AMM) 

1st Section  

Theme 1 

(Still 1st Section) 

Theme 2 (Echo Theme) 

& Alma Mater Motive 

2nd Section (Fast) 

Alma Mater Motive &  

Theme 2 

3rd Section 

Theme 1 & 

Alma Mater 

MEASURES 

 
1-29 

(29 meas.) 

30-50 

(21 meas.) 

51-114 

(64 meas.) 

115-177 

(63 meas.) 

178-247 

(69 meas.) 
TEMPO 

 
Slow 

♩ = 66-72-66 

w/ 

fluctuations 

Mostly Slow 

♩ = 66-72-80-

66 

w/fluctuations 

Slow & Medium 

♩ = 66-72-80, allarg. at 

end 

Fast 

♩ = 126 for most of this section but 

gradually slows down from 168-177  

Slow & Medium 

♩ = 66-72-80-66-96-60 w/ 

fluctuations 

METER  4
4, 

5
4, 

6
4, 

2
4 

4
4, w/ one 64 

bar at the end 

4
4, 

3
4, 

5
4 

 

4
4, 

3
4, 

5
4, 

2
4, 

6
8 

4
4, 

5
4, 

3
4, 

2
2, 

2
4 

 
PHRASE 
STRUCTURE 

9+6+6+8 8+8+5 8+9+5+5+7+5+7+8+10 4+9+7+4+8+6+4+11+4+6 8+10+8+6+6+10+4+6+4+8  

TONAL 

CENTER 

 

(When there 

is a tonal 

center in 

MC’s music, 

there are 

almost 

always non-

diatonic 

chords 

included.) 

G modal 

(strong 

emphasis on 

D, or sol) 

Meas. 30: 

Theme 1 

starts in G 

minor in but 

deviates after 

about 8 bars 
 

Meas. 42: G-

flat major for 

about 4 bars 
 

Meas. 50: 

ends feeling 

like G is 

home, 

emphasis on 

G & D 

perfect 5th 
 

Meas. 51-77: mostly G 

modal 
 

Meas. 78-89: none 
 

Meas. 90-94: D major 
 

Meas. 95-111: B-flat 

minor / B-flat modal 
 

Meas. 112-114: works to 

B-flat major in m. 114 

Meas. 115-118: B-flat major 
 

Meas. 119-134: G major 
 

Meas. 135-138: bitonal but 

emphasis on E major (The hrn 2 & 

tbn 2 parts feel like do, re on E to F-

sharp in E minor.) 
 

Meas. 139-152: none but one could 

argue for E major…  It is a stretch, 

though. 
 

Meas. 153-167: C-sharp 
 

Meas. 168-177: B-flat  

Meas. 178-185: B-flat modal 

(strong emphasis on F, or sol) 
 

Meas. 186-195: none 
 

Meas. 196-204: B-flat major 
 

Meas. 205-220: changes & is 

bitonal (could view that G is tonal 

center from 210-214) 
 

Meas. 221-229: G major 
 

Meas. 230-235: none 
 

Meas. 236-247: G major 
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Whatsoever Things… (cont’d) 
 

SECTION Intro 

Alma Mater 

Motive 

(AMM) 

1st Section  

Theme 1 

(Still 1st Section) 

Theme 2 (Echo Theme) 

& Alma Mater Motive 

2nd Section (Fast) 

Alma Mater Motive &  

Theme 2 

3rd Section 

Theme 1 & 

Alma Mater 

MEASURES 

 
1-29 

(29 meas.) 

30-50 

(21 meas.) 

51-114 

(64 meas.) 

115-177 

(63 meas.) 

178-247 

(69 meas.) 

HARMONY 

 

 

 

Meas. 1-7: G 

pedal 
 

Meas. 17-21: 

E-flat major 

pedal   
 

Meas. 22-26: 

G & D (P5) 

pedals  

Mostly major 

& minor 

chords, a few 

of which are 

extended, & P5 

harmonies in 

mm. 37, 45, & 

50 

Pyramiding of notes as 

pedals, quintal pedals, 

quintal harmonies, some 

major & minor chords (a 

few of which are 

extended), clusters in mm. 

83-84, flat major VI & 

flat major VII used in mm 

95-96 & 113, & bitonality 

in mm. 112-113 

Major chords as pedals w/ 

ostinatos that contain unrelated 

pitches, quintal pedals, quintal 

harmonies, major & minor 

chords—some w/ extensions, 

bitonality, parallel major chords 

from 147-152 

Quintal pedals, individual note 

pedals, pyramiding of pedals, 

parallel major chords, major, 

minor, & extended chords, quintal 

harmonies, bitonality at 206-220, 

& chords on top of a P5 below 

 

MELODY 

 
Meas. 1-9: 

Alma Mater 

Motive 

(AMM) in 

euph 
 

Meas. 10-15: 

AMM in 

bsns 
 

Meas. 16-21: 

AMM in flts 

& obs 
 

Meas. 22-29: 

AMM in  

euph., add 

tuba last 3 

bars 

Meas. 30-37: 

Theme 1 in 

minor w/ 

simple counter 

lines starting 

w/ pick-ups to 

33 
 

Meas. 38-45: 

Theme 1 

repeats but is 

quite varied, 2 

counter lines 

are included, 

one in middle 

voices & the 

other in low 

voices 

 

Meas. 51-58: Theme 2 

(Echo Theme) in solo trpt 

& echoed in solo fl 
 

Meas. 59-67: Theme 2 in 

full band in 5ths & 3rds 

w/ contrary motion 
 

Meas. 68-72: Trans. using 

a Theme 2 frag in trpt. 3 

& hrns, then AMM in low 

voices 
 

Meas. 73:77: It’s dark 

here (MC is thinking 

about how Mr. Paynter 

could get dark 

sometimes). AMM in low 

voices 

Meas. 115-118: 4 bar intro to new 

section by having the upper WWs 

ostinatos start here. The ostinatos 

act as a pulse. 
 

Meas. 119-127: Ostinatos plus 

AMM in low voices (don’t see 

trills in low brass very often) 
 

Meas. 128-134: Ostinatos plus 

AMM in high & middle brass, an 

interjection in lower voices in m. 

130, & the Northwestern Univ. 

Fight Song is quoted (but 

camouflaged) in the counter 

melody in low voices in mm. 132-

133. 
 

 

 

Meas. 178-185: English hrn solo, 

similar to beg. euph solo 
 

Meas. 186-195: trans. w/ rising 

P5 in melody w/ pulsating triplets 

as a rhythmic motor in upper 

WWs, sustained notes in low 

voices, AMM in chimes 
 

Meas. 196-203: Theme 1 in major 

& similar to first statement of 

Theme 1 at m. 30. It is not 

repeated here, though, as it was at 

38. This is a mixture of those 2 

phrases from 30 & 38…also, key 

& harmonies are different but 

motion between chords is similar. 

Cool counter line in hrns, tenor, 

& euph 
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Whatsoever Things… (cont’d) 
 

SECTION Intro 

 (AMM) 

1st Section  

Theme 1 

(Still 1st Section) 

Theme 2 (Echo Theme) 

& Alma Mater Motive 

2nd Section (Fast) 

Alma Mater Motive &  

Theme 2 

3rd Section 

Theme 1 & 

Alma Mater 
MEASURES 

 
1-29 

(29 meas.) 

30-50 

(21 meas.) 

51-114 

(64 meas.) 

115-177 

(63 meas.) 

178-247 

(69 meas.) 

MELODY 

(cont’d) 

 Meas. 46-50: 

extension, 

melody in 

upper voices 

& counter 

melody in 

lower voices 

 

Meas. 78-84: Theme 2 in 

upper voices w/ lower 

voices echoing. 

Percussion add a lot of 

color here. 
 

Meas. 85-89: Melodic 

material a little similar to 

Theme 2 in that it has an 

emphasis on consecutive 

perfect 4th intervals in 85-

86, & AMM in lower 

voices 
 

Meas. 90-96: AMM & 

more hopeful here, nice 

counterpoint in some 

upper voices in mm. 91-

93 
 

Meas. 97-104: Ob. solo, 

AMM in other voices 
 

Meas. 105-114: Theme 2 

in solo trpt for 4 bars.  

Then Theme 2 in full 

band at 109 but it’s half of 

the theme & is a mixture 

of both phrase members 

w/ rhythmic variation 

 

Meas. 135-138: 4 bar trans. Ostinatos 

change. 
 

Meas. 139-146: Theme 2 but 

transformed. Steady pulse beating in 

background 
 

Meas. 147-152: AMM in diminution in 

middle & low voices w/ Theme 2 

acting as counterpoint in upper voices. 
 

Meas. 153-156: Short trans. w/ ostinato 

figures where the beat gets turned 

around in the 6/8 bar…fun! 
 

Meas. 157-167: Theme 2 in canon by 2 

beats (this is the main reason why I call 

this the Echo Theme). Upper WWs 

have short repeated notes, still acting as 

a pulse. A 4th line is added in the low 

WWs, 3rd tbn. & tuba in pick-ups to 

161-164. 
 

Meas. 168-171: Pulse-like figures stop 

& tempo slows. Theme 2 fragments are 

included. This is the start of the 

transition into the 3rd Section of the 

piece. 
 

Meas. 172-177: dynamic climax of the 

piece, AMM 

Meas. 204-209: like mm. 46-47 

& then changes & goes 

polytonal, great counter line 
 

Meas. 210-215: variation of 

AMM in G major w/ sustained 

notes in low voices 
 

Meas. 216-220: AMM but 

bitonal w/ the chimes playing a 

camouflaged fragment of the 

Northwestern University Fight 

Song—sort of sounding like a 

university carillon.    
 

Meas. 221-229: Alma Mater 

Hymn in the fullest & most 

standard setting that exists in this 

piece in 221-225—scored 

purposely similarly to the 

Brahms.  
 

Meas. 230-235: Extension of the 

trans., AMM 

Meas. 236-239: AMM in bsn 

solo, similar to euph & Eng. Hrn 

solo statements 
 

Meas. 240-247: AMM in ob. 

solo, Theme 2 frag. in fl solo. 
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Whatsoever Things… (cont’d) 
 

SECTION Intro 

 (AMM) 

1st Section  

Theme 1 

(Still 1st Section) 

Theme 2 (Echo Theme) 

& Alma Mater Motive 

2nd Section (Fast) 

Alma Mater Motive &  

Theme 2 

3rd Section 

Theme 1 & 

Alma Mater 
MEASURES 

 
1-29 

(29 meas.) 

30-50 

(21 meas.) 

51-114 

(64 meas.) 

115-177 

(63 meas.) 

178-247 

(69 meas.) 

DYNAMICS soft, 

mostly 

solos 

soft-loud, 

decreasc. in 

m. 50 

various dynamics from pp 

to ff 

mostly loud, the dynamic climax of the 

piece is at 172 

mostly soft to mf, f at Theme 1 

& a build to m. 230 

TEXTURE thin medium-

mostly thick 

mostly thicker except in 

the trpt solos 

mostly thick, extremely thick from 

157-164 where there are 4 different 

lines occurring at the same time 

mixture of solos, thin, & thicker 

textures. Starts w/ a solo, builds 

to get thicker & thicker, then 

thins out to the solos at the end.  
RHYTHM A few 

triplets in 

simple 

meters. 

AMM 

rhythm. 

A few triplets 

in simple 

meters.  Not 

much perc. 

here.  

Countermelo

dies that sing 

w/ different 

rhythms than 

the melody. 

Some triplets in simple 

meters.  Cool perc. parts 

that add a lot of color in 

mm. 78-81. AMM rhythm 

sometimes. 

Countermelodies that sing 

w/ different rhythms than 

the melody. 

This is a faster section that contains the 

most difficult rhythms in the piece. 

Upper woodwinds have consistent 

ostinatos for much of this section that 

might be difficult for players’ 

endurance. 

 

Triplets used in simple meters. Triplets 

in perc. in mm. 123 & 128-134 are 

different than all else.  

Snare is used as a pulse from 139-

146…rhythms are a little like rhythms 

in A Movement for Rosa. Snare has 

constant triplets w/ woodwinds in 157-

164. 

This section is slower. Triplets in 

simple meters are included. 

Pulsating parts in upper WWs in 

mm. 186-195 where every other 

meas. alternates duple & triple 

rhythms. Chimes parts have 

independent rhythms. 

Countermelodies that sing w/ 

different rhythms than the 

melody. 
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Yosemite Autumn by Mark Camphouse, published in 2004 

 

The title is a reference to Yosemite National Park 

 

FORM = Ternary, A B A  

 

Section  Number of meas. Approximate length in time 

1 (including the intro) 57 4 minutes & 37 seconds (4:37) 

2 35 (faster tempo) 94 seconds (:94) 

3 30 3 minutes & 20 seconds (3:20) 

   

THEMES… (Note: Both themes begin w/ the P5 Motive) 

• MAIN THEME = This theme occurs twice. It is first stated in mm. 9-24. It’s 

stated again in mm. 93-107 but it’s up a step.  

• HALF DOME THEME (HDT) = This is an 8 bar theme that represents the 

majestic Half Dome feature in the park. It occurs twice in mm. 58-65 & 79-86. 

The first 4 bars of this theme, or variations of it, are stated 6 more times in mm. 1-

4, 5-8, 28-31, 43-46, 120-123 & 124-128. 

 

P5 MOTIVE = An ascending P5 motive. Sometimes it is varied a little but it usually 

appears as a dotted half note, then an eighth note on the same pitch, then up a P5. This 

motive occurs 26 times. 

 

ERRATA: Meas. 106, French horn part: The two F-naturals should be F-sharps. 

 

NOTES FOR CLARITY… 

1. Meas. 94 beat 4 to the breath mark in m. 96, piccolo part: MC prefers for this to 

be played up an octave. 

2. Meas. 100, tutti: This should be a subito p, instead of a subito mp. MC wants this 

to come way down here. 

3. When MC conducts this, he adds cesuras at the end of mm. 8 & 57.  

4. When MC conducts this, he tells woodwind players who play in the very last bar 

to sneak a breath early in the second to last measure so that the last measure can 

be held long enough. 

 

NOTES… 

• For the PHRASE STRUCTURE row, the numbers represent the number of 

measures in each phrase. 

• For the TONAL CENTER row, notes listed that do not have major or minor as 

labels are ambiguous or more modal. 
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Yosemite Autumn 
 

SECTION Intro = 

Motive & 

Main 

Theme  

A = Motive & 

Main Theme 

developed, plus 

answer 

Transition 

Uses Intro 

Material 

A Section Closing 

Material 

Trans./Intro to B & 

B Section  

 

A Section Concluding 

Section 

MEASURES 

 
1-8 

(8 meas.) 

9-27 

(19 meas.) 

28-35 

(8 meas.) 

36-57 

(22 meas.) 

58-92 

(35 meas.) 

93-107 

(15 meas.) 

108-137 

(30 meas.) 

TEMPO Slow 

♩ = 60 

(calm) 

 

Slow 

♩ = 60-72-80 w/ 

fluctuations 

Slow 

♩ = 80 

rall. at end 

Slow 

♩ = 72-60-72 

rall. at end 

 

Slow & Fast 

♩ = 80-132 w/ 

fluctuations 

(heroic)   

Slow  

(same as A Section) 

♩ = 72 w/ 

fluctuations 

Slow 

♩ = 66-60-72 

w/ fluctuations   

 
METER  4

4 mostly 
4
4  

(2 bars of 34) 

mostly 
4
4  

(3 bars of 
2
4) 

4
4, 

3
4, 

5
4 mostly 

4
4  

(2 bars of 54) 

mostly 
4
4  

(1 bar of 34) 

4
4, 

3
4, 

2
4, 

5
4 

 

PHRASE 
STRUCTURE 

4+4 9+10 

[4+5] + [4+6] 

4+4 4+3+4+7+4 7+6+6+2+4+4+6 9+6 

[4+5] + [6] 

12+18 

[4+4+4] + 

[4+5+2+7] 

TONAL 

CENTER 
None really, 

but foresha-

dowing of 

B-flat 

dorian 

B-flat dorian 

for first 7 bars 

then 2 bars of C 

major (dominant 

in next key), then 

goes to F major 

 

Ambiguous 

but 

harmony is 

firmly 

centered on 

G-flat 

 

Tonal center is on 

“D” until m. 52, then 

ambiguous, P5 

motive at same 

pitches in mm. 56-57 

as mm. 5-6 

Ambiguous but 

lands firmly on C 

major in mm. 75-78, 

then lands firmly on 

a G chord in 91-92, 

which is functioning 

as a dominant 

because it’s going to 

C major 

Up a step from 

original A Section: 

C major, then G 

major (D, which is 

dominant of G 

major in 100-101, 

then G major in 

102) 

F-sharp to B-

flat to ending 

firmly on an F 

major 

extended 

chord 
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Yosemite Autumn (cont’d) 
 

SECTION Intro = 

Motive 

& Main 

Theme  

A = Motive & 

Main Theme 

developed, plus 

answer 

Transition 

Uses Intro 

Material 

A Section Closing 

Material 

Trans./Intro to B & 

B Section  

 

A Section Concluding 

Section 

MEASURES 

 
1-8 

(8 meas.) 

9-27 

(19 meas.) 

28-35 

(8 meas.) 

36-57 

(22 meas.) 

58-92 

(35 meas.) 

93-107 

(15 meas.) 

108-137 

(30 meas.) 

HARMONY 

 

 

 

Not 

much 

here, but 

some 

minor 

3rds 

when 

euph 

overlaps 

w/ horn 

Meas. 9-17: 

diatonic chords in 

B-flat Dorian, flat 

major VI & flat 

major VII chords 

used, dominant V 

in F major going 

to F major in last 

2 bars 
 

Meas. 18-27: 

mostly diatonic 

chords in F major, 

ends on  

deceptive cadence 

in 24 & 26-27 

Vertical tri-

tone motion 

in harmony: 

G-flat major 

7 to C minor 

to G-flat 

major 7, add 

flat 9 in 35 

D minor – G major – 

D minor, C Major 

extended, B-flat 

major, E-flat major, 

B-flat major, C 

major/F major, 

quintal harmony in 

42-46: C, G, D, A, to 

C major 7 to C-sharp 

major/C minor (turns 

dark here in m. 45) 

D pedal continues in 

47-49 in hrn, some  

polytonality in 

layering of P5s in 

55-57 

Meas. 58-86: mostly 

quintal harmonies, C 

major w/ an added 4 

in 75-78 w/ quintal 

C & G in low voices 

that have the 

rhythmic part 
 

Meas. 87-92: major 

& minor chords 

Meas. 93-99: major 

& minor diatonic 

triads w/ flat major 

VI & flat major VII 

in the key of C 

major 
 

Meas. 100-107: D 

major functions as 

V in G major in 

100-101, then goes 

to G major in 102, 

diatonic triads in G 

major, F major  

over E-flat major 

chords in 107 

Major & 

minor chords, 

some w/ 

extensions, 

quintal 

harmony in m. 

116  
 

Pedals: F-

sharp pedal in 

110-117, B-

flat pedal in 

118-121, 124-

127 & 129-

130, F pedal in 

131-end 

MELODY hrn & 

euph 

solos on 

the first 4 

bars of 

HDT, P5 

motive 

stated 

3xs 

Meas. 9-24: 

1st statement of 

the Main Theme, 

which is 2 phrases 
 

Meas. 9-17 (1st 

phrase): melody is 

in 1st tpt, hrns, 1st 

alto, 1st & 2nd 

clars, P5 motive 

stated 3xs 

transition, 

similar to the 

first 8 bars of 

the piece, 2nd 

& 3rd tpts 

have the first 

four bars of 

HDT,  

Meas. 36-42: 

melody in pic, 1st 

flt, 1st alto, & 1st 

tpt, w/ added 1st clar 

in 39-42 
 

Meas. 42 (beat 4)-

46: first 4 bars of 

HDT in 1st alto sax, 

2nd hrn, 1st tpt, & 

chimes, w/ 1st clar 

added in 44-46 

Meas. 58-64: 

transition w/ first 

full statement of 

HDT in 1st tpts, 

hrns, & 1st & 2nd 

tbns 
 

 

Very similar to the 

original A Section 

but a little thicker in 

first phrase 

(includes flts & pic) 
 

P5 mot. stated 3xs 

in first 9 bars again 

as in previous A 

section 

Meas. 108-

119: Fragment 

of Main theme 

in first 8 bars, 

then 8 bars of 

a sort of 

realization that 

the sun is 

going to set, 

includes 4 bar 

duet in flt & 

bsn 
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Yosemite Autumn (cont’d) 
 

SECTION Intro = 

Motive 

& Main 

Theme  

A = Motive & 

Main Theme 

developed, plus 

answer 

Transition 

Uses Intro 

Material 

A Section 

Closing Material 

Trans./Intro to B & B Section  

 

A Section Concluding 

Section 

MEASURES 

 
1-8 
(8 meas.) 

9-27 

(19 meas.) 

28-35 

(8 meas.) 

36-57 

(22 meas.) 

58-92 

(35 meas.) 

93-107 

(15 meas.) 

108-137 

(30 meas.) 

MELODY 

(cont’d) 
 Meas. 18-24 

(2nd phrase 

which is the 

answer to the 

1st phrase): 

melody is in 

pic, flts, oboes, 

1st & 2nd clars, 

1st alto, & 1st 

tpt, nice counter 

lines in hrns in 

18-22 w/ euphs 

added in 21-22, 

P5 motive 

stated once in 

the counter line 
 

Meas. 24-27: 

phrase 

extension 

then hrns, 

bsns, & 

euph w/ P5 

motive echo 

in 32-33, P5 

motive 

stated 3xs 

Meas. 47-57: 

solos in flt, 1st 

clar, & 1st alto 

sax, hrn, & euph, 

P5 motive stated 

6xs, last couple of 

bars similar to 

intro at beg. of 

piece 

 

Meas.65-78: B Section, faster 

section, new material that is 

rhythmic, exposed lines in 3rd 

tpt, hrns, & euph in 67-68, then 

this line is passed to 1st & 2nd 

tpts & 1st tbn in 69-70, upper & 

middle voices have melodic part 

in 71-72, then upper & middle 

voices have melody in 73-76, 

phrase extension in 77-78, 

counter line in low voices in 72-

74, lower voice rhythmic motor  

begins in 75 
 

Meas. 79-86: HDT in oboes, 1st 

& 2nd clars, 1st tpts, & hrns, 

rhythmic ostinato-like patterns in 

low voices 
 

Meas. 87-92: This phrase answer 

the HDT, melody in 1st tpts & 

hrns, rhythmic lines in other 

voices 

 

P5 motive stated 7xs total in 58-

92 

 Meas. 120-

137: This 

signifies both 

a literal setting 

of the sun & a 

figurative sun 

setting of 

one’s life 

before they 

die, theme 

fragments 

from both 

themes are 

included in 

120-128, 

exposed parts 

in 1st alto sax, 

1st tpt, 1st hrn, 

& 1st euph 
 

P5 motive 

stated 5xs total 

in 120 to the 

end 
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Yosemite Autumn (cont’d) 
 

SECTION Intro = 

Motive & 

Main 

Theme  

A = Motive 

& Main 

Theme 

developed, 

plus answer 

Transition 

Uses Intro 

Material 

A Section 

Closing Material 

Trans./Intro to B & B 

Section  

 

A Section Concluding 

Section 

MEASURES 

 
1-8 

(8 meas.) 

9-27 

(19 meas.) 

28-35 

(8 meas.) 

36-57 

(22 meas.) 

58-92 

(35 meas.) 

93-107 

(15 meas.) 

108-137 

(30 meas.) 

DYNAMICS solos mp < f< ff > 

mp 

mp > p p < mf > p loud Ff > sub. p < loud mf < ff > p < f 

> ppp 

TEXTURE very thin thick but not 

full (pic, flts, 

& oboes not 

in yet) 

Then in 

answer (mm. 

18-27): full, 

tutti in winds, 

perc. is thin 
 

thick but 

thin in 

perc., flts, 

& oboes 

thick- solos- 

medium but soft 

mostly thick thick in winds but 

thin in perc. 

mostly thick, 

one thin part, 

thick at the 

end but quiet 

RHYTHM rhythms in 

individual 

parts not 

challeng-ing 

but can be 

difficult to 

line the 

solos up 

properly 

rhythms not 

too difficult, 

some triplets 

used in simple 

meters 

n/a rhythms not 

difficult but it is a 

challenge to line 

up all of the solo 

lines properly 

difficult rhythms that 

require double-tonguing in 

the brass, the Camphouse-

esque rhythmic motor in 

low voices is challenging, 

upper voices at 87 have 

some challenging rhythms 

that need to stay in time 

(players will likely 

naturally rush here), 

includes some 

characteristic rhythmic 

variation 
 

same as previous A 

section 

rhythms not 

challenging 

except maybe 

a little bit in 

the flt & bsn 

solos, a little 

rhythmic 

variation 

included in 

this section 
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APPENDIX B 
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Transcripts of Interviews with Mark Camphouse 

(listed alphabetically by work) 

 

Lisa Eckstein = LE 

Mark Camphouse = MC 
 

 

Elegy: March 3, 2019 
 

LE: 

Okay, we are recording. 

 

MC: 

Okay. I’m just looking for something. 

 

LE: 

Sure. 

 

MC: 

Things in my ... 

 

LE: 

Oh wow. [MC handed me his acceptance letter for his undergraduate degree from the 

Northwestern University School of Music.]  

 

MC: 

Yeah. Just stuff I wanted to save.  

 

LE: 

So did you get a separate letter saying no for composing? Because you kind of told me that story 

a little bit. [Referring to how MC was accepted to Northwestern University as a trumpet major 

but not as a composition major.] 

 

MC: 

I guess. I think I submitted scores but I think I was always regarded as a trumpet major, you 

know? 

 

LE: 

This is cool though. 

 

MC: 

Yeah. 

 

LE: 

Yeah. 

 

MC: 
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I had to save that. Something my kids can talk about some day. 

 

LE: 

Sure. Yeah. 

 

MC: 

I was looking for a letter from someone about Elegy that was ... Well, I can’t seem to be able to 

find it, unfortunately. Oh well. The founding conductor of the Dallas Winds, and his views on 

Elegy. But anyway, let’s proceed. 

 

LE: 

Oh, okay, who was that? 

 

MC: 

His name was Howard Dunn. D-U-N-N. Just fell in love with the piece, and it was important 

early on in some very, very fine performances, initially, the piece after the Marine Band premiere. 

 

LE: 

Cool. 

 

MC: 

Yeah. 

 

LE: 

See, this is 1987, am I right? 

 

MC: 

I believe so.  

 

LE: 

So you were 23-ish? 

 

MC: 

Oh, no. Not that young. 54, 64, 74.  

 

LE: 

33-ish. 

 

MC: 

Yeah. I’ll never forget the origins of this piece. Excuse me, the origins of this commission took 

place in Evanston, Illinois, during a CBDNA national convention. I remember Libby and I, Mr. 

and Mrs. Paynter, and John Bourgeois got together for a drink after one of the concerts. It was at 

that point that Mr. Paynter said, “Well, let’s turn this conversation over to Colonel Bourgeois.” It 

was at that point that he said, “Mark, how would you like to be commissioned by the United 

States Marine Band to compose a work for us?” I just about spit out my drink. It was such a thrill 

to get that kind of commission from one of our truly outstanding bands of the world, by the 

commander and conductor of the President’s Own. I’ll never forget that. So that was very 

exciting. 
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MC: 

The origins of this piece, actually, I remember composing an SATB choral work, entitled 

Morning. The poet was John Henry Mackay, I think, a Scottish poet. The chorale in this piece ... 

Do you want to say that- 

 

LE: 

Yep, you do. Uh-huh.  

 

MC: 

That chorale was from the original version of this piece, called Morning, for choir. I then did an 

orchestral version of the piece, and it was read, I’m not even sure it was ever performed. In fact, I 

think this photo… up there, with me conducting there, was with the Civic Orchestra of Chicago, 

and the conductor of the Civic Orchestra was kind enough to give me, I don’t know, almost an 

hour of podium time to record it, and gain some orchestral conducting experience. So that was 

really neat.  

 

LE: 

Cool. 

 

MC: 

Then after I got the Marine Band commission, it obviously became a much bigger piece than the 

original choral version that was based on that one hymn that I had composed based on the poem, 

Morning. So that was a little bit of a preview as to the origins of the piece.  

 

LE: 

Mm-hmm [affirmative]. Okay, great.  

 

MC: 

But, the piece is very orchestral in its sound. That was very intentional on my part. Obviously, I 

drew from some of the orchestral sounds that I had in mind for this piece, for this version, I guess, 

of Elegy. But I’ve never gone back to the orchestral version. The choral version was performed a 

couple of times. But this piece is not done very frequently. In fact, I think I may have mentioned 

this to you earlier, this is the only work of mine I have never conducted—the band version of 

Elegy. I’ve never had the opportunity to conduct it. I think probably one of the reasons is it’s very 

difficult. 

 

LE: 

It is very tough.  

 

MC: 

A couple of very fine high school bands, I remember adjudicating at the Buccaneer Festival, 

down in Corpus Christie, Texas, this would have been in the late ‘80s. I think the Klein Forest 

High School band played it. I was just shocked at how well they played it. That was at the point 

where I thought that Texas high school bands were really, many of them were just known for 

their precision, and not real musical depth, and ... Well, musical playing. It was all pretty much 

based on precision and- 

 

LE: 
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Technique?  

 

MC: 

Technique, thank you. But that band just really hit ... I mean, the horn section was marvelous, the 

conductor really understood the piece. But it’s done by some of our best college bands, and 

occasionally one of the service bands will do it. But it’s not performed very frequently because it 

is so ... It’s a long piece, and it’s a very difficult piece, with a lot of solo passages—exposed solo 

passages—and especially demanding horn parts. 

 

LE: 

Very demanding horn parts, yeah. 

 

MC: 

I remember, I think the Marine Band, for a while, used the first horn part for auditions. But it’s a 

special piece in that I dedicated it to my father. I dedicated it to my dad because I do use the 

church hymn of the Church in the Wildwood. Some of my earliest childhood recollections are of 

my father singing me to sleep at night with that wonderfully simple tune. That’s why I dedicated 

it to my dad. My dad never served in the military, so there is no connection there. But, it’s kind of 

an elegy to him, a tribute to him, and an elegy to those who made the supreme sacrifice with the 

Marine Corps. So the title serves two purposes, I guess. But it’s a very sincere piece, and some 

people really think it’s among my best. But it’s not done a lot. Hopefully sometime before I check 

out of this world, I would like to have the opportunity to conduct it, because I never have. My 

only piece I’ve never conducted. 

 

LE: 

Do you think we could play it in Wind Symphony? 

 

MC: 

Possibly. Mm-hmm [affirmative].  

 

LE: 

Mm-hmm [affirmative].  

 

MC: 

Our group gets better all the time. 

 

LE: 

We’ve got a good horn section right now. 

 

MC: 

Yeah, we do! We do. We’re going to be losing Rob, unfortunately, I think next year. He starts 

student teaching. But yeah, the horn section is vastly improved over previous years, yeah. 

 

LE: 

Did you say we were going to play Symphonic Fanfare?  

 

MC: 

Yes, we’re going to read it on Tuesday, as a matter of fact.  



273 

 

LE: 

Are we going to perform it? 

 

MC: 

Yes. I see it as our opening piece on our spring concert. We’re going to open with Symphonic 

Fanfare, and then do the premiere of a work by a master student here.  

 

[Banter about the GMU and NOVA bands ensues, and is not included here.] 

 

LE: 

All right. Well, do you want to just start at the beginning and we’ll talk through? 

 

MC: 

Sure. It starts with a rather wistful flute, a flute line. [Plays it on the piano.] Yeah. It’s, again, 

very, very exposed. Just one player, including that little bassoon line there. Then I think the horns 

are brought in on the next page. Mm-hmm [affirmative]. Then a rather extensive rhapsodic solo 

for unaccompanied flute. Yeah. I guess I was in my flute phase there. I think of the importance of 

the opening of a movement of Rosa with flute. This just... This could have been oboe. I mean, it’s 

perfect oboe range. But I just heard it as being something that would actually lie better for flute. 

Yeah, because it gets pretty high. That would not be good oboe range. 

 

LE: 

No. 

 

MC: 

Yeah. So all of this is really introductory. Well, there is a double bar here. So I think that is 

probably the end of the introduction, and this begins something more expository in terms of an 

exposition, maybe.  

 

LE: 

Measure 19? 

 

MC: 

Mm-hmm [affirmative]. This is indicative of a typical Camphouse orchestration, where you have 

a sustained chord, and then you have pointillistically the trombones outlying it, together with 

tuneful percussion, as Grainger would say, with timpani actually being really thematic there. I 

really like to do that. Bassoon and flute in octaves works very well. So that’s pretty common in 

my writing. 

 

LE: 

Mm-hmm [affirmative]. It is. 

 

MC: 

It worked for Beethoven. So it works for me, too [chuckles]. So all of this is… it’s rather 

rhapsodic. It shouldn’t be square. There should be a lot of rubato in the conducting. Then there is 

a rather bold progression going to G major as you correctly have it here [m. 50]. This has to be 

conducted, obviously, because rhythmically there is quite a bit going on here. Again, the horns 

lead the way. Horns, and I like to sometimes use third trumpet, and that’s a trick I learned from 
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Alfred Reed, actually, to have one trumpet reinforcing the horns, as opposed to the more typical 

alto saxes reinforcing the horn. 

 

MC: 

Dr. Reed, in his music, usually assigns a cornet, because Dr. Reed was very fond of having 

trumpets as distinct from cornets in his music. He usually has one cornet reinforcing the French 

horn part, and works like A Festival Prelude—and others—that really does enhance the horn line 

when it’s thematic. So we learned from other composers and other orchestrators, and Dr. Reed 

was not a terribly innovative orchestrator, but everything the man wrote always sounds and 

always works. I mentioned the flute and bassoons in octaves, that comes from Beethoven. I 

mentioned cornet, one player reinforcing the horn line, that comes from Alfred Reed. This, again, 

is indicative of our learning from each other. Yeah.  

 

LE: 

Would you say that this is ... I mean, it definitely changes here a little bit, but it’s not necessarily 

the start of a new section, I don’t think. 

 

MC: 

No, no.  

 

LE: 

Just a little bit of an arrival point. 

 

MC: 

Yes. This also, at measure 45, is a very important arrival point as well [sings flute part]. But, that 

harmonic point of arrival at 45 in A minor- 

 

LE: 

It’s more quintal or quintal [I pronounced it two different ways], I don’t know how to say that. 

 

MC: 

Quintal, I think, yeah. So there are lots of important arrivals in this piece. I gave you a copy of 

that analysis, didn’t I? That that chap did for the ABA publication? I’m almost sure I gave you a 

copy of it, didn’t I? Or did you say you had it? 

 

LE: 

I don’t think so. I have the one for To Build a Fire that you gave me. 

 

MC: 

Oh yes, that was done by a master student. But yeah, a very, very fine analysis. I thought for sure 

I gave that to you recently. 

 

LE: 

Mr. C., you might have. I might have it and I just haven’t looked at it. I might just have it in my 

file ready for me to look at. 

 

MC: 

Yeah. Yeah. You might want to double check that, because it was done by the then director of 



275 

 

bands at the University of Montana. I forget his name, unfortunately. But it’s a very, very well 

written, very thoughtful analysis of this piece. 

 

LE: 

Okay. I wouldn’t have looked at it before I did my own analysis of it.  

 

MC: 

Okay, I respect that. 

 

LE: 

So I very well might have it, and- 

 

MC: 

Check it out, and if you don’t, I’ll be glad to provide it for you. 

 

LE: 

Thank you. You have some really interesting independent oboe lines that I haven’t seen this kind 

of style of your writing in other pieces in this way.  

 

MC: 

I think... I had a tendency to write for oboes that way in some of my earlier pieces, which, again, 

are a little more akin to an orchestral approach to orchestration for that instrument.  

 

LE: 

More soloistic? 

 

MC: 

Uh-huh, yeah. With a higher tessitura.  

 

LE: 

Mm-hmm [affirmative].  

 

MC: 

I found that that higher tessitura was sometimes prohibitive for younger players. So I brought the 

scope of the oboe down a little bit, regrettably. But I think in terms of practicality, it balances out.  

 

LE: 

Mm-hmm [affirmative]. Just for the recording, we’re looking at around 68… before and after 68.  

 

MC: 

Yes.  

 

LE: 

I guess the reason why it stuck out to me is because it’s not doubled anywhere, but there is a lot 

of other lines going on at the same time. I think that was the first time that I kind of noticed that 

in your writing. 

 

MC: 
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Yeah, that’s a very, very good observation. It’s good to revisit this like this. But that is very 

indicative of... The oboe has such a penetrating sound. In the hands of a good, mature player, it 

can really sing above the ensemble. 

 

LE: 

It can cut through, yeah. Unlike bassoon. [MC laughs.] It’s kind of true though, bassoon can’t do 

it. 

 

MC: 

Right. 

 

LE: 

In the same way. 

 

MC: 

Not like the oboe can, yes.  

 

LE: 

Have these interesting really low interjections in the clarinets every once in a while. The texture 

is pretty thick there. That was kind of something a little different that I thought, that you hadn’t- 

 

MC: 

Right, right. So I’m looking for... Yeah, I’ve always been, as you know with the opening of my 

Symphonic Prelude, the Cemetery at Colleville-Sur-Mer… 

 

LE: 

There is the English horn solo, yeah. 

 

MC: 

I’ve always been very, very fond of employing the English horn in a soloistic manner. It’s such a 

mournful, beautiful, soulful quality.  

 

LE: 

That’s where I thought maybe a new section started [m. 109]. 

 

MC: 

Oh, definitely. I think that’s why the double bar is there. Absolutely. 

 

LE: 

Well, is it there, or is it before, when the ... Or is this like a transition? 

 

MC: 

Probably, yes. 

 

LE: 

Okay, so transition at 108 [I meant 109—the rehearsal numbers are very small in my score and 

MC was looking off my score as well so it was hard to see]. 
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MC: 

Right. 

 

LE: 

Then new section starting at 116 [I meant 118]. 

 

MC: 

Right.  

 

LE: 

18, 118.  

 

MC: 

Some of that, as I recall based on the text [plays piano]. So the text, it’s all just based on Morning. 

Morning, morning. It’s just based on the word morning. M-O-R-N, not mourning, as in sadness. 

You know?  

 

LE: 

Yep. 

 

MC: 

So that’s where that comes from. Here is the chorale of the original vocal version [sings the 

theme in the 1st trumpet part starting at pick-ups to m. 126]. I think it’s, “and tomorrow, and the 

sun will rise again.” It’s a very romantic, almost a poem of love, that I... In fact, I think I carry it 

in my wallet. I feel so close to it, you know?  

 

LE: 

That’s the picks up to measure 126.  

 

MC: 

Right. The trumpets and trombones have that chorale based on the poem Morning by Mackay.  

 

LE: 

But it gets dark there. It’s not ...  

 

MC: 

I’m not sure… I think that there is a ray of hope. I think there’s... Yeah, I mean, I’m messing 

around with this simultaneous employment of different chords and different tonal centers. But the 

trumpets and trombones are thematically the most important here. Wow. I haven’t looked at this 

in a long time. This is interesting. Very thick orchestration, but distinctly different things 

happening simultaneously.  So here is a very, very important climax. Then this [sings pick-ups to 

mm. 141-142]. It’s a very Ralph Vaughan Williams-like section here, to where it’s very vocal, 

it’s very modal. Again, I think very indicative of how I like to write melodic material with 

harmonic accompaniment. 

 

LE: 

So the climax you just spoke of is in measure 139? 
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MC: 

Yes. If that’s this, yes. Mm-hmm [affirmative]. Yep. 

 

LE: 

The section after it at 141. Well, it’s very ... Is this where it’s just ... Yeah.  

 

MC: 

Yeah.  

 

LE: 

It just opens up here. 

 

MC: 

Yeah, it opens up very expressively. In fact, I think it might be a salute to one of my favorite 

Vaughan Williams’ symphonies, his Fifth Symphony in D major, dated 1943. He dedicated it to 

Sibelius. There is an English horn solo in the Vaughan Williams Fifth Symphony in the slow 

moment that’s very reminiscent of this theme. It’s not plagiarism, but I remember being very 

influenced by that melody, from the Vaughan Williams Fifth Symphony. It’s such a lyrical, 

gorgeous piece. I’m sure you’ll say that this piece was written for the Marine Band, for their... 

What anniversary? July 11, 1988, at the Kennedy Center, for the 190th anniversary of the Marine 

Band. So yeah, I wanted something elegiac, that sang, that honored my father, but also that 

honored the United States Marines. Not only the band, but the Marine Corps in general, being in 

all of their great service to our country over the years. Here is a restatement of that theme, that 

begins... Where does it begin? Okay. It begins in 140, and then the restatement begins in this 

measure, whatever measure- 

 

LE: 

The last measure on page 32. It does, yeah. 

 

MC: 

With much fuller orchestration. Transition, four bar transition- 

 

LE: 

At 156.  

 

MC: 

This theme actually kind of complements the theme that we were just talking [sings mm. 160-161 

switching from the higher voice line to the lower line in m. 161]. Again, this is from the vocal 

version, “Morning.” So it’s the vocal version of “Morning” that’s actually, in a way, more 

important than the orchestral version. I was borrowing more from the choral version and the text 

as a matter of the programmatic element. Borrowing much more heavily from the choral version 

than I was the orchestral version. 

 

LE: 

In terms of rhythmic for text and visual representation, sort of? 

 

MC: 

Right. 
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LE: 

Or I should say, aural representation. 

 

MC: 

Right. But the text had a great deal to do with it. The initial harmony remains pretty close. Yeah, 

It’s another one of my... Where is that? This is a real Wagnerian moment. Again, influences, 

influences. 

 

LE: 

We’re on page 37. 

 

MC: 

Yeah, all of this, this whole section is very Wagnerian. I mean, really- 

 

LE: 

Starting from here? 

 

MC: 

Unabashedly so.  

 

LE: 

From here? 

 

MC: 

Yeah, starting here, I would say. 

 

LE: 

So that’s like five after 156. 

 

MC: 

Yeah, yeah. This is just a transition, a four-part transition leading to this. This buildup here, again, 

is not unlike some of the buildups that we find in Elsa’s Procession of the Cathedral, really. 

 

LE: 

Page 37. 

 

MC: 

In fact, it goes to E-flat major, which I think- 

 

LE: 

Elsa’s is in E-flat, it is.  

 

MC: 

So again, I really admit these very, very meaningful influences. I would be trying to hide 

something, I would not be truthful if I didn’t cite some of these influences. Yeah, that’s a 

wonderful moment in Elsa. Mine is different, but I certainly had that in mind, to try to have the 

piece culminate here. The dramatic culmination of the piece, because it’s obviously fortissimo, 

the entire ensemble is playing. You’ll notice, when I reach climatic points, unlike other 
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composers for wind band, that’s where I like to have percussion stay out. Okay? 

 

LE: 

Yep. 

 

MC: 

So big, but with sonority, not just necessarily bells and whistles going off. You know? 

 

LE: 

Mm-hmm [affirmative]. I do.  

 

MC: 

So yeah, and that gives it that very deep, rich, orchestral sound.  

 

LE: 

Yes, this is beautiful in here. I love this. 

 

MC: 

Thank you, thank you.  

 

LE: 

So just for the recording, we’re talking about starting on the last measure, page 37.  

 

MC: 

Yes.  

 

LE: 

That’s measure 170. 

 

MC: 

Yes. That is a very important climax, as is this moment [m. 176]. Then the music definitely 

recedes. But, I like to have the full band playing, and asking the full band to play at a very low 

dynamic level. That’s another effect that I really like to strive for in my music. When you’re 

having the full ensemble play at a pianissimo level, it can really be magical, as opposed to just... 

Well, if I’m going to have the band play soft, I’m going to have to cut it way down. No, you don’t 

have to do that. I think it sounds even more striking with all players playing at a low dynamic 

level. Here, the horn brings back, the Church in the Wildwood. Again, that church- 

 

LE: 

That’s before 183. 

 

MC: 

As opposed to the originally composed material based on, Morning. So there are really two 

chorales in this piece that are very important. The originally composed chorale based on the 

poem, “Morning,” by Mackay, or the original choral version of the piece, and then- 

 

LE: 

The Church of the Wildwood. 
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MC: 

The church hymn, Come to the Church in the Wildwood. When I was guest conducting, I think at 

the University of Iowa one summer, I rented a car and actually saw the actual Church in the 

Wildwood. I had to go there. It’s a very modest structure. You know, but I had to see the church 

that inspired the composer who wrote the hymn. I just had to go there.  

 

LE: 

Did you go inside? 

 

MC: 

Oh yeah, for sure. Oh yes. I think probably to give the piece a little unity, [sings] “and the little 

brown church in the vale.” So the flute actually concludes... The flute started the piece, the flute 

also ends the piece thematically. The flute started the piece with originally composed material, 

but it just has one more fragment of the Church in the Wildwood hymn. I’m also very fond of, not 

necessarily ending... I love major endings, you know like what Hindemith does. I’m very fond of 

that. But here, it ends on a bit of a question mark. 

 

LE: 

Yeah. Tritone. 

 

MC: 

With the tritone and the chimes complementing that one lone flute again.  

 

LE: 

So why there? I mean, it does end, and even before that, we have some quintal harmonies. So it’s 

not completely, as a listener, it’s not completely at rest. 

 

MC: 

Right.  

 

LE: 

So- 

 

MC: 

It ends with a question mark. Not a nasty question mark, really like A Movement for Rosa. But it 

ends on a question mark, probably because of the elegiac nature of the piece. I mean, it is an 

elegy. But I think it’s more effective that way. I think it’s a little bit more profound than just your 

typical nature ending. I’m trying to look where the first statement of the Morning hymn comes in. 

Maybe it’s not the first, but where the brass have the chorale with it. So bear with me here for a 

moment. Okay. So I see you’ve done some of your homework here. So the chorale begins 

measure 125 on beat 2, with the trumpets and trombones. The rest of the ensemble... So they’re in 

C major, the sustained chords centers kind of around G-flat major- 

 

LE: 

In the low voices. 

 

MC: 

Right, and the higher voices too. 
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LE: 

Yes, okay. It’s the middle. Yeah. 

 

MC: 

Then you have... I like to sometimes hear the saxophone section as a string quartet. Not a string 

section, but as a string quartet. Benjamin Britten is so effective, and other English composers like 

Vaughan Williams… Fantasia on a Theme by Thomas Tallis for two string orchestras by 

Vaughan Williams. So you have two string orchestras and then within the string orchestra, he’ll 

have just a solo quartet, a solo string quartet. That’s really the effect that I was trying to get here. 

So this, the saxophones in this measure are really a solo set, a string quartet. So you’ve got the 

brass family, the trumpets and the trombones doing the Morning hymn. You’ve got the upper 

woodwinds, similar to Watchman in a way, really, the way they’ll just sort of be hovering, 

droning on maybe one or two chords. Then the string quartet idea. So I just wanted to point that 

out. And, very, very importantly, yes, hymn in chimes, good for you. So I’ve got the Church in 

the Wild Wood centered in D-flat major [MC meant G-Flat Maj.]. So I think I’ve got four 

different harmonies happening simultaneously here.  

 

LE: 

Yeah. 

 

MC: 

It sounds ... There is a bit of a struggle, harmonically, amongst those voices and colors. But it 

eventually gets resolved here. 

 

LE: 

At 132.  

 

MC: 

Yeah. Yeah. In A-flat. Don’t ask me why I decided to go there, but that’s where... I think the 

gravity was pulling towards that for some reason. So I’m doing the best I can here in recalling 

what I was doing back in 1987. 

 

LE: 

Sure, sure.  

 

MC: 

I’m not one... I think most composers, we tend not to look back on our music. This has been fun, 

having this opportunity to do this. But we’re always looking ahead to our next piece. 

 

LE: 

Sure. Formally, can we talk about formal sections, kind of overall large scheme? 

 

MC: 

I think it’s pretty freely composed. I don’t think there is an actual structure to this piece. 

 

LE: 

Okay.  
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MC: 

No, I would be very hard pressed- 

 

LE: 

That’s why I had a little trouble with that. 

 

MC: 

Let me see if I might have stuck that back in here. Where is... Here it is. Yep, here it is, Lisa.  

 

LE: 

May I borrow this and make a copy and give it to you on Tuesday, please? 

 

MC: 

Yes, you certainly may. That’s my only copy. 

 

LE: 

That’s why I’ll make a copy, and give it right back to you, and take good care of it. 

 

MC: 

Let’s find if there is an index in here. Maybe this will address some of that. Page 45, Gregory 

Simmons. There you go. 

 

LE: 

Okay, thank you. 

 

MC: 

So he sensed thematic material, but I’m not sure if he does... Yeah, I mean, this is really well 

done. 

 

LE: 

Okay, fantastic. 

 

MC: 

So take that, bring it back Tuesday. 

 

LE: 

Perfect. 

 

MC: 

And happy to share that with you. It’s really well done. 

 

LE: 

Okay, excellent. Thank you very much. Do you think this piece is underperformed?  

 

MC: 

Probably. I think it’s one of my best. 

 

LE: 
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Yeah. I think it’s ... When was Rosa written? 

 

MC: 

‘92. 

 

LE: 

Later.  

 

MC: 

Yeah. 

 

LE: 

Yeah. Would you say that this is kind of the... Well, I don’t know how to say this, I’m just going 

to try, but I know I’m going to fail. This is kind of the first big Camphouse sounding-like piece 

that we have from you, or maybe not? I don’t know how to say that. 

 

MC: 

My very first published work was Tribute, commissioned by the Army Band. 

 

LE: 

For the women. 

 

MC: 

Yes. Honoring women who have served in the military. I don’t think that there were many pieces 

out there that paid tribute, if you will, to the very important contributions that women made 

throughout our history. I mean, going back to Molly Pitcher in the Revolutionary War. I mean, 

here was a woman that had a ramrod, helping the guys with a cannon. I mean, it’s documented 

that she was on the front lines doing that, helping the men. All the way through to what women 

did during World War II. One of my professors at Northwestern, Margaret Hillis, who served 

many years… In 1957, Fritz Reiner appointed her conductor of the Chicago Symphony Chorus… 

She served as director of choral activities at Northwestern for many years. During World War II, 

Ms. Hillis flew B-17 bombers, not in combat, that was, no way were women going to be in 

combat. But she flew—and other women did—flew the bombers from our shores via Greenland 

to England, where they would base their raids against Nazi Germany. We couldn’t spare our 

combat pilots to fly them over. But women did that. A lot of people don’t know that. 

 

LE: 

I didn’t know that. 

 

MC: 

Yeah! So that’s why I thought Tribute was a very, very important piece. It’s my first published 

work for band. Elegy came right after Tribute. Tribute was the runner up in the 1986 Ostwald 

Competition, David Holsinger beat me. Elegy, close but no cigar, was also first runner up in the 

ABA Ostwald contest- 

 

LE: 

Who beat you on that one? 

 



285 

 

MC: 

David Holsinger [laughs].  

 

LE: 

Which pieces? 

 

MC: 

I forget. 

 

LE: 

I can look that up.  

 

MC: 

David is a good friend, and a fine composer, of course. But yeah, so Elegy, I think Elegy and To 

Build a Fire are probably the most important works when I was just starting to write for band. 

Very long pieces. I think the length of Elegy, and it’s difficulty, and To Build a Fire’s length and 

difficulty, I think that’s a 17 or 18 minute piece, this is like a 14 or 15 minute piece, I think that 

that’s why... In later works, after Rosa, let’s say, that’s why I started to shave down the duration. 

Publishers never said, “No, it’s too long, Mark.” 

 

LE: 

Yeah, but conductors look at that. I mean, I’m looking at that all the time, and so are you as a 

conductor as well. 

 

MC: 

Right. Sure. Sure.  

 

LE: 

Timing of things. 

 

MC: 

For high school band conductors, very wisely, say my kids can’t maintain that intensity. The 

embouchures are just not developed enough. The sustaining power of how they use the air. But 

just embouchure, physical endurance for players, woodwinds, and especially brass, some of these 

works are prohibitive.  

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

Elegy is one of them. 

 

LE: 

Yeah, it is. Well, should we move on? Any last thoughts about Elegy? 

 

MC: 

No. No, I think I did the best I could in terms of retracing the inspiration, the original thematic 

material, how it kind of went through metamorphosis of a choral piece, orchestra piece, and then 
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finally the band piece. But, the choral setting being more important in what I borrowed from to do 

the band version. But I think you’ll find that analysis very helpful, that will address things that I 

have simply not discussed. 

 

LE: 

Sure.  

 

MC: 

That he has revealed in that. So I think that will be a good one for you to check out. 

 

LE: 

Thank you very much.  

 

MC: 

Yeah. 

 

LE: 

All right, let me stop this recording. 

 

MC: 

Sure. 
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Illuminations (on America the Beautiful): March 3, 2019 
 

LE: 

Okay, we’re rolling and we’re talking about Illuminations. 

 

MC: 

I think the first thing I want to say about Illuminations is: titles, titles, titles. My friend and fellow 

composer colleague, James Barnes, has to be ... well, he talks about this in volume one of my 

book series, “Composers on Composing for Band,” he’s got to know the title of the piece before 

he starts. That’s just the way he works. I’m not that way at all. Sometimes you’ve got the title. 

You know what it’s going to be, but more often than not, a title emerges at the end of the creative 

process. My wife has been very, very helpful in coming up with some titles for some of my pieces 

like, a Movement for Rosa. Wonderful play on words. 

 

MC: 

Illuminations. Well, I’ll tell you one other story. Frank Ticheli is the same way. He called me one 

summer day, this was in the late ‘80s. He was working on Fortress. He said, “Mark, I just 

finished this piece. I’m totally stuck on what the title can be. Can you help me?” I said, “Well, I’ll 

try. Can you kind of describe the piece?” And he said, “Well, there’s this one section of the piece 

where it sounds like a huge plane is taking off.” And I said, “Well, do you mean like a B-17 

Flying Fortress?” And he said, “That’s it. Fortress. That’s what I want. Thanks, Mark.” So that’s 

how that title of one of his most frequently performed, Grade 4 pieces, ended up. So you never 

know where the impetus for a title, the inspiration for a title comes from. 

 

MC: 

In this case, Illuminations, I remember talking with my editor at Kjos Music, Ryan Beard, great 

guy, very knowledgeable. And I said, “I’ve just composed this work. It’s a work dedicated to the 

memory of Robert Jorgensen, the longtime Director of Bands at the University of Akron. And it 

features a lot of solo euphonium because Mr. Jorgensen was at one time the solo euphonium in 

the United States Army Field Band, very young in his career. And it’s also based on America the 

Beautiful because that’s what he was conducting when he suffered a fatal heart attack.” And, I 

said, “But, I don’t know what to call it. Can you help me, Ryan?” It was kind of like what Frank 

Ticheli was asking me that time when we came up with Fortress. And he said, “Well, how about 

Illuminations on America the Beautiful.” I said, “What a great idea.” Right then and there 

someone else had come up with the title for me. After I did all the creative work, I just couldn’t 

come up with the right title. But, Illuminations, I have my editor to thank for that. So, titles 

sometimes happen in strange ways. I just wanted to have you try to understand that.  

 

LE: 

Absolutely. Yeah, no. I do. I feel like I’m bad at titles, and themes for concerts. And I’m just not 

very good at that kind of thing. 

 

MC: 

We just have to be receptive to others maybe having better ideas. They might sometimes, too. 

 

LE: 

I always ask around. Absolutely. 
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MC: 

Sure. Sure. 

 

LE: 

Alright. Great. Alright, so- 

 

MC: 

Have you heard the Air Force Band recording? I think I played that for you, didn’t I? 

 

LE: 

I’m not sure I have heard recordings of this piece. [I said that because I had played the piece, but I 

didn’t remember listening to a recording.] I’m not sure that I’ve heard that one. 

 

MC: 

Okay. This is getting so crowded I can’t even get to the stuff… [looking in a drawer]. 

 

MC: 

First of all, given our friendship, that is yours [hands me a CD]. 

 

LE: 

Oh, excellent. Thank you so much. 

 

MC: 

They just gave me a couple extras when I was conducting the Air Force Band this past Thursday.  

 

LE: 

So this is Colonel Lang, so this is recent. 

 

MC: 

That is his last recording as Commander Conductor of the Air Force Band. 

 

LE: 

Aww. Well, thanks for this gift. 

 

MC: 

You’re very welcome.  

 

LE: 

And what did you conduct with them this past week? Your new piece? 

 

MC: 

Yeah. Resolutions.  

 

LE: 

How’d it go? 

 

MC: 

Extremely well. 
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LE: 

Good. 

 

MC: 

The reason that Colonel Schofield, the new wonderful conductor of the Air Force Band, the 

reason he programmed Resolutions on that concert in Schlesinger [referring to the Rachel M. 

Schlesinger Concert Hall and Arts Center in Alexandria, VA] during the Air Force Collegiate 

Symposium was to make a point to the young people of…this is what we do. Sometimes you only 

have one or two rehearsals to perform a piece, and they did it on two rehearsals. And it wasn’t 

perfect, but it was pretty darn good as that band always sounds. But, I believe this recording to be 

not only a beautiful recording of my piece and I was very, very touched that Colonel Lang named 

the entire CD- 

 

LE: 

Illuminations. 

 

MC: 

... after my piece. So that was a really lovely honor and tribute. But, I think this is one of the best 

military band recordings period. Listen. [We proceed to talk over this recording of the piece…] 

 

MC: 

This opening solo. And this, of course, has to be unconducted. 

 

LE: 

Of course. 

 

MC: 

A Mason graduate [referring to the euphonium soloist as we listen to the piece]. 

 

LE: 

Oh, yeah. 

 

MC: 

Female. Jen Cox. 

 

LE: 

Gorgeous sound. 

 

MC: 

Mm-hmm [affirmative]. Better acoustics than Schlesinger. 

 

LE: 

Yeah. 

 

MC: 

Much better than our place. This is the Hilton Center. Not our Hilton Center. It was like a chapel, 

the Hilton Chapel, down on 95 somewhere. I’ve never been in it, but it’s gorgeous. 
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LE: 

That’s where this was recorded? Not in Schlesinger.  

 

MC: 

Not in Schlesinger. No. 

 

MC: 

It’s much more…richer. It’s much richer. 

 

LE: 

Is that a smaller space? 

 

MC: 

It may be smaller, but it’s more reverberant. 

 

LE: 

Right. Sometimes you get that in smaller spaces. 

 

MC: 

This piece, I think is seven minutes, or there about. Half the length of Elegy, and I think I say 

what I want to say in this piece in a more skilled way as a composer. And then, rambling on for 

nearly 15 minutes in Elegy.  

 

LE: 

Just because it’s a later piece, and you had more experience? 

 

MC: 

Yep. Saying more with less in terms of this. In terms of the duration.  

 

LE: 

Is that something that you’re consciously thinking when you’re composing? 

 

MC: 

More so. Yeah. Very angry [referring to the section at 53]. The obligatory bi-tonal section [m. 

67], and then parallel major chords here [m. 70]. I love this moment. And the Carmen Dragon 

moment there [m. 72, referring to a popular setting of America the Beautiful by composer and 

arranger, Carmen Dragon]. This is probably the best scored moment of the piece [mm. 72-81]. 

Timpani thematic [m. 78 with the pick-up]. And then the stacking of the pyramiding: horn, flute 

and bassoon [m. 80]. And then a brief major statement of the theme [m. 82]. 

 

LE: 

Interesting little snare drum right there [mm. 82-84]. 

 

MC: 

It’s kind of a salute to his military career.  

 

LE: 

Is he a percussionist? 
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MC: 

Euphonium. 

 

LE: 

Oh yeah. 

 

MC: 

Nothing like resolving on a unison [m. 104]. Remember I said in Symphonic Prelude I wish I had 

wound it down a little longer? It was too abrupt? This ending is not too abrupt. I think it’s drawn 

out just right. 

 

LE: 

It’s a great recording.  

 

MC: 

It is a great recording. Everything on the recording is prepared with that care. There’s a wonderful 

piece called Antique Violences by John Mackey, which doesn’t sound like John Mackey. It’s 

fantastic. 

 

LE: 

I don’t know that piece from him. 

 

MC: 

Heroic Fanfare by Paul Murtha. Candide Overture, the Bernstein. Great stuff. I will say this, 

Professor Maiello was convinced…this is one of his favorite pieces of mine. He just did it with 

the California All State Band. He was convinced that I wrote this piece after learning that Donald 

Trump was elected president because of the sense of resignation. 

 

LE: 

I thought about that, actually. When I was in the car this morning, listening to this piece one last 

time before meeting on it today, I wondered. I thought about that. And then I thought probably 

not, but I did think about it. 

 

MC: 

It is probably not because the piece was composed prior to the election. Like you, I mean we all 

thought that Mrs. Clinton had it sewed up. Tragically, we were wrong. But I said, “Tony, that 

would really be good for drama and boy, Camphouse had his crystal ball out. But, unfortunately, 

no.” I just think that we have to be careful when we use patriotic themes because too often 

composers, and some good composers, just beat you over the head with it. Patriotism must be 

loud and lots of cymbals, and hit you over the head with something that’s a very, innately very 

good thing, this thing called patriotism. But, I think it has to be treated in ways that resist that 

over-patriotic temptation shall we say. And that’s what I was trying to do here. The piece ends 

dark because of how his life ended dark, but there are certainly, I hope, beautiful moments to the 

piece too. This is a prime example of not my newer style, but trying to say more in less time. To 

become more efficient with my use of thematic material, and harmony, and counterpoint, all of 

those basic ingredients of musical creativity. To say more in less time. So, in that sense I think 

my compositional technique has improved somewhat. I hope it has. But, yeah. That’s what I 

wanted to say about this man and about ... oh, good. They list all the consortium proficiencies. I 
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forgot about that. There is not one complete statement of America the Beautiful in this piece. 

 

LE: 

Almost, but not quite. 

 

MC: 

Almost. Correct. 

 

LE: 

Can we go through page by page just a little bit to see if you have anything else to add about what 

you were thinking in certain spots, or things that you want to point out? 

 

MC: 

Again, the reason it starts with solo euphonium is that was Bob Jorgensen’s principle instrument 

while he was in the Field Band. I love playing around with euphonium in the upper register. The 

way the solo euphs meet the horns in measure 11. And then how it fades. The euphoniums decay, 

leaving the horns here [m. 12]. And then the horn eventually decays just down to one with the 

again, the Beethovenian octaves. Woodwinds in octaves rather than bassoon and flute, it’s alto 

sax and flute that works very, very well [mm. 13-16], as I discovered in Watchman Tell us of the 

Night, and parts of Rosa, I think. 

 

MC: 

So, it’s very, very exposed soloistic passages for one or two players. Two euphs, two horns, solo 

alto, solo flute, and then ... so I save the first ... Most of the full ensemble doesn’t come in until 

17. And that was very much by design. To save the chordal richness of the melody to 17 bars into 

the piece. And again, it has dolente, which is sadly and expressively. If anything, I think 

sometimes I kill with kindness. I put too many breath marks in. Because I remember in the 

Marine Band who did the premier, well no, I conducted the premier but the Marine Band did this 

at ABA two years ago. They said, “Mr. Camphouse, we don’t need a breath there is it okay if we 

just play through it?” I said, “Amen. Go ahead. Yeah.” But I was thinking of younger bands in 

terms of when they would need to breathe. So consequently, I’m not quite as generous and liberal 

in my use of breath marks as I used to be.  

 

MC: 

So, introductory. First statement. But, I’m proud of the orchestration, how I set it up here with the 

solo euphonium and that important connection with who Bob Jorgensen was. And this is just a 

restatement [m. 30]. Transition. I would say 41 through 49. And then we have ... or, make that 50. 

And then we have at 51 this anger. Just why did this wonderful man die, and just lots of harmonic 

tension here.  

 

LE: 

How old was he? 

 

MC: 

Mid-sixties. About my age I think. 

 

LE: 

And how did he die? I’m so sorry, did you write that? 
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MC: 

Massive heart attack.  

 

LE: 

While he was conducting? 

 

MC: 

Yep.  

 

LE: 

Rehearsal or concert? 

 

MC: 

Concert. 

 

LE: 

Dang. 

 

MC: 

I think he made it off the stage. And then they rushed him to the hospital, and he didn’t make it 

through the night. In fact, he could have been D.O.A. I forget some of the details. Yeah. 

 

LE: 

Well, there are worse ways to go- 

 

MC: 

Oh, yeah. 

 

LE: 

... than conducting a concert that night. 

 

MC: 

Right. Right. 

 

LE: 

Kind of hope that’s how maybe I go, you know? 

 

MC: 

Why not.  

 

LE: 

Okay. So yeah, 51 it starts to turn. 

 

MC: 

Yeah. And then you’ve got this suddenly fast section at 53 and it lasts very, very briefly. And 

then, this is a very, hopefully effective, but very, very difficult with everyone in unison there with 

octave spread [mm. 58-60]. Piano plays an important role in some of the timbres in this piece.  
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LE: 

Was this how quick it happened to him? 

 

MC: 

Yeah, yeah. 

 

LE: 

The section at 53, that it’s so quick? That is kind of represents the way he passed? 

 

MC: 

Maybe. Yeah. I just also thought that the piece needed some big-time harmonic tension there, and 

something rushing forward with energy. So, I think programmatically that was on my mind. 

Yeah. How could I tastefully and appropriately represent that. Yeah. Exactly. 

 

LE: 

Alright. Thank you. Yeah. 

 

MC: 

And then we have this sort of almost recitative like area at 58 is it? 

 

LE: 

58. Yeah. But, thickly scored. 

 

MC: 

Well, no. It’s actually all octaves. 

 

LE: 

No, yeah, I just meant in volume. 

 

MC: 

Oh, yeah. Lots of people are playing then. Usually when you say thickly scored, I think of lots of 

chords. 

 

LE: 

No. It’s monophonic here. I know that.  

 

MC: 

Right. Thank you. Thank you. Yeah, again, it’s very, very angry here. We’ve got what? D-flat 

major against B-flat major, and yeah, just a little twist of color there with divisi flutes in D-flat 

major, yeah that- 

 

LE: 

D-flat minor. 

 

MC: 

... D-flat minor. Thank you! Good for you. Mark, shame on you. Good for you. 

 

LE: 
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Well, I looked at it there [referring to my chordal analysis note at the bottom of my score]. You 

can’t see that note from here. 

 

MC: 

No. No. I didn’t see the F-flat there. So, bi-tonal, parallel, ascending. 

 

LE: 

At 67. Yep. Those parallel ascending chords. 

 

MC: 

Someone who heard this, I forget who said it, “That reminds me of Benjamin Britten’s Four Sea 

Interludes.” Believe me, that wasn’t on my mind at all. I’ve never conducted it. I’ve played it, but 

I’ve never conducted it. 

 

LE: 

It reminds me of the ... you know, Grainger did that. Parallel major chords.  

 

MC: 

Oh, yeah. Oh, yeah. 

 

LE: 

Right at the very beginning of Lincolnshire Posy are parallel major chords. 

 

MC: 

Sure. Sure. 

 

LE: 

The trumpets and bassoon. 

 

MC: 

Yes. So, it was really fun to take a wonderful tune like America the Beautiful. What, Mark, what 

are you going to do with this? What can you do with this? 

 

LE: 

Right. 

 

MC: 

And it was fun to vary it melodically, harmonically, rhythmically at times. So it was great fun to 

do this. It was a challenge. Again, not to hit the listener over the head with patriotism. And it’s 

never a complete statement of the theme. Another one of my devices is thematic timpani [starting 

with pick-up to m. 78]. 

 

LE: 

In the solo there. Yeah. 

 

MC: 

Yeah. And again, I like that it’s very, very soft. Very sparsely scored. And the pyramid building 

that I do here with the horn section and the flutes especially [m. 80 with pick-up], that was fun to 
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hear and I said, “Who am I going to give this to?” And it just all came very, very quickly to me. I 

didn’t have to agonize over it. 

 

MC: 

And then we have this final statement with a little bit more life affirmation here with it being in 

major at least for a while.  

 

LE: 

At 82. 

 

MC: 

Right. And the snare drum part there is the salute to his having served in the military. And those 

types of things are always fun because you want them to be there, but you don’t want them to be 

the main attraction. And Colonel Lang on this recording really captured- 

 

LE: 

The balance. 

 

MC: 

... Yeah. Yeah. The importance of it, but not to be heavy handed. And then finally it builds one 

last statement in minor. 

 

LE: 

At 92. 

 

MC: 

Mm-hmm [affirmative]. And it has an extension. And then climax at the largamente. And then it 

begins to recede with a B-flat unison there [m. 104]. I think correctly the euphonium has his or 

her final statement of the solo line.  

 

MC: 

I’ll never forget David Gillingham, another very, very good friend and a wonderful composer…I 

think it was when we were doing the mentor project one summer, he said, “Mark, I see you do a 

lot of divisi with your euphonium writing. I never do that.” And I said, “You should, David…it 

works.” And I remember getting a call from him, or an email, and he said, “Mark, it does work. 

You were right.” Because he started to use euphonium divisi. I think they’re largely the cellos of 

the symphonic band. That’s the way I hear them…as an orchestral animal. And euphonium, 

provided they’re spaced well enough, euphonium works very, very well.  

 

LE: 

At least a perfect fourth, or perfect fifth [apart], right? 

 

MC: 

Right. Right. Yeah. A fourth. Yeah. 

 

MC: 

So, euphonium has ... and then we have this little percussion interjection [m. 111]. And then more 

minor somberness with the triads, and parallel motion [starting with pick-up to 112 in flutes]. The 
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only thing about the recording balance wise, I needed more altos, “Be, bah, bah, bohm, beem, 

bohm.” Then it finally resolves here [m. 116, beat 3]. The bassoon was a little too prominent. 

Yeah. But, the composer marked the bassoon mp, and the alto, oh mf! So I’m vindicated. I 

wanted more. I wanted more first alto. 

 

LE: 

Yeah, yep. I see it up there. 

 

MC: 

Bassoon is important with this little counter line, but it’s just a little too much. 

 

LE: 

Yeah, you’re right. I couldn’t hear it. This is the ending of that theme finally. Yes. 

 

MC: 

That’s one thing that I couldn’t hear either. The only thing I noticed with the Air Force band, 

what a great ensemble. But, you really notice it on the recording, Lisa, they’re only carrying two 

flutes. And they have ten clarinets? Six or seven trumpets, but only two flutes. And they’re 

wonderful players. 

 

LE: 

Sure. 

 

MC: 

But if there’s an inherent balance problem on this recording, it goes beyond the acoustical 

environment. It goes beyond the engineering stuff. They only have two flutes, and piccolo. I don’t 

get enough of the highs on this recording. But I am so convinced that there are many, many fine 

groups like Denny Stokes’ Northern Virginia Youth Winds. Good kids. But they are sentenced to 

far less of a successful performance because of the venues in which they play. Woodson High 

School auditorium. It should be bombed. It should be burned. It’s God awful. And those kids 

really don’t have a chance to show what they can do by playing in such a, excuse my French, 

piss-poor acoustical environment. That’s why it’s such a joy to hear a wind band play in a 

gorgeous acoustical environment like this Hilton Center, which I’ve never seen. So, the acoustical 

environment in which we play is so important and you are so blessed to have Schlesinger.  

 

LE: 

I am. 

 

MC: 

Which is a far better hall than our concert hall. Our concert hall’s good, but it’s not Schlesinger. 

And I think this one’s even better than Schlesinger. 

 

LE: 

It’s a nice recording. 

 

MC: 

Yeah. 
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LE: 

Yeah, it really is. Schlesinger’s weird too. Everything comes out in the audience pretty clean, but 

it has pockets on stage where there’s some funky things that happen. 

 

MC: 

Oh, sure. I’ve discovered that in the three, or four times I’ve conducted in there. 

 

LE: 

Yeah. And I’ve sat in different spots and played bassoon in there as well as conducted, and as a 

conductor sometimes things sound muddy that come out pretty clean though, but you do have to 

be a little careful about playing on the longer end in there. You need to play a little bit on the 

shorter end of things in there. And then there are pockets as players where you can hear yourself 

really well, but not the people around you. And other pockets where you can’t hear yourself very 

well…you hear the people around you more. So, it’s really an interesting space. It’s so different 

on stage than it is out in the hall too. It really is. 

 

MC: 

I can’t tell you how ... The older I get and the more I compose, we composers hope and pray a lot 

that the acoustical environment that our music is being played in will be favorable. That it will 

reflect how we heard it. And if you play in an auditorium that’s dryer than your great-

grandmother’s clothes closet, you’re doomed. 

 

LE: 

Especially with some of your real intricate and thinly scored stuff. 

 

MC: 

Right. Right. The players are doomed. The audience is doomed. And the composer is doomed. 

So, acoustical environment is so important. Case in point, Denny Stokes’ has done fine work with 

the Northern Virginia Youth Winds. They’re talented young people whose talents are not being 

fully realized as an ensemble because of how awful the acoustics are. Fortunately, they’re doing 

their spring concert in our concert hall and I think that will be a real good shot in the arm for the 

kids.  

 

LE: 

Yeah, that will be. Good. Alright. Any final thoughts on Illuminations? 

 

MC: 

No. I think it’s again, it’s what I wanted to say about this wonderful teacher, wonderful man. And 

it’s indicative of how I view proportion, and ideally, what I want to say, brevity, economy. Less is 

more. Not only in terms of the scope of orchestration, less is more when it comes down to saying 

what you want to say over less time period. 

 

LE: 

Couple questions. 

 

MC: 

Sure. 
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LE: 

So, restatement of the theme. Just looking at form. So, where it starts to get dark in here, it’s 

around here. Would you say it’s kind of the second main section of the piece starts what, in 51, 

or? 

 

MC: 

Well, if we’re calling the introduction, “Introduction,” that’s its own separate animal that sets the 

stage for this [m. 17]. 

 

LE: 

And then kind of section one at 17, a restatement at 30, something whatever that is, a chord, 

yeah? 

 

MC: 

I think that we can say introduction, and then this would be section one perhaps. 

 

LE: 

17? 

 

MC: 

Yeah. Definitely. Transition. Yeah, so, 51 really becomes a kind of a line in the sand of contrast, 

and I guess you could call it a different section. I just don’t do double bars as liberally as some of 

the other composers do. But I think that that would be an important point of arrival, and this 

section is contrast. And the pickup to 67, I suppose we could say that this is sort of a section with 

variations on the theme. Not triplicate variations, and you know, but harmonic variation, 

orchestration. I mean, woodwinds, brass, timpani pyramided variation here. And then finally 

major at 82. And yeah. And then there’s this concluding section that probably starts at the- 

 

LE: 

Largamente. 

 

MC: 

... At the largamente. And the music subsides far more effectively compositionally than 

Symphonic Prelude in terms of how it ends. Symphonic Prelude just ends too abruptly in 

retrospect. 

 

LE: 

Right. Thank you. 

 

MC: 

Yep. 

 

LE: 

Need a break? 

 

MC: 

Yeah.  
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A Movement for Rosa: February 22, 2019 
 

LE: 

Alright, so we’re recording. We’re talking about Rosa. Do you want to just ... 

 

MC: 

The work is dedicated to my mother. It’s dedicated to my mother because she—both of my 

parents, but especially my mother—introduced me to the ugliness and decidedly un-American 

nature that is racism. My parents bought a home in the Chicago suburb of Cicero, Illinois, which 

is famous for being one of the most ... well, it used to be ... one of the most racist communities in 

America. If you were black, you were allowed to work in Cicero, Illinois, but you’d better be out 

by sundown. Don’t even think about buying a house. A number of black families had been burned 

out, literally, by white crazy people. Racists. It was an older home, and we had coal heat, and on 

cold winter mornings in Chicago when it was well below zero, I can remember as a little boy, 

kindergarten, even before kindergarten, this big yellow dump truck would rumble up to our 

house, and it said Clyde Coal Company on the side. Off would jump these four very large, burly 

African American men, and they would begin the process of dumping the coal into wheelbarrows, 

taking it around the gangway, around where the coal chute was, the coal bin, and this took about 

90 minutes to get all of that coal off the truck to fill up the bin. Sub-zero, Chicago. My mother 

would always welcome the men into the house after they had worked so hard, and served them 

some pastry, donuts, and hot coffee. They were very appreciative; they were absolutely wonderful 

gentlemen, very friendly. That was my first encounter with an African American person, and it 

was really neat. I thought it was neat that my mother welcomed them into our house. A couple of 

days later, some ladies in the community on our block noticed that my mother had these black 

guys in her house, and how wrong that was, and how outrageous… That was a very vivid 

introduction to the realities of racism. 

 

LE: 

How old were you? 

 

MC: 

Pre-kindergarten, so it’d been late ‘50s. Yeah. That’s why I dedicated it to her, because she made 

me see how wrong it was. And Rosa Parks, when we used to teach history more effectively in the 

public schools than we do now, I remember learning about Rosa Parks- 

 

LE: 

I remember learning about Rosa Parks. 

 

MC: 

... and how her single act of courage sparked the modern civil rights movement. That’s 

extraordinary, that kind of courage, that kind of patriotism, that kind of quest for human decency, 

equality. So she’s always been a hero to me. One of the most special experiences I’ve had as a 

musician and as an American was having a chance to meet her, April of 1995 at Boise State 

University, one of our few colleges that has an African American band conductor, his name is 

Marcellus Brown, he had heard the piece a year before and fell in love with it, and was 

programming it, and when he found out that Rosa Parks was coming to Boise State to oversee the 

establishment of an African American scholarship fund, he said, “We’ve got to get Mark up here. 

We’ve got to do this piece, we’ve got to get Mrs. Parks to come to this concert.” And he did all 
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that. He set all of that in motion. My wife, Libby, accompanied me on that trip in particular 

because she knew how special it was going to be. Mrs. Parks and I had a press conference 

together with Marcellus Brown, and that’s where that photo was taken during the press 

conference [points to a photo in his office]. We had dinner together with the governor of Idaho, 

and I got to sit right next to Mrs. Parks during the performance of the piece honoring her, and I’ll 

never forget that. It’s one of the neatest moments I’ve ever had as a musician and as an American. 

I’ve said that already, but it’s so vivid.  

 

LE: 

Were you nervous? 

 

MC: 

A little, because she’d never heard the piece. I don’t think she was a real connoisseur of “classical 

music” but she immediately, I looked over at her about a minute or so into the piece, and there 

were tears. She was thankfully very moved by the piece, so that meant a great deal to me, of 

course. I think two of the most famous individuals I’ve met through my music was Mrs. Parks, as 

a result of composing this work honoring her, and President Reagan, as a result of writing that 

work honoring him. So you never know where your music’s going to take you. It’s had me meet 

and experience some really neat stuff over the years, so I’m very thankful for- 

 

LE: 

Go back to the story of when the neighborhood ladies came over and told your mother- 

 

MC: 

Oh, they didn’t come over, we just heard through the grapevine- 

 

LE: 

Gossip.  

 

MC: 

Yeah. No, they didn’t come to our house and demand that we move out because we had black 

people in our house. No, not like that, but the busybodies you- 

 

LE: 

Chatter. 

 

MC: 

Chatter, yeah, thank you. It was there. It was palpable. You could feel it. 

 

LE: 

Your mom just ignored it? 

 

MC: 

Yeah. Yeah. And I’m sure ignored them. Not only the message, but them. How absurd. Because 

of that racist element in Cicero, Illinois, they were no longer available for any federal aid because 

of their racial practices, and consequently, the town, it’s unfortunate because there were a lot of 

Poles, and Czechs, and Germans, and Italians, Central Europeans that lived there, and 

consequently education, particularly arts education, was very much appreciated and supported, 
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because of the cultures from which they came in Europe. A lot of them first generation 

Americans. But black people to them were inferior, and I could never figure that out. I still can’t, 

how it is that people can determine whether a person is good or bad based on the color of their 

skin. It doesn’t compute. It’s like child abuse, it just doesn’t compute. 

 

LE: 

Can’t comprehend. 

 

MC: 

Right. 

 

LE: 

I know, I agree. 

 

MC: 

Right, it’s unfathomable. 

 

LE: 

And it seems to be a little worse these days. 

 

MC: 

Yeah. Wonder why. 

 

LE: 

I think we both know. 

 

MC: 

I think we both know too. 

 

LE: 

Alright. Should we start at the top? 

 

MC: 

Sure. The opening had to be a lone voice because of what she did as a lone person, and it had to 

be a feminine voice, so flute got my vote. Any instrument in the wind band could have played it 

in that register, maybe except for tuba, but I felt flute would be the most appropriate. The flute is 

joined by bassoon, which blends beautifully with flutes, and it’s not unison, there are two 

distinctly different lines, but it works well. With alto sax and bassoon at that point, sorry. Yeah, 

so I like exposed passages like that. And I think students like to play exposed stuff like that to 

show expression and individuality and courage if you will. 

 

LE: 

As a bassoonist, who is a confident and comfortable bassoonist, I love your music. 

 

MC: 

Thank you. 

 

LE: 
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But it’s intimidating for some for sure. 

 

MC: 

Yeah. 

 

LE: 

But okay so I call this Theme One: The Rosa Theme.  

 

MC: 

Definitely. 

 

LE: 

Yeah. Okay.  

 

MC: 

And this is just the Rosa theme here is repeated, and it’s just decorated with some counterpoint 

with the bassoon [starts in m. 6]. The brass choir that enters at sixteen, I distinctly remember 

trying to conjure up sounds and images that I would’ve associated on a Sunday morning, a warm 

Sunday morning in the deep South. Maybe in Mrs. Parks’ rural native Alabama. A place like Pine 

Level, Alabama, you know, just a nothing town really in terms of size. But maybe on a Sunday 

morning, and near a river maybe with some steam coming off the river, and hearing in the 

distance an African American church choir, and that what’s that’s supposed to try to sound like 

there. So it should be in the distance and religioso is a significant word here for that reason. And 

it’s a tough horn part. So it’s very exposed and quite high, but that’s what I was thinking there. 

Consciously. And there was no harmonic roman numeral analysis. It just doesn’t work that way. 

At least for this composer. Maybe some still do that, but good lord. Not me.  

 

LE: 

I’m doing something, as a side note, I’m doing something really interesting. I’m actually ... 

Nathan was here today because he had a free horn lesson from Rob Esposito which was super 

sweet of Rob. Then Dr. Jonathon Kolm and I, are team teaching Nathan for composition lessons. 

 

MC: 

Great. 

 

LE: 

So he came, I was here today, and so he came here for his composition lesson with me. 

 

MC: 

Yeah, I saw him earlier here this afternoon.  

 

LE: 

Mm-hmm [affirmative]. And so and it’s interesting because I’m studying your music so much 

right now. We had a conversation about how you used percussion a little bit, and also- 

 

MC: 

Less is more. That’s all you need to know about percussion. Less is more, and have an 

imagination. Sorry to interrupt. 
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LE: 

No, thank you, absolutely. But when you have these big, lush, rich, melodic sections, the 

percussion tends to be, oftentimes or sometimes at least, the percussion tends to be nil or very 

thin to let that speak. 

 

MC: 

Right, sure. 

 

LE: 

And that makes all the sense in the world to me, but I’ve never thought about that before studying 

your music and seeing how you do that in those types of sections. 

 

MC: 

I think, again I’ve not thought about this a whole lot, but one reason might be less is more with 

percussion. When you’re talking about big, lush, a big melody, or rich harmonic vocabulary 

which I love to do, I’m thinking orchestral there, and the orchestral tradition does not have all the 

wonderful ... the orchestral tradition from the romantic period, the classical period, does not have 

all of the wonderful percussion instruments that we take for granted in the modern wind band 

today. So I try to keep it as orchestral sounding as possible. And because I use percussion 

sparingly, when I do use it, it matters. And I think that’s a mistake that a lot of young composers 

make today, and some not so young composers that write band music. It was just too much. And 

too much of a good thing is not good.  

 

LE: 

And Nathan and I were also talking about harmonic language, and he’s like, “I don’t know what I 

was thinking there. It’s just what I wanted, and that’s how I write, and I never think about 

chords.”  

 

MC: 

He said that.  

 

LE: 

He said that.  

 

MC: 

Good for him.  

 

LE: 

So, well, and you hear that in his music. It’s very interesting, and it’s unique, and I would 

imagine that if you tried to think that way it would put you more in a box.  

 

MC: 

Yeah. What does it say up there with the freedom of religion? Each according to the dictates of 

his own conscience. So wouldn’t it be a drag if everyone thought harmonically like Mozart did? 

Or even the master himself, Beethoven, or if we all thought like Copland, or Barber, or Vaughan 

Williams, three of my heroes. Everyone should be free to use whatever works for you. And that 

cannot be prescribed by doctor or professor, whoever. It has to be ... It’s a very personal decision. 

This is who I am. This is what I want to reflect harmonically. And it’s not Roman numeral 
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analysis. We give much, much, much too much emphasis in our theory curriculum to harmonic 

analysis. Composers don’t think that way.  

 

LE: 

Alright. I think we’re around 25? 

 

MC: 

Yeah. It’s just, we start with one voice [m. 1], we go to a duo here, we go to one section of the 

band, the brass playing that church hymn—originally composed of course. And more of the band 

comes in here [m. 25]. The majority of it. So it’s just building that one theme treating slightly 

differently each time colorisitically, texturally, some harmonic twists every now and then. Here’s 

the foreshadowing of the, “We Shall Overcome” theme, the “We Shall Overcome” hymn, there in 

the upper woodwinds and orchestra bells, or I guess or is it vibes. Sorry. [MC is referring to m. 

34.] 

 

LE: 

It’s measure 34.  

 

MC: 

Yep. And I guess the next main theme occurs here at 44.  

 

LE: 

I call it Theme Two: New Theme. 

 

MC: 

Yeah, it’s quite heroic, intentionally so. Yeah. Yep. 

 

LE: 

This is one of those super rich and lush sections that I was just talking about before, and there’s 

no percussion.  

 

MC: 

Exactly. Very good observation, and I think it’s very intentional on my part for the reason I gave.  

 

LE: 

I call this Theme Three, at 55. 

 

MC: 

Yeah, that’s probably accurate. Yeah. Mm-hmm [affirmative].  

 

LE: 

Again, rich and lush, and- 

 

MC: 

Right. 

 

LE: 

Nothing in the percussion. 
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MC: 

Yeah, and when they are here, I mean this- 

 

LE: 

Rhythmic. 

 

MC: 

This gets rather marshal sounding here. Almost a military like, and that’s why I brought it back.  

 

LE: 

That’s three bars before 55, yeah.  

 

MC: 

Yeah. Howard Hanson, and I’ve got an old LP of him with the Eastman Rochester Orchestra 

conducting his music, and I think some music by Randall Thompson, other composers of that 

generation, but it’s called The Composer and His Orchestra, and he talks about how to score for 

orchestra, what to listen for, and he always refers to the percussion section as ... this is ‘40s and 

‘50s talk, of the percussion are the salt and pepper of the orchestra. And, of course, you and I both 

know that the percussion is one heck of a lot more than just salt and pepper. The percussion 

sometimes is the main course in music today, as it should be because the percussion are capable 

of doing so many wonderful things. But again, a little bit goes a long way. And good composers 

and good orchestrators for the wind band know when to say no, to too much percussion. So that’s 

the point I’m trying to make. I love writing for percussion. When I write for percussion, usually at 

the end of the orchestrational process it spawns different ideas with the woodwind and brass 

writing. I go in and change things and add things, and percussion are very influential. They’re 

very important. But they must not be overused. 

 

LE: 

You know, The Wild Goose, who’s the ... Roger? 

 

MC: 

Ryan George. 

 

LE: 

Ryan George. Great percussion writing.  

 

MC: 

Yes it is. I just- 

 

LE: 

And I’m not just talking about the big section or whatever, I’m talking about the colors.  

 

MC: 

Oh absolutely ... I just listened, accidentally happened upon a different recording. I’ve listened to 

the Navy Band recording, Illinois State, and somebody else, and there was the Hiroshima Wind 

Orchestra, a Japanese group. The tempi are just like mach 20, and they play it.  

 

LE: 
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Clean. 

 

MC: 

Yeah. 

 

LE: 

So do you like those tempos? Are those the tempos you marked in the recording? 

 

MC: 

I think some of them are actually over it. And he takes some cuts. The percussion thing. How it 

goes back and forth between the lower drums and the higher drum. 

 

LE: 

In the just for the percussion section. 

 

MC: 

Yeah, they omit that whole passage. He took another cut too. I’m not sure why. I mean, big 

chunks of the piece. Live performance. So it wasn’t for a recording. I don’t quite understand.  

 

LE: 

Interesting. I think you do like natural minor.  

 

MC: 

Ok. 

 

LE: 

You use these melodies in natural minor in a few of your pieces so far. 

 

MC: 

Maybe a lot.  

 

LE: 

No thoughts there. 

 

MC: 

Nope. 

 

LE: 

Okay, fine.  

 

LE: 

Any thoughts on this page? And then I have the section main section starting here [m. 77].  

 

MC: 

Definitely, the double bar is a clear indicator that that is part two of the piece. So as the program 

note says, the first part of the piece is to describe her early years. She was born February, 1913. 

Married in 1932, I believe. That’s basically what the first part of the piece is about. The second 

part of the piece is about the quest for justice, the cowardly acts of the Klan, the harmony gets 
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much more intense. It describes the years of real racial strife and protest, and harassment, and 

thinking of lynchings that occurred, particularly in the South, but they occurred everywhere 

actually. So the second section is much more dissonant and more intense. It’s faster. It has a 

pretty sizable fast section I should say. So yeah.  

 

LE: 

And we start the Freedom Now motive [m. 77]. 

 

MC: 

Yes. Exactly right. I remember the chance of black protestors in the streets of Chicago. I heard 

some of it in real-time with my own ears, and then some of it on black and white TV broadcast as 

well. Yeah. That was pretty scary stuff. 

 

LE: 

So that motive is straight from that?  

 

MC: 

Absolutely. Remember that clear as a bell. I also remember sitting at my desk in my bedroom 

doing homework. I was actually doing homework like I was supposed to be doing one night, and 

it was 7:00 on a Tuesday evening, April 4th or April 5th, 1968. The first reports came over WGN 

radio. I had my little Zenith transistor radio on as I was doing my homework announcing the 

assassination of Reverend King. I’ll never forget that.  

 

MC: 

So those were the years of deep social unrest in our country. Man, our cities were getting burned 

down. Within blocks of The White House, you could see the smoke. And Chicago, Chicago was 

on fire. Detroit. Watts. Places in New Jersey. Pretty bad stuff going on, but it had to come to a 

point to where I remember the lunch counter demonstrators in Greensboro, North Carolina, and I 

think Dr. King did his best to keep a lid on it in terms of preaching nonviolent disagreement and 

nonviolent protest. But what Mrs. Parks did I think was an incredibly noble example of how you 

can make a point ... She didn’t stand up for the right thing. She sat down for the right thing and 

refused to give up her seat to a white man on that segregated city bus in Montgomery, Alabama, 

December 1, 1955. And she was very, very tired coming back from work that day. She was a 

seamstress, and she was just sick and tired of being told where she could and could not sit on the 

bus. I mean, it’s outrageous. You wouldn’t tolerate that. 

 

LE: 

No. 

 

MC: 

Nor would I. And I think I may have said this to you before. I kind of chuckled, I shouldn’t 

chuckle when people die I suppose, but the bus driver ... I forget his name, but the bus driver that 

night that ordered Mrs. Parks not to sit there and eventually called the police and had her arrested, 

the bus driver passed away a couple of years ago, and his hometown was Equality, Alabama. I 

think that’s very ironic- 

 

LE: 

Chuckling at the irony, yes.  
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MC: 

So. I also remember Mrs. Parks, she said this to me personally, she said, “Mark, we have come a 

long way in this country, but we’ve got a long way to go.” And this very fine lady essentially said 

the same thing in her recent book [pulls out Michelle Obama’s book from his briefcase]. I just 

finished it while I was at the car dealership this morning getting my tire fixed… or replaced.  

 

LE: 

Was it good? Was it a good read? 

 

MC: 

Oh, it’s a wonderful book. I’m reading the acknowledgements now.  

 

LE: 

Oh, I read To Build A Fire the other night. 

 

MC: 

Isn’t it a great story?  

 

LE: 

It was great. 

 

MC: 

Yeah.  

 

LE: 

It was good. 

 

MC: 

It’s powerful. 

 

LE: 

I mean, he was kind of stupid. It was too cold. 

 

MC: 

Oh the man? Oh yeah.  

 

LE: 

I was kind of like ... it was a great story, and I was like what a great ... I was just reading in bed 

before going to sleep, and it’s a pretty fast read, and I just didn’t put it down. I was really tired. It 

was like 1:00AM. I thought, “I’ll just start this.” 

 

MC: 

I know. 

 

LE: 

And I didn’t even look to see how long it was. It was on my Kindle so you can, you know. 

 

MC: 
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Ah, so you weren’t reading a real book. 

 

LE: 

I wasn’t.  

 

MC: 

Shame on you. 

 

LE: 

It wasn’t a real book. And I got to the end, and I was like, “What a great story. I understand why 

you were inspired by it.” But boy was he a dumbass.  

 

MC: 

He was a dumbass alright, but I think part of it not only is man’s stupidity, but man’s arrogance.  

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

To think that he could do that.  

 

LE: 

Yeah.  

 

MC: 

And I think one of the most powerful moments in the piece is when the dog catches the scent of 

death, and he- 

 

LE: 

Keeps his distance. 

 

MC: 

Yeah, yeah. And the imagery. He talks about the stars leaping and dancing in the sky. I think 

that’s such a great line. You can just see that. As Midwesterners, how those winter skies you can 

see forever. And sometimes you’ll see a shooting star, but out where we live, we can still see the 

stars in Manassas on our property, and I never want to live in a place where you can’t see the 

stars. But oh it’s great. I remember reading that when I was in seventh or eighth grade for the first 

time. That made a huge impact on me. 

 

LE: 

Well I got a large collection for 99 cents on my Kindle.  

 

MC: 

Good for you. 

 

LE: 

From Jack London. So.  
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MC: 

Yeah, he was an American genius. Again, I think that shows ... I mean Ronald Reagan, Rosa 

Parks, how much more different can you get on the political spectrum than that? Although they 

were both great patriots. Jack London was a card carrying communist. He was an alcoholic. 

Hellen Keller was pretty left of center politically. Dr. King was ... So many of my pieces are sort 

of all over the place with people and philosophies.  

 

LE: 

A little bit. You’re very left socially. 

 

MC: 

Yep. 

 

LE: 

But not as left on some other issues I think. 

 

MC: 

No, on defense no I’m not. On foreign policy I’m pretty hawkish actually. Because I think we 

have a responsibility to help those in need whether it’s economic aid or military aid or military 

action for that matter. We have a responsibility.  

 

LE: 

Alright. Back to Rosa. Second main section.  

 

MC: 

Yeah, it does feature the Freedom Now motive, yeah. And it builds. And it uses Theme Two in an 

angry, minor, dissonant kind of way. 

 

LE: 

So this is after 31 where the Theme Two comes back in? [The print in the score is so small that I 

misread the measure number here. I really meant after 81, referring to the pick-up to m. 85.] 

 

MC: 

Right. Yep. [MC didn’t catch my measure number mistake.] 

 

LE: 

This is where the F# wins out I think [m. 93].  

 

MC: 

Yeah. You’re talking enharmonically, or? 

 

LE: 

I mean, harmonically. 

 

MC: 

Yeah, yeah. It sure does. And here it just ... the We Shall Overcome theme is an augmentation. 

That’s kind of an effective treatment for the We Shall Overcome rather than [sings the motive], 

and it’s syncopated [continues singing]. 
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LE: 

So this is the few measures before 103 in the low voices [referring to the pick-up to 97]. 

 

MC: 

Right.  

 

LE: 

I missed that, Mr. C. 

 

MC: 

Uh-oh. 

 

LE: 

Got it now. That’s why I’m meeting with you. I’ve studied these pretty well before we meet. I 

know it pretty well, but every once in a while I miss something like this. 

 

MC: 

Welcome to being human. 

 

LE: 

Yeah, yeah. This is reminiscent of Theme One [referring to m. 98 with the pick-ups in the alto 

sax, piano, and chimes parts]. 

 

MC: 

Yeah, I suppose so.  

 

LE: 

Rosa Theme. 

 

MC: 

Yeah, and the allegro energico here [m. 111] is ... This is about I think good versus evil here.  

 

LE: 

Starting where? 

 

MC: 

At the allegro energico, the music it gets marshal. It gets ... I don’t know if that’s the right word. 

Just people start to take action against all of the wrongs, and part of the- 

 

LE: 

There’s forward motion. 

 

MC: 

Yeah, lotta forward motion. A lot of action taking place. Some of it good action, and some of it 

the cowardly action by white supremacists that we associate with the Klan and…skinheads really 

weren’t in vogue when this incident- 

 

LE: 
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No, that was later in the 80s I think, yeah. 

 

MC: 

Right. But the Klan was alive and well then, and unfortunately still is today. The really neat thing 

about this piece, Lisa, I’m not sure I’ve ever told you or any other student this, when I would be 

guest conducting this piece in Mississippi or Georgia, and I would see lots of pickup trucks with 

Confederate flags in the parking lot, band parents, good people coming out to support their kids, I 

wasn’t sure how the piece was gonna be received. Like “Oh boy, did I miscalculate on this, Mark, 

or?” And some of those very people came up to me and thanked me. They really found the piece 

to be very moving and educationally good for their kids, and there’s some that probably felt 

decidedly different, but they didn't tell me that. 

 

LE: 

They’re not gonna come up to you afterwards, right.  

 

MC: 

Right. Right. But yeah, so that’s kind of an interesting observation I think. 

 

LE: 

But you never had your car keyed or anything like that. 

 

MC: 

No, no. No.  

 

LE: 

Well, you know, I’m from rural Indiana, and I call it white bread and mayonnaise, it’s that white 

where I grew up, and so I understand.  

 

MC: 

Yeah.  

 

LE: 

You know. People are racist. It’s a small town, and- 

 

MC: 

Yeah, but there’s sure a lot of good people in small towns. 

 

LE: 

Well sure, absolutely, but I mean I saw it both sides growing up as well. 

 

MC: 

Yeah, ditto. 

 

LE: 

I did. And it absolutely- 

 

MC: 

An important perspective. 
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LE: 

And I wonder if we saw it differently than somebody who grew up in this area that’s, for a long 

time, has been so culturally diverse. I’m sure they saw it, but did they see it in a different way? 

Because it’s so much more diverse out here in this area.  

 

MC: 

I don’t know. There’s cultural ... I heard a student talking about this. In fact, an African American 

student who I respect very much, Crystal Golden.  

 

LE: 

I love Crystal. 

 

MC: 

They don’t get much better than that, in terms of talent and intelligence, but she’s a great student. 

 

LE: 

She’s a great person. 

 

MC: 

She really is. Very bright young lady. And she was ... We were both lamenting racism in our 

country, and she said, “Mason touts itself as being this very pluralistic, very culturally, racially 

diverse institution.” 

 

LE: 

It does. 

 

MC: 

And we are. In terms of numbers. But do we really ... is it really ... is it super socially accepting? 

Are there ... You know what I’m saying? 

 

LE: 

It is a lot more here than it is in Indiana where I grew up. 

 

MC: 

I think that’s a fact. I’m not disputing that at all.  

 

LE: 

In white bread and mayonnaise. 

 

MC: 

But I’m not so sure it’s as culturally diverse and pluralistic as the school thinks it is. 

 

LE: 

Perhaps not. 

 

MC: 

Yeah. And I don’t think Northern Virginia is. I don’t think Fairfax County is. Racism exists 

everywhere. 
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LE: 

I feel it living in Maryland, I feel a difference between politically and- 

 

MC: 

Maryland’s a little more tolerant and sophisticated. 

 

LE: 

I think so. Thank you, I’m trying to find a nice way to say what I’m thinking. 

 

MC: 

Just I think probably because there are more decidedly poorer and redneck areas in Virginia more 

so. There’s more of a rural culture in Virginia than in the state of Maryland. 

 

LE: 

Even in rural Maryland, though, it feels not as rural as Virginia in that sense. 

 

MC: 

Right. When you get down to coal country, it’s like when’s General Lee coming with the troops? 

You know kind of thing.  

 

LE: 

Yeah, yeah. It’s interesting though that I’ve always felt that difference. 

 

MC: 

I think you’re right. I do think you’re right.  

 

LE: 

Alright so…I went ahead, and we have this forward motion.  

 

MC: 

Yeah.  

 

LE: 

And you said one thing that slightly confused me, though. 

 

MC: 

What’s that? 

 

LE: 

You kind of envision this being motion towards progress or motion towards- 

 

MC: 

Action. 

 

LE: 

On both sides of the- 

 

MC: 
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On both the part of protesters and African Americans seeking justice.  

 

LE: 

And the people who are rebelling against that. 

 

MC: 

It’s about racial strife.  

 

LE: 

That’s a good way to describe it. 

 

MC: 

That’s why the music has that beat to it, if you will. It’s harmonically dissonant, overwhelmingly 

harmonically dissonant. 

 

LE: 

Yes, very very much so. 

 

MC: 

But it tries to portray the struggle on both sides. And we had the We Shall Overcome theme in 

augmentation. Yeah. 

 

LE: 

It’s my favorite section in the whole. 

 

MC: 

Yeah, the accents. 

 

LE: 

I think the bassoons have it the whole time, too, don’t we? 

 

MC: 

Yeah, it becomes an ostinato here [m. 133], but what conductors miss all too often, the piano is 

marked solo fortissimo [at m. 127]. All of the other instruments are one f. I really want the piano 

to dominate there at, what measure is it, 127. Yeah. 

 

LE: 

Yeah. 

 

MC: 

Yeah, I mean this becomes very marshal and very intense. [Sings the upper woodwind and 

trumpet line at m. 136] We Shall Overcome in diminution.  

 

LE: 

Ah.  

 

MC: 

And another thing, one of the hardest things to pull off is in the percussion 4 part [sings the toms 
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part starting in the middle of m. 136]. So this discussion, this argument between the upper 

woodwinds and trumpets together, playing together, answered by the toms very violently is ... I 

think some of the best writing in the piece, and that really needs to be showcased, and the toms 

just have to belt the you-know-what out of that. But when it happens, it’s supposed to take on an 

African character rhythmically here. So white boy trying to write African music, right? 

Sometimes successful, maybe sometimes not. But ... and this [sings m. 150]. Total bar of silence 

[m. 151]. [Sings mm. 152-153] Just building relentlessly to the return of Theme Two I guess is 

what you’re calling this [at m. 158]. 

 

LE: 

Theme Three. 

 

MC: 

Theme Three, excuse me. And where does Theme One come back? Does it? Yeah, it does. Right 

there [MC points to m. 182, although MC mis-spoke here…this is part of Theme 2. Theme 1, the 

Rosa theme, doesn’t come back until m. 202 in the horn part.] And this is section three [m. 181].  

 

LE: 

I put the third main section here.  

 

MC: 

Absolutely. 

 

LE: 

I put this as from the Theme Two [m. 182].  

 

MC: 

That’s right, it is Theme Two. And that ... Well here is the We Shall Overcome theme in its 

entirety. The one and only time it’s in its entirety. 

 

LE: 

In 187. 

 

MC: 

It’s been foreshadowed, but yes. 

 

LE: 

In the horn. 

 

MC: 

Right. And chimes, actually. 

 

LE: 

Aw, thanks. 

 

MC: 

The chime just hits the main notes. And here’s a return of the Rosa Theme finally [m. 202]. And 

on top of Theme- 
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LE: 

The Theme Two. 

 

MC: 

Theme Two. Right.  

 

LE: 

And the flute. 

 

MC: 

And I always felt 206 to the end was this little concluding section. It was just to me supposed to 

sound like a stream. Just water. The flow of water. Purity of water.  

 

LE: 

Why water? 

 

MC: 

Might have something to do with what Dr. King said, “when justice flows down from the 

mountain like a mighty stream.” Something to that effect. I don’t think I’m paraphrasing with 

100% accuracy. I’m too tired, but yeah. I think water just ... it sonically cleanses the piece. It 

cleanses the strife. 

 

LE: 

There’s your hopeful bit at the end. 

 

MC: 

Yeah, yeah. 

 

LE: 

Even though it ends dissonant right here at the very end. 

 

MC: 

It’s that reminder of racism’s lingering presence in American society. It’s there, it’ll probably 

always be there to hopefully diminishing extents.  

 

LE: 

Yeah. I’m not sure how hopeful I am about that. 

 

MC: 

Yeah, especially now. But read Michelle Obama’s book. You’ll love it. Trust me. It’s a beautiful 

book. 

 

LE: 

Okay, I will. Thank you. 

 

MC: 

She does not talk about some of the mistakes her husband made.  
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LE: 

Okay. 

 

MC: 

Syria. Not going after Boko Haram after they kidnapped those 200 girls in Africa. We could’ve 

done something about that, Lisa. No, I think ... Remember, he said he was throwing ... It would be 

a red line if the nutso in Syria used chemical weapons on his own people. He did. Nothing 

happened. 

 

LE: 

I know. 

 

MC: 

That was a huge miscalculation. She doesn’t talk about that. She doesn’t talk about Boko Haram. 

She doesn’t talk about the Iran deal which I was never comfortable with that. But now I support it 

knowing that Trump opposed it. But the man made mistakes. He was human. No president ever 

gets it right the whole time. I didn’t agree with Reagan all the time either. 

 

LE: 

My husband was very disappointed in Obama, actually.  

 

MC: 

I was pleased overall. No scandals. A man of great integrity, wonderful family. I’d vote for 

Barack Obama again in a heartbeat. 

 

LE: 

Well yeah. I mean. 

 

MC: 

But she doesn’t talk about some of the mistakes he made.  

 

LE: 

I would vote for George Bush, and I would never have said that before Trump. 

 

MC: 

W or the first one? I’d vote for W ... I voted for him the first time. 

 

LE: 

Well I didn’t. But you know. 

 

MC: 

I sure as heck would. Far better than what we’ve got. Jesus. 

 

LE: 

That’s what I’m saying. Who would’ve ever thought that I would’ve longed for the days of W? 

 

MC: 

Libby can’t quite go that far, but part of her agrees with that. 
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LE: 

I have reached that point. Anything else you want to add? Oh, I know about this note. Do you 

want to mention it for the recording. 

 

MC: 

Yes, unfortunately TRN music decided to put some scripture on the score without my permission, 

and I begged them not to. To withdraw it. And quite literally ... They’re very lovely people. 

They’re very devout Christians. Mrs. Parks was a very devout Christian. But she would never 

impose her will saying, “Put this in the piece.” But TRN, when I called them very reasonably and 

calmly saying, “Please withdraw that. It doesn’t represent who I am. I’m a Christian, but this is 

just-” 

 

LE: 

It’s not a religious piece. 

 

MC: 

No, no. It celebrates her secular achievements. I said, “Please withdraw it,” and they said that 

TRN is a Christian company, and we will damn well do what we want. And I said, “I will damn 

well get a new publisher,” and hung up the phone. And that was it. I did what I felt I had to do, so 

I burned a bridge there for a while, but everything’s fine. Yeah. So I didn’t want to offend 

anybody. I didn’t want people to think that I was some kind of right-wing wacko, religious kind 

of thing.  

 

LE: 

Yeah. 

 

MC: 

Yeah. 

 

LE: 

Okay.  

 

MC: 

I’m tired. Can we draw the line? 

 

LE: 

We absolutely can. Thank you so much. Absolutely.  



321 

 

The Shining City: July 27, 2019 
 

LE: 

Okay. We are recording with two devices. Today is July 27th, and we’re going to talk about The 

Shining City. 

 

MC: 

Correct. 

 

MC: 

I think one of the first things I would like to mention and to bring to your attention—this is 

always up here [referring to a picture of MC shaking hands with President and Mrs. Reagan, and 

a letter from Mrs. Reagan hanging on the wall in MC’s office]—but this is a very special thing to 

me. I remember when I finished the piece, the United States Army Field Band was recording 

Whatsoever Things, and they had an hour left in the session. Finley [referring to Col. Finley who 

was conductor of the U.S. Army Field band at the time] knew of this piece honoring President 

Reagan. He said, “We would love to do this and send a copy to Mrs. Reagan.” President Reagan 

was still alive at the time.  

 

LE: 

Yeah, because she says, “Ronnie and I enjoyed listening to this.” 

 

MC: 

But for a former first lady to call my music a masterpiece is just something I’ll never forget. 

 

LE: 

That’s pretty cool. Yeah. 

 

MC: 

That was very meaningful to me. 

 

LE: 

That is meaningful. 

 

MC: 

Yes. 

 

LE: 

Just for the audio recordings, you’re referring to a letter from Nancy Reagan based on your piece 

Whatsoever Things. 

 

MC: 

Shining City. 

 

LE: 

Oh, that was from The Shining City? [I was slightly distracted because I was checking to make 

sure the recording devices were working and I had gotten confused because MC had mentioned 

both Whatsoever Things and The Shining City.] 
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MC: 

Oh yeah, that had nothing to do with the Paynter piece [Whatsoever Things]. 

 

LE: 

So, you wrote it when he was still alive? 

 

MC: 

The Reagan piece? 

 

LE: 

Yes. 

 

MC: 

Yes. 

 

LE: 

Oh, okay. Sorry, you said Whatsoever Things, and you sent a recording. 

 

MC: 

I’m so sorry. 

 

LE: 

You meant Shining City? 

 

MC: 

I’m functioning on three hours [of sleep]. 

 

LE: 

Okay. Yeah, yeah, yeah. So, that was in regards to The Shining City? 

 

MC: 

Exactly. 

 

LE: 

Fantastic. Okay, cool. 

 

MC: 

We were recording Whatsoever Things at that session at Fort Meade, and they said, “Hey, we’ve 

got extra time. Why don’t we read this for you?”  

 

LE: 

Ah, that’s what I mixed up. Great. All right. Well... 

 

MC: 

The real challenge here, one of the things I’m most proud of with this piece, is that it does not in 

any way... it’s not a partisan piece. In fact, the word “Republican” does not appear once. The 

word “conservative” does not appear once. It’s a piece that celebrates his vision of America. He 

always referred to it a shining city on a hill in a very idealistic metaphor, and I tried to capture the 
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essence of that through sound. His modest upbringings in rural Illinois. I used a number of his 

speeches that he made while he was president. That’s all public domain; I didn’t have to get any 

special permission to use those. I use his very poignant, beautifully written letter to the American 

people dating November 2000... Oh gosh, I forget the year. It’s in here. The one thing I do use 

that’s post-presidential…that, we did need to permission from Mrs. Reagan. She was very 

gracious and let us use it. 

 

LE: 

Did you use all of Ronald Reagan’s words, or any words from his speechwriters? 

 

MC: 

Oh, if you remember when the space shuttle went down in ‘86... 

 

LE: 

I do. 

 

MC: 

That speech was penned, totally, by Peggy Noonan. 

 

LE: 

Okay. 

 

MC: 

These are his speeches. Some of them are his own words, but some of them were written for him. 

 

LE: 

Mm-hmm [affirmative]. Okay. 

 

MC: 

Yeah. 

 

LE: 

You want to tell the story about the commission for it? 

 

MC: 

The work was commissioned by The University of Illinois. James Keene, former director of 

bands there. I remember at Midwest when I was still in the old Hilton, we were in the exhibit area 

in that crowded basement. He came up to me and he said, “Mark, we want to commission you—

The University of Illinois would like to commission you—to write... We’ve got this new, 

wonderful percussion instructor, and we would like for you to do a marimba concerto.” I said, 

“Jim, I’m very flattered, but I’m not your man. Nothing turns me on about writing a marimba 

concerto. I’m sorry, I just have to shoot straight with you.” He was disappointed and said, 

“Okay.” Ten minutes later, he found me: “We want you to write anything you want,” and I said, 

“Done.”  

 

MC: 

At that point, of course, I had no idea what I was going to do, but the more I thought about it, I 

thought it would be kind of neat and very appropriate, as an Illinois-born boy—Ronald Reagan is 
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the only president born in the state of Illinois—and I thought that there was some interesting 

parallels there between his modest rural upbringing in Illinois. This is for the University of 

Illinois, and I composed this work in total secrecy. My wife, who loathes Ronald Reagan, always 

will—unreasonably so in my opinion—she didn’t know. Professor Keene at the University of 

Illinois did not know I was writing this piece until he received it FedEx in the mail. I’ll never 

forget, the phone rang [Professor Keene left the following voice message]. “Mark? Jim Keene. I 

got your package. I hate Ronald Reagan.” Click. True story. 

 

LE: 

Yeah. 

 

MC: 

So I was a little taken aback by that. I said, “Uh-oh.” But two days before the premiere—this is 

like a week after 9/11, September of 2001—Professor Keene was kind enough to meet me at the 

airport in Champaign-Urbana, Illinois. He walked up to me. He had tears, he was very emotional. 

I said, “Jim, what’s wrong? Have you had a car accident, or a relative die or something?” He said, 

“Mark, I don’t know if I’m going to be able to make it through the piece, because,” he said, “it’s 

so emotional, you’ve captured the essence of this man and his times, the words are beautiful.” He 

said, “I still don’t like Ronald Reagan, but I don’t know if I’ll make it through it.” He was very 

sincere. 

 

MC: 

John Bourgeois actually narrated the premiere. Colonel Bourgeois knew Reagan pretty well after 

being director of The President’s Own for all those years during the Reagan years. The premiere 

was an incredible success, particularly coming a week after 9/11. 

 

LE: 

Very poignant. 

 

MC: 

Yeah. But the text is completely non-partisan, very intentionally so, because I didn’t want it to be 

a cheap shot. I just wanted to keep politics out of it. I wanted his idealism, his sincerity, his 

patriotism. For the record, I revere the man. I didn’t always agree with his policies. I agreed with 

most of them, but not all. But I do revere the man, and I thought that I would be a person that 

would bring authenticity, and certainly sincerity, to writing a work on Reagan’s presidency and 

who he was. If we look at the current occupant of the White House… no one ever questioned 

Ronald Reagan’s patriotism or his decency as a human being, or his personal integrity. Again, 

didn’t always agree with his policies, but he was a very decent human being. 

 

LE: 

We’ve had conversations before about how you view your music to be very American-sounding, 

and you’re a proud American. 

 

MC: 

I’m not bashful about that, it’s true. 

 

LE: 

Yeah. As am I, but I don’t... Anyway, that is something that is really strong within you and 
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you’ve told people about. I think that I view you as a humanitarian. In the same sense that, 

maybe, you speak about the American quality, I think that that’s tied, and how I kind of view that 

is humanitarianism. 

 

MC: 

I’m glad to hear you say that, Lisa, because a lot of people think to be pro-America means what 

this bozo just said; of, “If you don’t like it, go back to where you came from.” Love-it-or-leave-it 

kind of a thing. I’ve never subscribed to the attitude. To be an American, the real magic of our 

country is that discourse and disagreement is part of our system, and that the freedoms we 

enjoy—and too often take for granted—that’s what America’s about. 

 

LE: 

To have that view you have to be a humanitarian, and Ronald Reagan was a humanitarian. Most, 

if not all—probably all—of the human subjects that you have written about in your music are 

humanitarian subjects. 

 

MC: 

Very disparate group of individuals ranging from Jack London to Helen Keller, to Ronald 

Reagan, to Douglas MacArthur. Lou Gehrig. Very different individuals, but a decency of who 

they were as people. Strong people. 

 

LE: 

Decency of character. 

 

MC: 

Right. 

 

LE: 

I think Ronald Reagan was a good man. 

 

MC: 

He certainly was. 

 

LE: 

I don’t remember too much of that time. I do remember when he was elected. I found out in first 

grade, and I actually have a very clear picture of that. Interesting how you remember certain 

snapshots of when you find out about historical news. 

 

MC: 

Libby was going through a divorce at that time. She was separated during the 1980 campaign, and 

I remember watching those televised presidential debates with President Carter. Boy, we would 

duke it out. 

 

LE: 

Yeah, you and Libby. 

 

MC: 

It wasn’t pretty, and it still isn’t. It still isn’t. 
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LE: 

That’s okay. 

 

MC: 

Yep. 

 

LE: 

Who’s the political couple? Is it Carville? 

 

MC: 

Carville. Yeah. 

 

LE: 

And I don’t remember… Mary Ann... I can’t remember her last name. 

 

MC: 

Mary Matalin. 

 

LE: 

Yes! Thank you. Anyway, sometimes I think of them when I think of you and Libby [laughing]. 

 

MC: 

Well, if you want to look at our White House now, what is the blonde bimbo’s name? I forget her 

name, but her husband loathes Donald Trump. He’s a very liberal- 

 

LE: 

Kellyanne. 

 

MC: 

Kellyanne Conway. 

 

LE: 

There we go. Yeah. 

 

MC: 

She is totally wedded, totally dedicated, to this charlatan. This venomous charlatan we call the 

President of the United States. 

 

LE: 

[Sigh] Yeah... All right, let’s get back to Reagan. 

 

MC: 

Please! 

 

LE: 

All right. Do you want to just talk a little bit, musically, from the beginning, about what you were 

thinking? 
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MC: 

Yeah. I tried to set the stage here with something very dramatic and unsettled, both in terms of the 

scoring and harmonically. His famous address that he gave at the Brandenburg Gate, I think in 

1987, it’s... all of those dates are here somewhere [in the notes at the beginning of the published 

score]. Yeah, 1987. His advisors, George Shultz, secretary of state, all of his cabinet members 

said, “Mr. President, don’t say ‘Tear down this wall.’ You’re going to set American-Soviet 

relations back decades.” He said, “I must say it,” and he did. He brought down—together with 

Margaret Thatcher and Pope John Paul II—those three, working as a trio to try to eradicate Soviet 

communism, pulled it off without firing a shot. I think this was part of it. The whole world’s... 

that’s what America should be. Being bold, and being right. 

 

MC: 

So, that’s what this opening is all about. It’s kind of a musical monogram. He says, “Open this 

gate, tear down this wall,” and then we have [sings “Tear Down This Wall”], so it’s kind of an 

augmented version of what comes before. After that outburst, after that very, very violent 

harmonic tension, the music subsides and it goes into a very long, unaccompanied recitation of 

the speech that he gave... Was this before parliament? I forget where. Address to the Oxford 

Union Society, Oxford, England in 1992. I really wanted a substantial portion of the speech to be 

unaccompanied in this piece. Most of the other times, his words are accompanied by music, but 

here I thought what he was saying was so profound… just the words should stand alone. And they 

do. 

 

MC: 

Then, this is kind of a reflective going-back to his childhood and his rural, modest upbringing in 

Illinois. Hopefully the music portrays that. The scoring is very lean, intentionally so. 

 

LE: 

Pretty clear where we’re at, but we’re at measure 28? 

 

MC: 

28, yeah. The music is very placid, and hopefully it reflects the words that the narrator is speaking 

at this point: “We admired the pioneering spirit of this hopeful land where everyone has a chance 

to push out the boundaries of life.” What a great statement. That’s what this country’s all about. 

 

LE: 

Or should be. 

 

MC: 

Yep.  

 

MC: 

I guess there’s one religious reference I made there, because I had to, but that’s another thing I 

wanted to try to avoid. 

 

LE: 

“But a blessing from our Creator?” [quoting m. 56] 

 

MC: 
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Right. Right. Yeah. Then there’s a great... Emerson said, “America is the land of tomorrow.” I 

remember one woman coming up to me—in fact, she was a provost at Radford University when 

she heard it—she said, “I didn’t like Reagan, but I’m glad you used that quote by Emerson 

because it’s so true.” He had good speechwriters, but the research I did at the Reagan library... I 

mean, I saw the yellow legal pads in his own hand. He wrote a lot of his speeches, but no 

president can write all of their own speeches. 

 

LE: 

Sure, and that’s why I asked. 

 

MC: 

His best speechwriter was, by far, Peggy Noonan. Great author. She writes for The Wall Street 

Journal now— op-eds—and a certain CBS News with Dan Rather for many years. I have 

tremendous respect for her. 

 

MC: 

There were a couple of times when President Reagan actually, as a president, mentioned the arts. 

Can you believe it? “My fondest hope is that our nation’s day will continue to be great not on the 

battle fields...” Again, alliteration there. It [the music] becomes very chaotic. “... but in the 

science labs, the operating rooms, performing arts halls, and wherever empires of the mind can be 

assembled.” Can you imagine our current president saying words like that? Empires of the mind! 

Wow! Wow! 

 

LE: 

I’m calling this Section 4, here, starting at 104. 

 

MC: 

Absolutely right. Absolutely correct. 

 

LE: 

I think that’s just based on the new text. Introduction here, and then the new text. 

 

MC: 

It’s really an introduction to THIS [pointing to m. 110]. You correctly point out that is the John 

Winthrop Theme [starting at m. 110], and it was John Winthrop who coined the phrase “The 

shining city on the hill.” Those were his words.  

 

LE: 

Great. 

 

MC: 

The music here is trying to harken back to a late Neo-Renaissance, early Baroque style. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

Specifically- 
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LE: 

Is that when he lived, John Winthrop? 

 

MC: 

Oh, I thought, “Is that when Reagan lived?” [laughs] He was old, but not that old! Exactly, 

exactly. 

 

LE: 

Yeah, okay. 

 

MC: 

So, this dance-like, in the style of a pavane, is at rehearsal 110. 

 

LE: 

Yep. Thank you. 

 

MC: 

Then Section 5, as you’re calling it here, breaks down into other aspects of his presidency. He 

talks with greater specificity about what the shining city meant to him. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

Transition. 

 

MC: 

This is the Reagan Theme, the main theme [m. 153]. 

 

LE: 

Where’s the transition that you just pointed to? 

 

MC: 

All of this is really transitional. 

 

LE: 

Starting at 145, or before? 

 

MC: 

145. 

 

LE: 

Mm-hmm [affirmative]. Okay, I’m just going to make a note there. 

 

MC: 

Mm-hmm [affirmative]. So, this…[Plays the melody starting in m. 153 on the piano in his office. 

This is the main theme of the piece, which MC calls The Reagan Theme.] 
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LE: 

Regan theme? 

 

MC: 

That is the Reagan Theme, yes. It’s very lyrical, very expansive. Yep. 

 

LE: 

You called it the main theme, but Reagan Theme is better there? 

 

MC: 

Yeah. I even played it in the right key. How do you like that? 

 

LE: 

[Laughs] Okay. 

 

LE: 

And in French horn because it’s noble? 

 

MC: 

Mm-hmm [affirmative]. Yep, absolutely. This was one of his, I think, greatest moments. That 

speech was given on the night of... I mean the Challenger went down early morning, after 

daybreak, and... 

 

LE: 

We’re talking about measure 170. 

 

MC: 

Yes. He was supposed to give his State of the Union Address that night. Obviously, with that 

cataclysmic tragedy, they canceled the State of the Union Address and he gave this brief, I think 

about a 5 minute, address to the nation. It was aimed at young viewers. It was aimed at all of us, 

but he... It was a beautifully-written, by Peggy Noonan, speech and flawlessly delivered. 

 

LE: 

Mm-hmm [affirmative]. What year was that? Was that 90... 

 

MC: 

1986. 

 

LE: 

‘86. 

 

MC: 

Mm-hmm [affirmative]. 

 

LE: 

Okay. 

 

MC: 
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He left office January of ‘89. 

 

LE: 

Okay. Thank you. 

 

MC: 

Some of his speeches post-president are in here, but that’s when the Alzheimer’s started to catch 

up with him. It was then. 

 

LE: 

I put Section 7 starting here at 197. 

 

MC: 

Yes. Exactly right. Here, he’s talking about education. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

And here, he’s talking about racism and how wrong it is. “Racial discrimination and religious 

bigotry have no place in a free society.” This is kind of a Copland moment, here, from Lincoln 

Portrait. Very influential. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

You’re calling this an interlude, I think correctly so, at 213. 

 

LE: 

I have a very small detail question for you here. 

 

MC: 

Sure. 

 

LE: 

Did you... you meant to put in... Everybody’s got a... Well, you want a breath here [at the end of 

m. 226 in the bassoon and alto sax parts]. 

 

MC: 

Yeah, I suppose I should have put one in. Yeah. 

 

LE: 

Very small thing. 

 

MC: 

There’s one in the horn. 
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LE: 

Yeah, you want a tiny bit of a space there, right? 

 

MC: 

Yeah, it should be in all instruments. 

 

LE: 

So, same thing here. Then, you don’t need it there, but yeah. 

 

MC: 

This transition is correct, and it’s building and building and building. Ascending. 

 

LE: 

We’re talking about measure 232 building to 238. 

 

MC: 

238, which is a very, very noble return of the Reagan Theme with full instrumentation. 

 

LE: 

Mm-hmm [affirmative], and, I think, nice major chords, here. Parallel major chords. 

 

MC: 

Mm-hmm [affirmative].  

 

LE: 

For the most part. 

 

MC: 

Then, a very tragic element returns with a minor mode. The music subsides... 

 

LE: 

You’re talking about 247? 

 

MC: 

Mm-hmm [affirmative]. Yep. The music becomes more reflective. He’s talking about young 

people here, how idealism must be a part of their life. 

 

LE: 

Yeah, this is measure 254. 

 

MC: 

Mm-hmm [affirmative]. Absolutely. Talking about heroism. “Divine guidance.” Again, he was 

religious but didn’t wear it on his sleeve. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 
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We must “march boldly and bravely into a future limited only by our capacity to dream. Never, 

never lose your God-given optimism.” So powerful, so important. 

 

MC: 

Here’s the John Winthrop Theme brought back one more time. 

 

LE: 

That’s at measure 272. 

 

MC: 

Correct. If there is a dynamic climax in this piece, it’s here. I use three Fs so sparingly, and I 

never like to have the full ensemble play three Fs. I usually go for low brass. 

 

LE: 

So, that’s a pick-up to measure 280. 

 

MC: 

Yes. That’s really the dynamic climax of the work. 

 

LE: 

Is there another or different kind of an emotional climax, as well? 

 

MC: 

Yeah, let’s try to find it. I think, probably, the very ending. But that’s definitely the dynamic 

climax of the piece.  

 

MC: 

Here, this is a very important moment in the piece. 

 

LE: 

Measure 285. 

 

MC: 

This is from his—and I saw the letter with my own eyes—in his own hand, letter to the American 

people dated November 5, 1994...  

 

LE: 

Oh, yeah. 

 

MC: 

... where he was very, totally open and honest about being diagnosed with Alzheimer’s disease. 

So the harmony becomes very blurred here, intentionally. Very Ives-ian [referring to Charles 

Ives]. Just polylayered. 

 

LE: 

Yeah. 

 

MC: 
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Mm-hmm [affirmative]. 

 

LE: 

And then they- 

 

MC: 

Good for you. 

 

LE: 

An obligatory polytonal section, here, at 291. 

 

MC: 

Right. 

 

LE: 

Let me ask you a question. 

 

MC: 

Sure. 

 

LE: 

Do you want this to be: [Snapping in tempo] One, two, three… 

 

LE & MC sing together: 

Da-da da da-da da.  

 

MC: 

Right. 

 

LE: 

Okay. I just wanted to... I was pretty that’s what you wanted. 

 

MC: 

Absolutely right. 

 

LE: 

I just wanted to make sure that I was understanding that correctly. That’s measure 295. 

 

MC: 

Exactly right. 

 

LE: 

Okay. 

 

MC: 

Yep. I would say, in many ways, this is probably the emotional climax of the piece. 

 

LE: 
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Measure 305. 

 

MC: 

The emotional climaxes of my... tend to be very, very soft and very, very beautiful. 

 

LE: 

Again, that’s measure 305. 

 

MC: 

Yep. Again, some religious references here. 

 

LE: 

“When the lord calls me home.” 

 

MC: 

Mm-hmm [affirmative]. All instrumental here, starting with 312. Builds, builds, builds again. 

Some people might think of this as being the climax, and it is a climax, dynamically [m. 320]. But 

again, two Fs. That other one, I think, is more important. Again, this is a concluding section. I 

think, very aptly stated; “I now begin the journey that will lead me into the sunset of my life.” His 

words. That wasn’t a speechwriter, because I saw it. 

 

LE: 

Sure. Mm-hmm [affirmative]. 

 

MC: 

So much of this was extemporaneous. He just wrote it. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

D-flat is one of my favorite keys. I think it’s so rich. 

 

LE: 

I think I knew that. 

 

MC: 

Hindemith felt the same way. 

 

LE: 

Yeah?  Totally off-topic, but that just reminded me of the time when my brother and I were both 

in high school at the same time… My brother had very perfect pitch. 

 

MC: 

I remember you saying that. 

 

LE: 

He went up to my high school band director one day after rehearsal and said, “Did you know that 
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your favorite key to sing in is in D-flat, no matter what piece we’re working on?”  

 

MC: 

Is that right? 

 

LE: 

Yeah. 

 

MC: 

How about that. Interesting. 

 

LE: 

Yeah. Anyway, just made me think of that. 

 

MC: 

I think one of the greatest compliments anyone ever gave to me was done by you. To me, Lincoln 

Portrait is the granddaddy of them all. So influential with American composers who want to use a 

patriotic text or a patriotic theme without going overboard with it. Without it being Hollywood, 

without it being cheap. That’s where the Copland piece, I think... it’s so eloquent. But for you to 

say that you liked aspects of The Shining City more than Mr. Copland’s music, that’s a great 

compliment. 

 

LE: 

Well, you’re welcome, and I do feel that way. I love Copland’s music. Lincoln Portrait is not one 

of my favorites of his. I think that it’s not PACED as well as The Shining City. I think that The 

Shining City, between the text and the music—it’s hard to get that so that it feels just right—and I 

think that you accomplished that in a much better way than Copland did. Of course I love 

Copland, but anyway. 

 

MC: 

That’s very kind. 

 

LE: 

That’s where it came in for me. It’s the pacing of it. 

 

MC: 

Mm-hmm [affirmative]. I think I understand what you’re saying. In all fairness to Mr. Copland, 

he probably had a very full plate. He didn’t have a teaching position to, quote, “Fall back on,” 

unquote. He was writing lots of music, and he probably didn’t take as much time with Lincoln 

Portrait as he did with Appalachian Spring, or with his third symphony, or with some of his other 

pieces, but it’s still a very important work. 

 

LE: 

Absolutely. I agree with that. All right. So, I’m going to stop this and do different recordings for 

the different pieces. Different files, okay? 

 

MC: 

Sure. 
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LE: 

All right. 

 

MC: 

My lunch. 

 

LE: 

What do you want to talk about next? 

 

MC: 

Probably the Paynter piece. 

 

LE: 

Okay. 
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Symphonic Prelude: February 17, 2019 

 

LE: 

Okay, so now we’re going to talk about Symphonic Prelude. 

 

MC: 

I think the first thing I have to say about Symphonic Prelude, Lisa ... subtitled The Cemetery at 

Colleville-sur-Mer ... the first thing I should say is to talk about the origins of this piece, and I 

may have told you this story previously. My dear friend, someone I really respect in our 

profession, Mallory Thompson. Went to school with Mallory at Northwestern, and she is I think 

she’s been at the helm for almost 20 years at Northwestern, and is doing great things. Very 

talented lady. She also serves as the Artistic Director and Conductor the North Shore Concert 

Band. For the 50th anniversary of the North Shore Concert Band, she decided she wanted to 

commission four composers to write fanfares to commemorate the 50th anniversary of the North 

Shore Band. I was fortunate enough to be one of those four composers ... so Mark Camphouse, 

Frank Ticheli, Johan de Meij, and Alfred Reed. Pretty good quartet of solid composers.  

 

MC: 

Well, I had just written a fanfare the summer before for the Wheaton Municipal Band ... it’s in 

suburban Chicago ... and I got a call from Frank Ticheli, and he said, “Mark, congratulations, 

Mallory Thompson has asked you to write a fanfare. She’s also asked me to write one.” And he 

said, “How’s it going?” And I said, “Well, Frank, I’m kind of all fanfared out. I wrote this fanfare 

last summer, and it’s just not coming to me.” And he said, “Same thing with me.” He said, “What 

I have is a piece, I think I’m going to call it Nitro and subtitle it the Anti-Fanfare.” Nitro is not a 

fanfare, it’s a striking really good piece, like virtually everything Frank writes. But I said, “Frank, 

I’m in the same boat.”  

 

MC: 

I just got back from Normandy, and I was so moved going through the American cemetery. It 

wasn’t my intention to write a piece about Normandy and the American cemetery there. But like 

Yosemite, it’s the kind of place where you visit it, you cannot ... as a composer, when you deal 

with sound like we do, you can’t help but be moved and influenced by what you see. And how 

can I capture the essence of those endless white crosses and Stars of David, this gorgeous green 

lawn ... that day the sky was so blue ... and then the English Channel ... the cliff you’re standing 

on overlooking the English Channel is just ... and some of the sculptures commemorating what 

our men did that day. So I wrote this piece. And frankly, Dr. Thompson got a lot more for her 

money with this piece, which is a much deeper, longer piece than a quickie fanfare. And Frank’s 

Nitro has a lot more stuff in it than a typical fanfare. So poor Mallory. Mallory didn’t get a 

fanfare out of Camphouse, she didn’t get a fanfare out of Ticheli, she didn’t get a fanfare out of 

Alfred Reed because he passed away that summer. The only fanfare she got was from Johan de 

Meij. [Whispers: She didn’t like it.] So that has to be factored into the equation here when talking 

about this piece. So two of us failed, one passed away, and the other did come up with a fanfare 

that was, apparently, not very well received, so anyway. 

 

LE: 

All right, well- 

 

MC: 
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Well, why, are you going to play the harmonic game again? What- 

 

LE: 

Well, I don’t know. We’ll see, but probably not ’cause I’m starting to kind of understand it a little 

bit better where you’re coming from- 

 

MC: 

I’m going to play the game of just sound, sonically. What instrument conjures ... walking on the 

beach, it’s a very, in fact, James Barnes has a piece called “Lonely Beach” that is a very graphic 

portrayal of the Allied Invasion on June 6th, 1944. That’s what Jim wanted to do, he wanted to 

try to replicate German machine gunners with snare drums and explosions and all of that. And it 

works for Jim, and Jim is that kind of composer. A very fine composer. I wanted to take a 

different approach and do something that was more noble. That was deeper. That didn’t talk 

about blood and guts and gore and all of that. But just looking at the cemetery ... the beauty of the 

cemetery ... walking on the beach ... how lonely that beach looked. And sure, I was thinking 

about what it must have been like that day with the chaos and the horror and the gore and all of 

that. But what instrument would equal loneliness of walking on that beach? The English horn. So 

what’s good English horn register? I think that had ... again, I deal with sound. I don’t deal with 

these goddamn roman numerals. 

 

LE: 

I didn’t write roman numerals, I wrote notes. 

 

MC: 

Good, but sometimes you do. 

 

LE: 

Well, I do when it fits. 

 

MC: 

And we have to sometimes. 

 

LE: 

If it fits. 

 

MC: 

We have to. But these roman numerals, it’s like we’ve got to get beyond that. We’ve got to 

understand their significance at one point in music history. That was reality. And a lot of 

composers thought that way. And it’s very important that we teach that, but it’s the extent to 

which we teach it that, that I think is way, way too heavy. So I wasn’t thinking harmony here, I 

was thinking- 

 

LE: 

Melody? 

 

MC: 

I was thinking timbre, I was thinking loneliness. Adagio e dolente. Slow and sad ... lonely. And 

English horn is the answer. That’s ... it had to be for English horn. 
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LE: 

You are in a key here, though. 

 

MC: 

Yeah, but I wasn’t consciously thinking about it. 

 

LE: 

Okay. 

 

MC: 

I was just thinking the register of English. I knew I wanted to be using English horn, if you ever 

hear ... Who publishes this? This is Kjos? Yeah, I suppose it’s a good idea to have it cued, but it 

wasn’t my idea, but- 

 

LE: 

If you want public schools to play it though, sometimes you have to- 

 

MC: 

Right. I get that. 

 

LE: 

Yeah. 

 

MC: 

I get that. But it just doesn’t send the right signal. It doesn’t convey the right timbre. 

 

LE: 

Right. When I was looking at this last week, I was thinking, okay, I understand why he cued it in 

the alto saxophone, but I- 

 

MC: 

I didn’t. I didn’t- 

 

LE: 

Ooooh, okay. 

 

MC: 

It was suggested to me- 

 

LE: 

So the publisher did this- 

 

MC: 

It was suggested to me by the publisher. 

 

LE: 

Okay. But I was like, okay, I understand, but I sort of don’t understand because ... yeah, okay, for 

the same reason. 
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MC: 

So it begins what on an F concert? And then that B-flat would be ... I mean, I would rather hear a 

bassoon rather than alto sax. 

 

LE: 

Sure. 

 

MC: 

But getting up to that high B-flat gets prohibitive ... for a bassoon. 

 

LE: 

For high school, a little bit. 

 

MC: 

Yeah, yeah, so surf, bass drum again. 

 

LE: 

Aw, in measure four. 

 

MC: 

Yeah, surf, yeah. 

 

LE: 

And same thing with the cymbal in measure nine and ten? 

 

MC: 

I don’t think that’s so much vivid programmatic ... I just wanted a little connector to get into 

where the flute comes in.  

 

LE: 

Okay.  

 

MC: 

So ... yeah ... it’s what I call an orchestrational connection. From one solo to the next. And the 

orchestration at 11, again, has to be very lean and very transparent, because one flute player in not 

so high register. So one ... two horns, minimal percussion ... and this is still cued ... yeah ... so 

yeah, that works. Saxes are cued. So one flute, two horns… 

 

LE: 

Well, I think saxes come in here… one sax comes in here [m. 12] on a B-flat pedal. 

 

MC: 

Yes. That’s correct. That’s correct. 

 

LE: 

And I call this ... the main theme and main motive here. At 11. 

 

MC: 
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Yeah. 

 

LE: 

Alright. Would you just continue- 

 

MC: 

Yes. 

 

LE: 

to talk through? 

 

MC: 

What I was thinking as I was standing on the cliffs overlooking the English Channel there, very, 

very vividly. What would the look of a German be, looking at 5,000 ships all coming his way? 

And that’s what I have here. 

 

LE: 

In 19? 

 

MC: 

Yeah, Bababada bum [sings the music at 19], Bababada bum, just maybe distant artillery here. 

 

LE: 

Yeah. 

 

MC: 

So this is about as programmatic as I get in this piece, but, yeah, this is sort of ... I can see ... I get 

a chill just thinking about it. 5,000 ships. The largest armada ever assembled in the history of 

mankind ... all coming at you signaling, lights flashing, maybe a distant artillery. 

 

LE: 

And is that why it’s not big and huge because it’s just so overwhelming- 

 

MC: 

But they’re- 

 

LE: 

they’re off in the distance, too? 

 

MC: 

You can just see these dots- 

 

LE: 

And there’s nothing you can do- 

 

MC: 

and some of those dots are like huge battleships. Some of them are smaller destroyers, but yeah ... 

so, they’re still in the distance. 
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LE: 

I call this the B section [m. 19]. I don’t know what you think of that. 

 

MC: 

I would ... again, I’ve never done a structural analysis of this piece. To me, this is still ... the story 

is still unfolding here, I think a bolder line in the sand here would be 32 ... with this fanfare like 

section. Or could this be… introduction [beg.] , A [m. 11], ... A prime [m. 19]- 

 

LE: 

It’s different, though- 

 

MC: 

Yeah. It is. So introduction, A idea, B idea, C idea. And then maybe is the allegro the middle 

section [the section that starts at m. 40]? 

 

LE: 

I have a question, though. What you called C idea [m. 50] is same as the A idea.  

 

MC: 

It’s varied.  

 

LE: 

Yeah. Okay.  

 

MC: 

Yeah it’s varied big time. 

 

LE: 

Okay.  

 

MC: 

Yeah. 

 

LE: 

And then what did you call 50? 

 

[For a summary of what MC came up with for the formal structure of this piece, please see LE’s 

analysis chart for this piece.] 

 

MC: 

Let’s go back to 32 again. I remember there is a bronze statue of a young man. It’s a big statue. 

But it’s a young man carrying a rifle, and it’s called ... what was it called, American Youth Rising 

from the Ocean. This warrior. But it’s a bronze sculpture. It’s so dignified. It’s so beautiful. And 

so heroic. That’s what I was after there.  

 

LE: 

At the cemetery- 
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MC: 

Yes. Yes. American Youth Rising. That’s what it was called. American Youth Rising and it was a 

bronze sculpture- 

 

LE: 

And that’s what you were thinking at 32?  

 

MC: 

Yep. Yep. Mm-hmm [affirmative]. So I think this is subject to debate. 

 

LE: 

Well I have a question. How would MC describe form here? So ... 

 

MC: 

Maybe this is B because there’s not one forte- 

 

LE: 

Until then.  

 

MC: 

Until then [m. 32]. In fact, yeah I mean everything is really understated. So 32 is a big red line 

structurally there. I’m not quite sure what the heck it is. 

 

LE: 

Okay.  

 

MC: 

Yeah so I think 32 ... and this [m. 40] is an extension of that heroic- 

 

LE: 

I have that as being part of it. Yeah- 

 

MC: 

Yeah. 

 

LE: 

I have it changing at 50 into being something a little different.  

 

MC: 

Where is that? Yeah this chord here [m. 52] ... is it F-flat major? The way that Beethoven’s 5th 

Symphony starts is…it’s what Winston Churchill did. It became a V for victory and the allies 

used Beethoven’s opening to the 5th Symphony as this sort of propaganda. I think that’s what I 

was quoting here very very ... [sings the short-short-short-long motive from Beethoven] That idea 

here [m. 52, last three sixteenth notes going into the next measure].  

 

LE: 

Huh. In measure 52. 
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MC: 

Correct. So I think 32 is a new section. 

 

LE: 

Okay. 

 

MC: 

Because of the orchestration and because of the dynamic level- 

 

LE: 

It’s different- 

 

MC: 

The character of the music changes radically there. I see the vigoroso at 40… I think that’s as fast 

as this music gets. I think this is still part of it. Although it begins to subside a little bit. You’ve 

got fortissimo here down to forte [a few measures before 59]. So it’s subsiding. The English horn 

solo returns here [m. 58]. But ... what are we gonna call this? I think ... A [beg.], B [m. 32] ... C 

[m. 76]. 

 

LE: 

C at 76? 

 

MC: 

Mm-hmm [affirmative]. Yep. So it’s three part, but A never really comes back, does it? 

 

LE: 

I thought it did a little bit, but that’s why I wanted to ask you.  

 

MC: 

Mm-hmm [affirmative]. I mean it comes back here. But I think strategically the overall music ... 

the music overall- 

 

LE: 

It’s not completely going back. 

 

MC: 

No.  

 

LE: 

I want to ask you about these two measures right here, ’cause this sound is very Copland to me 

[mm. 68-69]. It’s kind of like this little interjection there.  

 

MC: 

Excuse me. I think C starts here [m. 70]. 

 

LE: 

At 70. 
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MC: 

At 70. 

 

LE: 

Yeah yeah. That makes sense. 

 

MC: 

Not 76. 

 

LE: 

Got it. 

 

MC: 

One thing I do do that’s mathematical. I always like to see proportionality, how long is A? How 

long is B? So let’s do that. 

 

LE: 

I’ve got measure numbers here. Let’s see. We start A at the very beginning- 

 

MC: 

Mm-hmm [affirmative] 

 

LE: 

And it goes- 

 

MC: 

31. 

 

LE: 

31. And then B is 32 to 49 ... No to 69 now. 32 to 69. 

 

MC: 

Yep. How does that ... how’s the proportion? How many measures is that? 

 

LE: 

So that’s 37.  

 

MC: 

Pretty close to 31.  

 

LE: 

Pretty close. 

 

MC: 

That’s what I’m after. So that one is not hugely more. 

 

LE: 

And then 70 to 105 is pretty proportionate again- 
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MC: 

Yeah. 

 

LE: 

35. 

 

MC: 

So I think it’s strategically there. so the three major chunks of the music are of equal importance 

in terms of their duration. In terms of number of measures. And since there’s not a radical tempo 

change… That’s the way I think more so ... I don’t think nitty gritty as much as I do strategic, in 

terms of proportion.  

 

LE: 

Okay.  

 

MC: 

The weakest thing about this piece ... if I had to do it all over again. I think this is a very effective 

climax, here. At 95. Very important point of arrival. And I stay with E-flat all the way to the end. 

Amazing. 

 

LE: 

I liked that. It fit in my box.  

 

MC: 

I think the ending is a little too abrupt. I think I should have stretched it out just a tiny bit more. 

Maybe ... two or three more bars. I think it’s just a bit abrupt.  

 

LE: 

As a listener I never thought that. 

 

MC: 

I mean it works fine, but I think it would be more effective ... ’cause you’ve got the climax here 

for one, two, three, four bars [I think he’s talking about mm. 95-98 here] ... and then it begins to 

subside. I think I could have stretched it just a little bit more. I wasn’t under the gun. It must be 

six minutes ... what’s the duration of this piece? Six, yeah. So yeah. It’s a prelude. I didn’t want 

this prelude to be real long. Again, I was supposed to write a fanfare, which is short. Or relatively 

short. I think it could be strengthened by winding it down over a bit of a longer period of time. 

Maybe two or three additional bars. Not much. But I think it’s a little abrupt.  

 

LE: 

I pointed out in my analysis on here ... that I’ll probably mention in the dissertation ... is this 

descending perfect fifth motive. That happens throughout the entire piece.  

 

MC: 

Yeah which of course is related to that- 

 

LE: 

It’s in all of it.  
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MC: 

Obviously this spot here ... I’m usually pretty careful not to blatantly double the saxes with the 

horns- 

 

LE: 

This is at 76.  

 

MC: 

Yeah. The horns should be the dominant sound. The alto sax simply supports the horns here. 

Because last time I checked, I don’t regard the saxophones as having a noble quality. A very 

important quality. A wonderful quality. But ... they ain’t the horns.  

 

LE: 

Okay. Cool. Let’s see ...with that perfect fifth motive ... was it purposeful ... did you use that 

interval for a specific reason with this piece ... or- 

 

MC: 

I don’t think so- 

 

LE: 

Just what came to you.  

 

MC: 

I have a preference for lighter intervals. Fifths. Sixths. 

 

LE: 

I have a ... let me ask you about this. 

 

MC: 

Please.  

 

LE: 

Now this is not ... this is for me, as a conductor. This means that you ... this is all just pedaled 

over ... all of these are held from here because the pedals down here [I was asking about the 

vibraphone part from mm. 27-29]. Is that right? 

 

MC: 

Yeah it’s supposed to all, eventually, blur together. I do my percussion writing differently now. I 

use ... well there’s ped- 

 

LE: 

Yeah. 

 

MC: 

I like to use a line extending, rather than just pedal here and then lift mark there. Pedal. Lift. 

Pedal. Lift. I just want a blur of harmony there. Yes. 

 

LE: 
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Cool.  

 

MC: 

Was that what you were saying is very Copland like? 

 

LE: 

No. Here. These two bars [mm. 68-69]. 

 

MC: 

I think what is very Copland-like to me ... maybe shades of “Quiet City,” a work for strings, 

English horn and trumpet. You’ve got the trumpets here ... [sings the English horn part starting 

with the pick-up to m. 65] trumpet going to English horn. I think I had “Quiet City” on my mind a 

little bit there. But this isn’t ... it’s rather Copland-esque but not that particular work I had in mind 

there. It’s just a lyrical moment that I think sounds very American, which might have led you to 

think it sounds like Copland. Yosemite certainly has more Copland-esque traits than this. I’m not 

sure what this is. I think this is more me than the influence of Mr. Copland. But that influence of 

Mr. Copland is almost always in my music somewhere.  

 

LE: 

Mm-hmm [affirmative]. I have one more question. At 50 you wrote ... I had a couple more 

questions. At 50 you said a tempo, but we never have [tempo marking of] 88 beforehand.  

 

MC: 

What’s the preceding ... okay a hundred. I think, probably, it’s because of the rallentando that we 

said a tempo. We should have said a tempo, parenthesis, meno mosso. I see what you mean. That 

is rather ambiguous. It’s almost contradictory- 

 

LE: 

Yes just as a conductor, I noticed that. 

 

MC: 

I think a tempo ... it should have said maybe quasi a tempo. But the rallentando to make sure the 

conductor, slows this down, and then- 

 

LE: 

So you want this. [LE accidentally bumped into MC] Oh I’m so sorry- 

 

MC: 

Not a problem. 

 

LE: 

You want this slower than 88. And then faster? You want the rallentando to go down slower than 

88? Is that what you mean? 

 

MC: 

Let’s see [turns on metronome]. First of all, if I had to do this over again, I would have bumped it 

up to 112. 
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LE: 

At 50? 

 

MC: 

Maybe even 116. At the allegro. Is it marked allegro? 

 

LE: 

Are you talking about before that? 

 

MC: 

Before it. Vigoroso.  

 

LE: 

Ah. Okay. Vigoroso at 40. 

 

MC: 

I think 100 is too slow. I think 116, almost 120. And then 88 [MC sings m. 50 with the 

metronome clicking at 88]. ... Yeah, it’s ambiguous. So the rallentando is pretty ... if I had 116 to 

the allegro. Rallentando- 

 

LE: 

to 88-ish. 

 

MC: 

Yeah. But it’s the a tempo ... it’s ambiguous. It’s confusing.  

 

LE: 

Yeah it is a little bit. I just wanted to ask you about that. 

 

MC: 

Yeah- 

 

LE: 

Okay.  

 

MC: 

Good point. I would probably modify that. 

 

LE: 

Okay. And then ... last question for this piece. I have at measure 84. Were you wanting to hear the 

melody more or the counter melody more?  

 

MC: 

Ah, that’s a great question, Lisa. Well, the dynamics kind of tell the story, don’t they? 

 

LE: 

Well as a conductor, maybe. Although this is thicker [melody in upper voices].  
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MC: 

This is the melody [upper voices].  

 

LE: 

Mm-hmm [affirmative]- 

 

MC: 

Which is a continuation of this melody [section at 76]. It goes to the upper woodwinds. I think 

there’s a reason I marked that forte [counter melody in horns and supported by 2 trumpet 

players]. 

 

LE: 

The counter melody? 

 

MC: 

Yeah. If it’s one thing I hate, it is blatant repetition.  

 

LE: 

Mm-hmm [affirmative]- 

 

MC: 

The theme had to repeat itself. Ok, it’s ... excuse my arrogance ... it’s too good not to. I’m very 

very ... proud of that. This is an important moment for me- 

 

LE: 

If you do that. Here even at 84, it’s rhythmically varied a little bit [referring the melody].  

 

MC: 

Of course. Of course. 

 

LE: 

So you always do that.  

 

MC: 

I try. I try ... because it was so firmly ingrained by my composition teachers and looking how 

great composers ... it’s very seldom, blatant strict repetition. I was always told to vary it. Even a 

little bit. What I’m after here ... here we go again. Forte on the chimes [m. 84]. I want these little 

bursts of color and reinforcing the harmony there. So I think horns and percussion are more 

important than the woodwinds that actually have the real theme. So counter melody supersedes in 

importance the melody. 

 

LE: 

Cool. 

 

MC: 

Yep. And the proof of that is the dynamics, described by the composer there. I think I was very 

intentional. Very precise. Very specific.  
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LE: 

Okay. Alright. Thank you. 

 

MC: 

You bet. Good questions young lady. 
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Symphony from Ivy Green: July 27, 2019 

 

LE: 

Okay, so we’re going to talk about Symphony from Ivy Green with Professor Camphouse and it’s 

July 27th.  

 

MC: 

This was to have been the work that Mr. Paynter was going to conduct on his retirement concert. 

He didn’t live long enough. So, I’m even kind of sketchy on this now. Originally, the Paynter 

family put up the commission money for this, and then it got dropped after he died and then the 

Northwestern School of Music actually came up with the money again. And I found this piece ... 

Libby is convinced it’s my best piece. She also thinks I should do an orchestral version of it.  

 

LE: 

We’ve had that conversation, yeah.  

 

MC: 

Yeah. But- 

 

LE: 

Like a chamber orchestra a little bit, I think, is what she ...  

 

MC: 

Like a Barber Knoxville size orchestra [referring to Samuel Barber’s piece with soprano soloist, 

Knoxville: Summer of 1915].  

 

MC: 

When people heard this, the first couple performances, who know us, they said “Mark, did you 

have a fight with Libby that day?” because the soprano part is so difficult. Not only in terms of 

register extremes but just intervallic leaps all over the place. You’ve got to come out of nowhere 

and just get the right pitch. And I was so proud of Libby, she sang the premiere from memory. 

 

LE: 

Oh, from memory?! 

 

MC: 

With Mallory and the Northwestern wind ensemble. That was on May 30, 1999, and then they 

took it up to Interlochen and did a concert up there with it. I’ll never forget David Maslanka’s 

son, Matt, was a high school kid at that point playing euphonium in the band up at Interlochen. 

And he came up to me, introduced himself, and said, “You know, Mr. Camphouse, I wish my dad 

could write euphonium parts as well as you do.” And I’m going, “I think your dad writes just fine 

euphonium parts, son.” That was funny. But anyway- 

 

LE: 

From memory, that’s impressive. 

 

MC: 

Yeah, yeah. She worked so hard. She worked so hard. 
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LE: 

What a great tribute to you, too, though that she did that. 

 

MC: 

Mm-hmm [affirmative]. I started sketching this piece and composing it… I remember doing a 

sketch and then doing a short piano score on all of the movements summer of ‘98. And out of the 

blue came this call from New World School for the Arts in Miami, they needed an acting dean, 

quick. And my old dean at Radford, which actually provost down there wanted me to come up 

and I said, “Well, it’s awfully late but this would be great experience.” I mean, the bump in pay 

was phenomenal. So, I decided to do it. 

 

MC: 

And it ended up being, and I don’t exaggerate, the year from hell because the institution, New 

World School of the Arts was in shambles. I did not get along well with Miami… the climate, a 

lot of the people. And I had this 26 minute symphony to orchestrate. So, I found myself getting 

up at 2:30 or 3:00 o’clock in the morning and going down to my office—which was in downtown 

Miami—and I would be a composer from about 5:00 am to 9:00 or 10:00 and then be a dean from 

10:00 in the morning until 6:00 o’clock, sometimes staying for concerts at night. It was just ... it 

was brutal. But I somehow managed to finish it and I remember… I think Mallory got the parts 

April 25th and they premiered it May something. It was a really tight fit. But I do call it the year 

from hell, but it, without question, was the most liberating creative experience I’ve had as a 

composer all of these years. I think I’ve got 32 pieces published now and there’ll be more on the 

way. But it was because of the text. Because of the genius that was Helen Keller. Working with 

her words I almost felt arrogant. Like who am I, as a mere mortal, to take these words and to 

think that I can set them appropriately? I did my best and I just really connected with who she 

was, what she overcame.  

 

MC: 

One of the last conversations ... probably the very last conversation I had with Mr. Paynter over 

the phone…he said, “Mark, I’m pleased to announce we’re going to give you x amount of dollars. 

We want you to write a piece for my retirement.” And he said, “Do you have any idea what you 

might want to do?” And I said, “Well, Mr. Paynter I’ve always a been a big fan, or just celebrate 

all that Helen Keller was and what she overcame.” And he started sobbing on the phone. He said, 

“Mark, you know what women mean to me. Particularly disadvantaged women either through 

abuse or to think of what she overcame.” And he was really happy that I decided to do that. Very 

emotional about it. So, that meant a lot. 

 

LE: 

Yeah. And you always had Libby in mind? 

 

MC: 

Sure. 

 

LE: 

This was dedicated to her, right? 

 

MC: 

Yep. She always ... when she was teaching voice and singing professionally, sure she would do 
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oratorios and operatic excerpts, but she really specialized in American arts. Bernstein, Barber, 

Rorem, Copland, Dominick Argento, you name it.  

 

MC: 

But yeah, this was written for her.  

 

LE: 

Cool.  

 

MC: 

Another thing that I should say, when I wrote the piece honoring Rosa Parks, I didn’t have the 

advantage of meeting her before writing it. I met her after.  

 

MC: 

When I wrote the symphony honoring Douglas MacArthur I never met him. He died in 1980, no, 

1964, but I did meet his wife.  

 

MC: 

So, I did meet Ronald Reagan once at the Pentagon. Never met Helen Keller, but I got the next 

best thing. My wife’s late mother, Lodean, lived in Sheffield, Alabama, which is ... there’s a 

quad-cities area up there of Sheffield, Muscle Shoals, something else and Tuscumbia, which is 

where Ivy Green is. So, Lodean knew Hellen Keller’s grandniece. And through her grandniece, I 

got to go into the Helen Keller house after hours and just go through her stuff…clothing, papers, 

her furniture, to really get close to the subject. I got to go into the backyard and touch the well, 

where she spoke that water, first word. I got to sit in the pew where she worshiped every Sunday. 

So, that’s the fun side of research. Research, so often, seems to be drudgery, but when it has that 

creative historic significance to it, when you can actually touch the stuff ... And I had that 

advantage of doing my homework on her life and what she was like, had a chance to talk to other 

people who remembered her. So, that was very, very significant of trying to wrap myself around 

who she was, you know? 

 

MC: 

The most difficult thing about this piece was not actually composing it, the most difficult thing 

was, where do I draw the line? Reading her books… if I used single spaced text I would probably 

have 20 pages of things that I wanted to set, but the duration would have been Wagnerian and 

ain’t no way I’m going there. So, it was agonizing to cut all of these great pages of her words, but 

hopefully I whittled it down to the best. 

 

LE: 

I imagine that you had the same difficulty when choosing the text for the Reagan piece. 

 

MC: 

Even more so with this. Even more so with Helen Keller because she ... I think she had a greater 

mind than Ronald Reagan, I think she ... her writing was so beautiful. 

 

LE: 

You know how in To Build a Fire, or the inspiration for you to write To Build a Fire was because 

as a young lad you read the story, and- 
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MC: 

As a middle school student, yeah. 

 

LE: 

Is there something ... how were you inspired by ... how did you get to know- 

 

MC: 

Helen Keller? 

 

LE: 

Helen Keller’s story? 

 

MC: 

We learned about these types of things when we were in school. I’m not convinced that kids are 

today. 

 

LE: 

I did a little bit, but not very much about her life. 

 

MC: 

I always knew who Rosa Parks was and how brave and courageous she was. One of the bad 

things about Helen Keller, you know she’s ... her remains are in National Cathedral [Washington 

D.C.] with Ann Sullivan, her teacher. One of the disappointing things about Helen Keller is she 

died the same day Robert Kennedy was assassinated. So, the obituary, everything, there was no- 

 

LE: 

It was buried. 

 

MC: 

No front page story on the passing of this great American humanist, Helen Keller. It was buried 

because of the tragedy with Senator Kennedy. So, yeah. I don’t think we teach history; I don’t 

think we teach greatness to the extent we should. She was an amazing person, so strong, so pure, 

and so beautiful in her own way. So heroic, and so American. So, the first movement 

intentionally does not utilize- 

 

LE: 

Voice. 

 

MC: 

Voice. It purely sets the stage dramatically for what’s to come. And this theme, very, very much 

in the style of Samuel Barber. 

 

LE: 

The very beginning? 

 

MC: 

Yep. And how does it end? [Simliarly.] Yeah, yeah. The real challenge of this piece, after you 

make these agonizing decisions over what text do I use, what text can’t I use? The next thing was 
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Mark, you’ve got ... less is more. The orchestration had to be transparent. So, I really behaved 

myself there. 

 

LE: 

You have to or you’re not going to hear the voice, too. 

 

MC: 

Right. As a matter of fact, I went so far as to say the exact number of players I wanted covered. 

Yeah, I don’t think I’ve ever done that on another piece. And I called this wind orchestra, as 

opposed to symphonic band or wind ensemble. That was, I think, the first and only time I’ve done 

that. So, that’s significant. Yep. Yeah, it was commissioned by The John P. Paynter Foundation 

then, and Northwestern came up with additional monies. What a mind. But I think the words 

really speak for themselves. And here again, this noble horn solo. It’s kind of one of my 

fingerprints, you know? 

 

LE: 

Measure 9. 

 

MC: 

Yep. Yeah, and that gets up there, too.  

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

Here’s the ... I think it’s a little foreshadowing of the third movement: Hold out your hands. 

 

LE: 

Measure 26. 

 

MC: 

Mm-hmm [affirmative]. More than a foreshadowing actually. So, we’ve got that opening, very 

American, wide interval leaps theme at the beginning. Foreshadowing to the third movement 

there in 26 as you say. And imagine if you were ... She wasn’t born deaf, she wasn’t blind, and 

she contracted rheumatic fever or something, I forget the disease, when she was one, one and a 

half, something like that. And if you… think about how you would feel if you lost your sight and 

hearing- 

 

LE: 

I can’t. 

 

MC: 

I know, I know. Neither can I. This summer one of the composers was deaf [referring to his 

National Band Association Mentor Project program]. A real triumph to the human spirit, and 

that’s what we’re looking at here with this lady. But surely, when we think of Helen Keller, we 

think of this woman who exuded positivity, who was so idealistic. But I’m sure she had days 

where she just hated the world as to how she was wronged, but I never heard her or read anything 

of resentment in her writings to God. But here, this is pretty dark here. It’s brooding. 
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LE: 

In measure 30. 

 

MC: 

This gets very harmonically unsettled here at 36. But yes, starting at 30 it’s a dark, it’s minor, the 

orchestration is low, all very carefully calculated in terms of the orchestration. 

 

LE: 

And you were specifically thinking about what she must have felt about ... 

 

MC: 

Yeah, yeah. 

 

LE: 

Yeah, absolutely.  

 

MC: 

You know, in this piece, I think I remember making a conscious effort when the word “God” is 

used by Miss Keller, I don’t think it was ever a triumphal, joyful, major triad. It was usually 

bitonal because I think God kind of screwed up on this one, you know? If I can say that. You 

know what I’m saying though.  

 

LE: 

Oh, I do. 

 

MC:  

I was pretty careful in terms of how I used that very important word, but I didn’t put a warm 

fuzzy major on it because it seemed like there was just something wrong there, an injustice of 

some kind. 

 

LE: 

Absolutely. I totally understand what you’re saying. Not to go off too much, we don’t have to talk 

about this, but that’s how I always felt about my father dying in a car accident. 

 

MC: 

I didn’t know that. 

 

LE: 

Yeah. Things don’t always happen for a reason. That wasn’t supposed to happen. That’s how I 

feel about it. Was that something that God planned, absolutely not. That’s human error. So, that 

just made me think of that when you said that. 

 

MC: 

So yeah, it just sets the stage for what’s to come.  

 

LE: 

And so, in contrast, the beginning and like at 44 when it’s similar to the beginning, it’s just this 

kind of transparent ... beauty? Is that what you were going for there…? 
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MC: 

Innocence. 

 

LE: 

Innocence, okay. 

 

MC: 

Yeah. And harmonically this is ... I don’t think it’s 12 tone but it’s pretty close. It’s very, very 

harsh harmonically. 

 

LE: 

Mm-hmm [affirmative]. Well, there’s ... yeah. Oh, here. Yeah. 

 

MC: 

Mm-hmm [affirmative], yeah. 

 

LE: 

It’s leading into 44, before 44. 

 

MC: 

Right. 

 

LE: 

Okay.  

 

MC: 

Yep, this is much more consonant, if you will. 

 

LE: 

The beginning of the second movement? 

 

MC: 

Mm-hmm [affirmative]. And I wanted a certain gentleness to the range of the soprano here to 

where it would not be an operatically intense kind of thing. That comes later. But this is nice and 

gentle. 

 

LE: 

At 62. 

 

MC: 

Yeah. And low reeds playing dolcissimo pianissimo, it works. It works. A little soloistic 

interjections from some instruments. 

 

LE: 

Like the euphonium in measure 64. 

 

MC: 

Mm-hmm [affirmative]. Correct, yeah. Yeah, I really tried to behave myself with the soprano 
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writing, but some of it is just a witch with a capital B. It really is [chuckles]. Yeah, here’s an 

important climax point where the soprano goes up to a high A here. 

 

LE: 

Measure 87. 

 

MC: 

And the instruments really take over here in a very powerful kind of way, expansively. Yeah, I 

mean it’s a long instrumental interlude. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

Yeah. I think sometimes the words, the texture kind of bubbles at times. In terms of… percolates. 

What I’m doing with the low reeds and some trills, and just trying to do as much musical 

alliteration as I possibly can with sound.  

 

LE: 

I’m sure this is right, I don’t think this is necessarily an error, but I have an “Ask Mr. C” note 

here. This is the only G-sharp. It’s quite thick in- 

 

MC: 

And why do you suppose that would be? 

 

LE: 

Because “God.” That’s just what you were talking about there. 

 

MC: 

Yeah. That’s just what I was talking about. 

 

LE: 

Yeah, that’s measure 116. 

 

MC: 

Yeah.  

 

LE: 

Yeah. 

 

MC: 

I’m sure that’s it. Seriously, it was very conscious on my part. 

 

LE: 

Well, and I didn’t think that was an error there, I just wanted to ask you about it. Yeah. 

 

MC: 

Yeah. But that’s why. 
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LE: 

What’s the- 

 

MC: 

And here- 

 

LE: 

Go ahead. 

 

MC: 

No, you go. 

 

LE: 

What’s the ... is there anything more specific about this instrumental interlude starting at 87? 

 

MC: 

It’s already exposed material. It’s just expanded a little bit in terms of length. 

 

LE: 

Mm-hmm [affirmative]. And so, you just wanted to ... is this supposed to be depictive of how it’s 

good to be alive from the text or ... ? 

 

MC: 

Mm-hmm [affirmative]. I think so. I think so. Yeah, it’s pretty- 

 

LE: 

It’s celebrating the- 

 

MC: 

Uh huh, uh huh. Yeah. I’m also, as I’m looking at the orchestration, as I’m looking at the tutti 

passages, the very thickly scored passages, obviously without the soprano singing, I’m seeing a 

lot of Whatsoever Things here. And we’re probably seeing that because this piece ... that piece is 

dated ‘97 and this dates ‘99. So, they’re very very close chronologically.  

 

LE: 

And how are you seeing ... what similarities are you seeing? 

 

MC: 

Just colors, orchestration, yeah. The piece that comes in between those two, now that I think 

about it, are Three London Miniatures. 

 

LE: 

Which is totally different. 

 

MC: 

Yeah, yeah. Yeah, Samantha Clark [new graduate conducting student] will be conducting that. 

That will be her first assignment at our Fall concert. 
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LE: 

Good. 

 

MC: 

Yeah, finally we subside and the soprano returns here. 

 

LE: 

Measure 112. 

 

MC: 

We talked about God. Yeah, you know just the whisper here of- 

 

LE: 

Of 119? Mm-hmm [affirmative]. 

 

MC: 

Some pointillistic entrances of the chord shapes. And this works so beautifully with the bassoon 

playing together with the soprano singing here. And bassoon is just so non-offensive, it didn’t 

dominate the singer and- 

 

LE: 

Measure 123. 

 

MC: 

I was really, really happy how that worked out. And kind of a Hindemithean [referring to 

composer, Paul Hindemith] ending here after some of that harmonic instability, we resolve on a 

major chord. 

 

LE: 

Now, these movements are short enough that I didn’t really break any movements into smaller 

sections. There are some changes within some of them, but ... 

 

MC: 

Yeah. I think probably the fourth movement lends itself ... that’s the most musically substantial, 

the longest movement. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

But when I pointed out in looking at the very, very first ... 

 

LE: 

There we have it, yeah. The beginning of the third movement. 

 

MC: 

Yeah, yeah, yeah, yeah. Yeah, I could have very easily made that opened ... with the trumpets, but 

the mutes, they cut through but they don’t dominate. They don’t overblow the woodwinds that 
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way. Yeah, and this is tough to sing. Really tough to sing. 

 

LE: 

Oh, yeah. Well, a lot of tough moments to sing. 

 

MC: 

You’ve listened to Gary’s recording? [MC is referring to Gary Green conducting the piece with 

the top band at the Frost School of Music at the University of Miami, FL.] It’s pretty good. All 

the kids on the University of Miami wind ensemble, they were just coming back from spring 

break that day. A lot of them were sunburned. So, it wasn’t the best of conditions, but that’s the 

only time they had to record in this church, which was pretty good acoustically. 

 

MC: 

So ... Again, trying to find the sweet spot for Libby’s voice. Not incredibly high at times, not 

incredibly low, but just trying to have it to where ... diction. If you’d listen to the recording 

carefully, you get every word. She’s so good with diction.  

 

LE: 

We’re talking about measure 140 ... starting at 141 and how it’s just ... it sounds at ease. 

 

MC: 

Mm-hmm [affirmative]. Yeah, yeah. Yeah. 

 

LE: 

Because of the range. 

 

MC: 

Restatement of the opening.  

 

LE: 

Yep, at 149. 

 

MC: 

And this ... now we’re getting [sings a few notes from the melody in m. 153] up to that high B. 

Whew! And sweep, you know? Again, a musical alliteration, sweeping up to that high B. 

 

LE: 

That’s measure 153. 

 

LE: 

I’m just saying that for the tape recordings. 

 

MC: 

Yes, of course. 

 

MC: 

And here, great drafts of space. Wonder, wonder, and the colors that I’m trying to get from vibes 

and the flute trills there, it’s all integrated. And here at 161, we have an augmentation of the 
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opening [sings].  

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

And 161, flute and soprano have essentially the same thing with an octave apart. 

 

LE: 

Yeah, that’s why they’re the same color. 

 

MC: 

Which works well. Mm-hmm [affirmative]. Ah! Once again, another major ending, yeah? A-flat. 

Yep. This is, again, darkness [referring to the beginning of the 4th mvmt.]. This is probably the ... 

it starts dark and then it gets so radiant. So, introduction [points to beg.]: definitely first major 

section [points to m. 191]. Again, this bubbling, this percolation [referring to the ostinatos in the 

upper woodwinds]. 

 

LE: 

We’re talking about 191? 

 

MC: 

Yeah, in the accompaniment.  

 

MC: 

[Singing m. 195] One, two, three, four, five, six ...  

 

LE: 

Five. 

 

MC: 

One, two, three, four, five, one ... 

 

MC: 

Yeah. 

 

LE: 

U-ni-ver-si-ty, yeah. [“University” is MC’s favorite word to use for counting 5-tuplets.] In 

measure 195, yeah. 

 

MC: 

And this is, you know, giocoso. Lightly, playfully, almost thinking of when she was a kid 

probably. Just hopping or skipping [sings the melody at m. 201 for a few bars]. 

 

LE: 

That’s measure 201. 

 

MC: 
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Mm-hmm [affirmative]. 

 

MC: 

So, those are the two ideas. The darkness and that lightness that … I don’t know if I’m using the 

right words. “Come across my way as thick as the dry leaves of autumn.” [This is the text used in 

mm. 208-210.] Great imagery.  

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

Definitely a different section based on the text and tonal center. 

 

LE: 

At 220? 

 

MC: 

Definitely. 

 

MC: 

That’s about as pure, harmonically, as I get with the utilization of the word, “God.” 

 

LE: 

Measure 223. 

 

MC: 

That’s- 

 

LE: 

I see, yeah. 

 

MC: 

So, there I think we can clearly see how, in this case, movement one relates to this movement. 

I’m using themes from other movements, okay? Which, of course, the classical composers 

Haydn, Mozart, early Beethoven didn’t do that, but all the romantic composers did. So, that’s ... 

why not? Why not integrate? Borrowing themes from earlier movements to tie it together. 

 

LE: 

You’re talking about measure 229. 

 

MC: 

Uh huh, yep. 

 

MC: 

Profoundly humiliated, yeah [referring to the text in mm. 232-233]. 

 

LE: 

And the texture is very thin there. 
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MC: 

This is my favorite part of the whole symphony. Right here. This little tune. [Goes to piano and 

plays the tune that starts with pick-ups to m. 244.] It’s so simple. And I think, because it’s so 

simple, that’s what’s so good about it. 

 

LE: 

I think this is the first time you use it, but then you use it throughout. And I think it’s in the next 

movement as well, if I remember correctly. 

 

MC: 

Yeah, it does come back like that. But I wanted it to be child-like; I wanted it to be simple, almost 

Grainger-like. Just like a little folk tune. 

 

LE: 

Mm-hmm [affirmative]. Yeah, I hear that. So, we’re talking six before 244. I called this a 

different section here, as well. Or a transition to a different section. 

 

MC: 

Let me check one thing here. Yeah. Pretty kind to the bassoon here. 

 

LE: 

Mm-hmm [affirmative]. Yeah, I noticed that. That’s fun. 

 

MC: 

Oh yeah, for sure. For sure.  

 

LE: 

Would you call it starting here [m. 238], or a little transition and starting later? 

 

LE: 

Because it’s really kind of ... this feels like a little bit of a four bar transition, and then the start of 

a new section right there at- 

 

MC: 

I think you’re right on. 

 

LE: 

242 [I meant 244]. 

 

MC: 

I think you’re right on. And I’m so glad to see you use the word chamber music [referring to a 

note in my score at 242]. Yeah, that’s really what it is. That’s really what it has to be very often 

because of the realities of the vocal projection, or lack thereof sometimes.  

 

MC: 

I think Crystal Golden would do a great job with this. 

 

LE: 
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Oh, sure she would.  

 

MC: 

Maybe next year, my last year. 

 

LE: 

That would be fun. 

 

MC: 

It would be. 

 

MC: 

Now, are you playing this year or not? 

 

LE: 

We need to talk about that. 

 

MC: 

Sure. 

 

LE: 

I’m not sure yet. 

 

MC: 

Okay. 

 

LE: 

Is the short story.  

 

MC: 

Okay, I understand. 

 

LE: 

But when we finish this, we can talk about it. 

 

MC: 

Okay, yeah. We’ve got to keep our eye on the clock, too. I’ve got errands, but yeah. And here is 

just a nice, big, grand statement with the full ensemble. 

 

LE: 

Measure 254 where it continues, yeah. 

 

MC: 

Yeah. You know who’s playing first trumpet on that recording with Miami? 

 

LE: 

No. 
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MC: 

Brian Balmages. 

 

LE: 

Oh, really? 

 

MC: 

Yeah. 

 

LE: 

That’s cool. It was nice to meet him. 

 

MC: 

Yeah, and Frank. 

 

LE: 

Yeah, and the two female conductors, too, who I’ve grown up to ... Linda Moorhouse- 

 

MC: 

Oh! And Paula. 

 

LE: 

And Paula Crider, yeah. So, it was nice to meet them as well. 

 

MC: 

Yeah, the mentors. Yeah. Each year- 

 

LE: 

I’m going to pause this. 

 

MC: 

I’ve had composer mentors say to me, “Mark, I love this. This is a great idea and ...” [recording 

paused because I knew MC was going to speak about something irrelevant to Ivy Green.] 

 

LE: 

Okay, we’re recording again. 

 

MC: 

Yeah. So, here’s this tune that’s dressed up a little more regally now, and nobly. 

 

LE: 

Again, that’s measure 254. 

 

MC: 

Mm-hmm [affirmative]. 

 

LE: 

Did you say that’s the favorite moment of you are piece? Your favorite moment, do you think? Or 
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one of them? 

 

MC: 

I think it’s my favorite theme because it’s so simple. And sometimes… these melodies have never 

been tough for me. Melody construction has always come easily to me. It’s one of the few things 

I do well, I think, as a composer. I have a gift for writing memorable melodies, some critics have 

called it. It comes easily. I don’t know what else to say. I don’t think my counterpoint is as good 

as my melodic writing, I don’t think my harmony is as good. I think I probably do melody and 

orchestration- 

 

LE: 

You don’t think your harmony is as good? 

 

MC: 

Well, I think it’s just melody has always come easily to me. So ... 

 

LE: 

Yeah, but I think your harmony is in some ways more distinctive. 

 

MC: 

They have to be blended. It has to make sense. I’m having fun writing this piece for the Tara 

Winds. 

 

LE: 

Good. 

 

MC: 

I’m really happy. I’ve got four minutes sketched. So, anyway. 

 

LE: 

Anyway, okay. 

 

MC: 

Yeah, the chimes. I love chimes. I use them more than a lot of composers do, and quite exposed 

you know? Just those little interjections underneath the tri-tone, the lack of stability. 

 

LE: 

Again, if I can be slightly critical, I usually want your dynamics to be a little louder on these 

chime parts. So, right now we’re looking at measure 271 and when I listen to recordings, I can’t 

hear it as much as I want to. 

 

MC: 

Yeah. I don’t want to take the rap totally on that because good percussionists, when they realize 

how it fits in context—or a good conductor—will compensate for that. If I do miscalculate, those 

things need to be offset by conductors who know how to tinker- 

 

LE: 

Balance, yeah. 
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MC: 

And balance it, yeah. 

 

MC: 

I’m not saying I’m totally off the hook. Maybe sometimes I do underestimate, but- 

 

LE: 

You want this to be felt, not really like, “Oh, there’s a chimes part.” 

 

MC: 

Yeah. 

 

LE: 

So, I understand where you’re coming from. 

 

MC: 

Yeah. So, I think that it needs presence, but in the distance kind of presence. So, I think it has 

more to do with balance and the conductor just saying, “Just a little bit more here.”  

 

LE: 

Yeah. 

 

MC: 

Here’s a return of the first movement theme again.  

 

LE: 

That’s measure 274. 

 

MC: 

Yeah, and I’m thinking if this is not lontano [m. 271 in the chimes], like far away, in the distance, 

pianissimo, when I want that to be really brutal [m. 280]. So, I’m always thinking of- 

 

LE: 

Yeah because in 280 you have the chimes part marked really loud there, yeah. 

 

MC: 

Yeah. 

 

LE: 

It’s true. 

 

MC: 

And I think doing a little kind of gentle Sprechstimme there is effective for that word- 

 

LE: 

At the end of the movement four- 

 

MC: 
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For that word “nothingness.” What an empty, disturbing word. 

 

LE: 

Well, there’s no pitch.  

 

MC: 

Yeah, right! Yeah, this- 

 

LE: 

Movement five. 

 

MC: 

Yeah. Begins with a D-flat pedal and then the voices, the sung parts by the players, I think, is that 

[meaning D-flat]. 

 

MC: 

And here’s that omnipresent first theme in pitched percussion, in piano [m. 286]. 

 

LE: 

In the second measure of the fifth movement, mm-hmm [affirmative]. 

 

MC: 

Oh, God. This is soooo difficult to sing. I mean just ... it is so ...  So, we begin here with 

“Sometimes it is true, a sense of isolation enfolds, enfolds me, like a cold mist, and I sit alone and 

wait at life’s shut gate.” And then, the harmony changes dramatically because the text changes 

dramatically, it becomes more hopeful [at m. 295]. 

 

LE: 

Yeah, what is it? Is it bi-tonal beforehand? Or just- 

 

MC: 

Yeah, it’s been pointillistic, it’s been bi-tonal. 

 

LE: 

Mm-hmm [affirmative]. And then we have major chords here, yeah. [I was referring to m. 297 

and a few subsequent measures.] 

 

MC: 

I remember citing in the Reagan piece, that long recitation with no music at all. What I tried to do 

here was… this is almost like a cadenza for this singer because there’s no instruments happening 

here. Well, there’s suspended cymbal here. 

 

LE: 

Measure 301. 

 

MC: 

Yeah. So, this is ... it’s very difficult and it’s very carefully calculated that I did not want any 

instrumental accompaniment. Quasi-recitativo. 
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LE: 

It kind of goes with the word “free” right there, a little bit. [Looking back later, I don’t see the 

word, “free” in this section…perhaps I was looking at “Fain?” at m. 306.] 

 

MC: 

Mm-hmm [affirmative], yeah. 

 

LE: 

“Bitter,” 312, adding the percussion there. 

 

MC: 

Yes, yes! Very, very important. Futile. “And they fall back into my heart like un-shed tears.” 

That’s brilliant! Brilliant writing. 

 

LE: 

And it’s so lonely and there’s nothing else going on there. 

 

MC: 

Right. It is lonely, and then I bring this in like Vaughan Williams would harmonically. 

 

LE: 

At 319. 

 

MC: 

Yeah, it’s major but it’s not very reassuring major you know? 

 

LE: 

Well, the players are in major, but the solo is in and out. 

 

MC: 

Yes, good point. Very good point. Here’s another piece you know better than I do. 

 

LE: 

No, no, no. 

 

MC: 

And this is coming back to that theme that I like so much. 

 

LE: 

Oh, at 324. Yep. 

 

MC: 

Yeah. And this is probably the closest I came to probably scoring a little too heavy against ... the 

range of the singer is ... she’s heard, but it’s still ... I don’t have the trumpets playing, but this is a 

borderline balance problem moment. 

 

LE: 

In measure 332. 
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MC: 

Yeah, the orchestration- 

 

LE: 

Well, people see that… the players see those sixteenth notes and they play out a little bit. 

 

MC: 

Yeah, right. Yeah, “keep your face to the sunshine and you cannot see the shadows.” And it ends 

just with soprano along with timpani, just to nothingness. 

 

MC: 

The epilogue movement is, again, so difficult for the soprano. The text here, it’s just very, very 

cut and dry, very short. She’s talking about Milton’s paradise. “They took away what should have 

been my eyes. They took away what should have been my ears. Beethoven came and wiped away 

my tears. They took away what should have been my tongue, but I had talked with God” ... again, 

not harmonically stable, “when I was young.” And this is where it’s really off the charts difficult 

for the soprano. We go through high C here. 

 

LE: 

Yeah, 380. yeah. 

 

MC: 

Yeah. And it’s at the end of the piece. And in that register, even though I’ve got a lot of stuff 

happening, it works. 

 

LE: 

Oh, sure. 

 

MC: 

It works. 

 

MC: 

And it finally subsides like it begins, as I pointed out right from the get go when we were looking 

at this. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

“He would not let ... He would not let them take away my soul.” So, I got a chill just thinking 

about that. “He” meaning “God.” So, and there’s a major resolution right there. 

 

LE: 

On “soul.” [Meas. 385] 

 

MC: 

So, He came through as being such a not so bad guy after all. 
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LE: 

Your favorite key there, too, D-flat major. 

 

MC: 

Is it D-flat? How about that [chuckles]. 

 

MC: 

I think, to be very, very honest, the Barber Knoxville: Summer of 1915 was very influential in the 

conception of this piece and in the orchestration of the piece because Barber just hit it out of the 

park. It’s probably his single finest work. Hit it out of the park in terms of capturing the text by 

James Agee, and the orchestration, it’s so transparent. I felt I had to utilize the full breadth of the 

symphonic band, but at definitely very controlled numerical levels in terms of the numbers of 

players in each part. 

 

LE: 

Mm-hmm [affirmative]. So, when people were playing when people were not, how ... no. That’s 

not what I want to ask. How long somebody went without playing was also very conscious to you 

probably. 

 

MC: 

I usually like to keep tabs on that. 

 

LE: 

Yeah. 

 

MC: 

One of the things I do when I do the percussion writing, when I do a timpani part I’ll go back, 

how many bars is the timpanist playing? This Belgian piece 148 measures long, I think I had the 

timpani playing for 70. I really do think about that because you don’t want the timpani playing 

the whole time. You don’t want the first clarinet playing the whole time. You want to provide 

sonic relief, you want to provide physical relief, and you don’t want some guys sitting around 

doing nothing and then just playing a couple of notes. So, you’ve got to think of the artistic 

aesthetic problems and you’ve got to think of other realistic problems, too, don’t forget. Give 

these players something to do, but don’t let them get in the way. Just don’t be token about it. So... 

 

LE: 

We talked about some different sections within one movement, but I didn’t really do different 

sections for the other movements. 

 

MC: 

Yeah, I’m not sure that this- 

 

LE: 

They’re not that long. 

 

MC: 

Because the text is reigns supreme over so many things in this, I’m not sure that it opens itself up 

to that type of analyzation that we probably do too much. 
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LE: 

That’s why I ... that’s why I stayed away from that. 

 

MC: 

Trust your instincts. Your instincts, your musical instincts, your intellectual instincts are very 

good. Surprisingly good for a bassoonist. 

 

LE: 

Hey you, hey you. 

 

LE: 

All right, any last thoughts? 

 

MC: 

No, I’m beat. 

 

LE: 

Me, too. Okay. Let me stop this. 

 

MC: 

I really marvel at your tenacity with this project, Lisa. And I think you’re doing a heck of a fine 

job. 

 

LE: 

Well, thank you.  
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Three London Miniatures: February 17, 2019 

 

LE: 

Okay, Mr. C, we’re recording. 

 

MC: 

Very good. I can’t find my score. 

 

LE: 

I’ve got mine right here. 

 

MC: 

Yeah, but mine is better. 

 

LE: 

Yeah, I know it is. 

 

MC: 

First of all, I cannot tell you how many times this piece has saved me. 

 

LE: 

Because it’s a little easier or simpler? 

 

MC: 

Yes, yes. Many times host directors, coordinators of festival events will say, “Oh, this is a Grade 

5 and 6 band.” And I’m going, “Yeah, sure buddy.” 

 

LE: 

Right. 

 

MC: 

So, I always like to bring one of my pieces. I’m always asked to do ... some of the guys want me 

to do more than just one, but I prefer to do only one of my pieces on honor band concerts. There 

are some composers that do a whole program of their own works, which I think is excessive and 

it’s also called, “Bad programming.”  

 

MC: 

But this piece, I’m very proud of this piece, because I think it has all of the things that I normally 

put into Grade 5 and 6 pieces, and it’s basically a Grade 4. But it has saved me many times 

because we’re not chasing notes the day of a concert. And I can actually teach music and I can 

teach the extra musical aspects of the piece.  

 

MC: 

So, for example, I used it when I was in Colorado last weekend- 

 

LE: 

Oh did you? 
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MC: 

Yeah. And it’s a really ... it always works very well with a high school honor band festival. An all 

regional, all county, all district bands ... I’ve never used it, of course, with high school All-State, 

but it works especially well with some lesser advanced ... good groups, but less advanced, less 

sophisticated, so. 

 

LE: 

That makes complete sense to me. That’s actually why I wanted to start with this piece, because I 

think that we won’t need to spend maybe as much time on my questions for this piece as we will 

for some of the other ones. 

 

MC: 

Whatever. 

 

LE: 

Well would you, since were recording, could you just maybe talk through the piece in your own 

way, a little bit please?  

 

MC: 

It was commissioned by Marguerite Wilder, who is a wonderful, now retired, middle school and 

high school band director. I think she actually wanted a [Grade] 3 [piece], and clearly I gave it a 

four. Believe it or not, this is a five in Virginia, I think. It’s probably a three in Texas. You know 

how those things go. But it was written for Marguerite, who’s a very dear friend. And she now 

works full time for GIA Publications in Chicago. She doesn’t live in Chicago but she works at 

GIA. She was thrilled with the piece and it was conceived after a family vacation to Great Britain, 

during the holiday season, 1990- 

 

LE: 

Seven? 

 

MC: 

‘97 going into ‘98, yes. Libby got it into her head that we were gonna take the girls to London 

and Paris for their tenth birthday. And we did. I never had those kinds of experiences when I was 

a kid, you know. 

 

LE: 

I didn’t either. 

 

MC: 

My parents were very modest, blue collar, very modest means. But we did take the twins. And the 

thing I remember so vividly, one of the things I remember so vividly about that trip in London, it 

was the coldest winter in centuries, and it was so cold that Big Ben froze while we were there! 

Yeah, so that gives you some kind of an idea ... I’m not kidding. I mean, it really did. That was 

the headline story. But we were tourists. I had been to England several times previously, and 

Scotland, on professional business. Guest conducting a youth orchestra in the mid ‘70s between 

my senior year at Northwestern and my graduate year. And then I went back in the fall of ‘95 to 

the BASBWE Conference, the British Association of Symphonic Bands and Wind Ensembles. 

That was at the Royal Northern College in Manchester, England. And Her Majesty’s Royal 
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Marine Band did “Watchman, Tell Us Of The Night.” 

 

MC: 

So, when we went during the holiday season, ‘97, ‘98, it was purely fun. It was purely as tourists. 

And this piece reflects the sights and sounds that I recall from that vacation. Going into 

Westminster Abbey for the first time, which is what the first movement is all about. It’s dark. I’ll 

never forget walking in hearing this, not a cacophony of sounds but different ensembles 

rehearsing simultaneously. One end of the Abbey, there was a glorious English choral group 

rehearsing. And that’s what the Brits do so well. Their choral singing tradition is next to none. So, 

I think that’s where the idea of the hymn came from. And on another end, about one football field 

away, there was a brass ensemble rehearsing some fanfares. I think the first fanfare is at 27 or 

something in the first movement.  

 

MC: 

So, there are ... fanfares are very prominent, the hymn like quality of the first movement is very 

prominent, so. But the opening is supposed to be rather mysterious. I’ve got a lot of stacked 

chords. You know, when we start. And this is where it gets to be a good teaching piece too, after 

the timpani roll. You’ve got a B-flat open fifth, and then the B-flat is over an A-flat open fifth [all 

in m. 3], and then a G-flat open fifth [m. 4…and this continues in m. 5 with an F-flat open fifth]. 

So, it’s very pandiatonic at the opening. But that polytonality there is intentional to, kind of, 

conjure up some mysticism and ambiguity of walking into this dark cathedral for the first time. 

 

MC: 

And then, the solo flute and solo alto sax actually play the theme at 11. It’s foreshadowed a little 

bit with the trumpet here, in measure 6. So, it’s a brief introduction. Then the theme is stated in 

it’s entirety at 11. Then the interjection of that fanfare at 27. And then, the hymn for full band at 

that point [m. 35]. 

 

MC: 

And one thing that I always tell bands when I’m working on them, rehearsing them at 35, is to not 

sound like a band. In fact, I will have them sing the chorale for a couple of bars. I want them to 

sound like an English choir, because that’s what I remember walking into the cathedral. So, I 

want them to take a very lyrical and vocal choral approach.  

 

MC: 

The music becomes instrumental again at 51. The tempo increases and the orchestration thickens. 

So, I decided the instrumental approach to 51. And then, we have another, kind of, set change 

here at 63, that sets up the return of the fanfare [which happens at m. 68]. And then when we get 

to 78, three things happen. Number one ... and you’ll notice, this is one of my few pieces that uses 

key signatures. Okay?  

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

Important thing, number one at 78, it modulates to C major. Number two, this chime part is very, 

very important. And it’s quite challenging. Quite challenging. 
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LE: 

Yeah. I noticed that. 

 

MC: 

And then, the upper voices, first trumpet, first alto, and upper woodwinds have a descant. So. 

 

LE: 

I called it counterpoint, but you’re calling it a descant. 

 

MC: 

I call it a descant, yes. I was always very fond of the descants that Sir David Willcocks 

composed, the great English choral conductor. And I tried to model that descant after some of the 

things that Sir David Willcocks does in some of his Christmas music, and things like that. 

 

LE: 

Cool. 

 

MC: 

I’ll never forget ... I forget where it was, but I distinctly remember the comment that someone 

said, “Hey, Camphouse, what is this ‘Three London Miniatures’? It sounds very British. It 

doesn’t sound like you all the time.” And I said, “Duh. It’s supposed to sound British.” So, I 

thought that was an interesting thing to say. 

 

LE: 

It’s a nice piece that’s a little different from you, actually. So, yeah. 

 

MC: 

It was a challenge, a very welcome challenge, to compose a work in the style of some of my 

favorite English composers, like Holst, like Vaughan Williams, Elgar ... so, yeah. 

 

LE: 

Very cool. 

 

MC: 

Yup. So, it’s a piece by an American composer, intentionally composed in British style.  

 

LE: 

Mm-hmm [affirmative]. Can we move onto the second movement? 

 

MC: 

Absolutely. “For England’s Rose.” This is a tribute to- 

 

LE: 

Princess Diana. 

 

MC: 

Princess Diana. And it’s a very lyrical, hopefully beautiful movement. And the beauty of the 

music is to reflect, not only the fact that Princess Diana was a very attractive woman, but more 
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importantly it reflects the beauty of her humanitarian work with fighting world hunger, to helping 

fund hospitals that specialized with children who had been maimed. Afghan children for example, 

who had been maimed by Soviet forces that intentionally planted land mines, intentionally 

planted booby traps in toys. Horrible. Just horrible stuff.  

 

MC: 

So, I really respected Princess Diana for her humanitarian efforts, and the beauty of that. She was 

very concerned about children especially, and the human condition. And that’s what that 

movement is. It reflects that, more about her, than just her physical beauty. 

 

LE: 

And she had just recently died before your trip? Do you remember? I can look that up too. 

 

MC: 

We just ... you know Lisa, Libby and I were at a café in Paris this summer, and we noticed there 

were a lot of people congregating by this bridge. There was an underpass. That’s where she died. 

In that underpass. Her car hit an abutment. 

 

LE: 

The car, I remember. That was my first year of teaching. Yeah, I remember. 

 

MC: 

It was either ... it was summer. I think it was August ‘97, or August ‘98.  

 

LE: 

Must have been ‘97 because you say some ... well. I’m thinking it was ‘97. 

 

MC [talking to Siri]: 

Year of death of Princess Diana. 

 

Siri: 

Princess Diana died on August 31st, 1997. 

 

MC: 

Yeah. 

 

LE: 

So, she had just recently died, which was the inspiration for it, when you had ... when you were... 

 

MC: 

Yeah. That was on my mind, yes. I also remember, I think that same week Sir Georg Solti died. It 

was not a good week.  

 

LE: 

Alright. Can we look through some of the music for this movement? 

 

MC: 

Yeah. I think that one of the things that I’m proud of in this movement are some of the 
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transparencies. So, it begins, basically, with a wind chamber, woodwind chamber thing. With 

solo flute, solo alto sax, solo clarinet, and solo horn. And this, again, another melody in English 

style [m. 5]. Trumpet is to support the woodwinds here with the theme. Sort of, typical 

Camphouse-ian counterpoint and countermelodies in the euphonium [starting in m. 7]. Yeah. 

 

MC: 

It builds. The climax of this movement, dynamically, is measure 19. One thing that a lot of 

conductors miss, is the echo effect that I’m after in measure 14. Measure 13 is pretty full, as you 

can see. The orchestration, and the dynamic, forte to mezzo forte. And then this bar, measure- 

 

LE: 

That subito is written pretty small. 

 

MC: 

Yeah. I should have just written it, “Subito piano,” rather than “Subito mezzo piano.” 

 

LE: 

Well, yeah. In my notes there you can see, I just put “Piano, subito” so.  

 

MC: 

Your instincts are correct. 

 

LE: 

Yeah.  

 

MC: 

Yeah. And the ending is very serene.  

 

LE: 

In the section at 13, if you ... I have some questions about harmony.  

 

MC: 

Sure. 

 

LE: 

Would you say that the tonal center is E-flat in this section? 

 

MC: 

For a while. Again, it doesn’t ... I don’t stay in a tonal area long enough to be- 

 

LE: 

Sometimes I want your harmony to fit in a nice box, and it never does, which is fine, but, yeah. 

 

MC: 

But this piece is, again, I think one of two. The other one being my “Military Airlift Command 

March.” Is that? 

 

LE: 
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Mobility? 

 

MC: 

Air Mobility Command March. It was originally called, “Air Mobility Command.” But now it’s 

AMC. “Air Mobility Command.” It was first called, “Military Airlift Command.” 

 

LE: 

Okay. 

 

MC: 

Mac March. Yeah. So, it went from being a hamburger to a rambler. The AMC, the old American 

Motors Corporation. But ... 

 

LE: 

I was just trying to, if I have to ... if I’m gonna write about the ... the rest of this movement is 

pretty clear to me. What’s happening harmonically. But the section at 13- 

 

MC: 

Basically it’s F. The hymn is, the melody is in F minor starting at five. 

 

LE: 

Mm-hmm [affirmative]. I have that. 

 

MC: 

What do I end in? 

 

LE: 

You end in A major at the very end. 

 

MC: 

A. Yeah. That’s just the way it worked I guess. Mm-hmm [affirmative]. Yeah.  

 

LE: 

For the last section I’ve got F major to B-flat major to A major. 

 

MC: 

Sounds right. 

 

LE: 

Okay.  

 

MC: 

Yeah.  

 

LE: 

But do you wanna talk through this section a little bit more harmonically, or? I mean ... how are 

you thinking about tonal centers there? Or were you not necessarily? 
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MC: 

I really wasn’t. I very rarely, consciously think of harmonic structure. It usually, it comes. And 

when I start messing around with it, when I start tinkering it, when I start altering it, if it makes 

sense to me, I just go with it. 

 

LE: 

Okay. So, you’re sitting at the piano- 

 

MC: 

Yeah. I don’t have a prefab idea of, “Okay, I started in this key, I must end in this key, or I must 

modulate here.” It’s quite spontaneous. 

 

LE: 

Okay. Just wanted to know how you thought about that.  

 

MC: 

Yeah. I usually don’t think about it, I just do it. Most of the time.  

 

LE: 

Alright. Cool. 

 

MC: 

And I guess, most of the thinking harmonically, is when I reach a point, I know I have to get 

somewhere, there’s gotta be usually a resolution. And it’s working your way out of the harmony 

to resolve it properly. 

 

LE: 

You say you’re working to somewhere, but do you always know where that somewhere is gonna 

be? 

 

MC: 

I think in this case I did. But it’s not as calculating as a lot of conductors think. But sometimes 

you’ve gotta work your way out of a section and know what pivot chord to use, but that pivot 

chord can’t be jarring, it has to progress logically and naturally. I think naturally is a better word 

than logically. 

 

LE: 

Okay.  

 

MC: 

Yeah. 

 

LE: 

Cool. Do you wanna talk a little bit about the third movement? 

 

MC: 

Sure. The only thing I can say about the third movement, it’s a rollicking march in English style, 

composed by an American. The introduction here, the horns really should dominate the 
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beginning. The introduction is a foreshadowing of the main theme that occurs at rehearsal number 

nine. And it’s just, the tempo is so important. You’ve gotta remember this is a British march. So, 

I put, “Spirited,” but quarter note to 108.  

 

LE: 

That’s classic British march tempo. 

 

MC: 

Yes. Not anywhere near 120, okay? It’s gotta have that English reserve. 

 

MC: 

This was fun to do, this little canonic kind of thing, where we’ve got the overlap with the upper 

woodwinds, the pickup to 28, and they’re answered by some of the lower voices with the pickup 

to 29. That was fun to work out. And you talk about getting your way out of a predicament. I had 

to add this 3/4 bar [m. 39], so the cannon worked. You know? One beat, elongation as you have 

in your score, bravo. And that’s an example of how rhythmically you can get your way out of a 

bind. Just by adding that one beat, is how I did it. 

 

LE: 

Okay.  

 

MC: 

Yeah. The B section, as you’re calling 48, Lisa, you’re absolutely correct. I usually call this the 

quasi- trio portion. Okay? 

 

LE: 

Okay.  

 

MC: 

And phrasing here is very important. I don’t know where I got this idea. It might have been those 

two summers I spent with Frederick Fennell in New Mexico with my music festival, and looking 

at Fred’s scores, he would put, “NB. No breath.” No breath. 

MC:  

[Sings the phrase with a breath in m. 51.] No. [Sings the phrase without a breath in m. 51.] Yes. 

 

MC: 

And implied in that no breath, there’s an implied crescendo with that half note, needing to surge 

suddenly into the next bar. “Connect” is probably a better word to use. So, yeah. An eight bar 

phrase. Absolutely.  

 

MC: 

And here [m. 64], the counterpoint rather than the ... well I’ve got three things going on. You’ve 

got the main theme, [sings it]. And I do put a breath mark there [m. 67], so it doesn’t get in the 

way of the counterpoint. So, you’ve got the melody at 64, for example, in first trumpet. And 

you’ve got this walking baseline. [Sings the bass line for a couple bars] in the lower voices, lower 

reeds, and low brass. And this little decoration on top. [Sings the counterpoint line]. And that 

takes some, you know, some wood shedding in rehearsals, to do. But it all comes together it’s 

really- 
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LE: 

That’s the Grade 4 part. 

 

MC: 

Yeah. It’s really a lot of fun. The coda is interesting [the coda starts in m. 80]. And this is, when 

I’m teaching the piece to younger players, I ask them, “Now where does this theme come from?” 

[Sings the main theme that starts after the breath mark in m. 80.] The beginning of the third 

movement. I’m talking about rehearsal 80 now. It’s really not long enough to be a coda, I would 

call this a codetta.  

 

LE: 

Okay. 

 

MC: 

Okay? Just because it’s short. But here I have the main theme at 80 in the horns and upper 

woodwinds. The main theme of the third movement. And in measure 81, the main theme of the 

first movement reappears. [Sings the line in the low voices starting on the “+” of beat 2 in m. 81.] 

And then the Princess Diana movement with the pickup to four from the end. [Sings the statement 

of the main theme from the 2nd movement that starts with the pick-up to m. 83]. Cadence. 

Hollywood. [Sings the eighth notes in the timpani part]. Last chord. A very bright key of G 

major. So, all the main themes come back and are compressed into a very brief, unifying section 

of the piece. So, the codetta is really, not just, “Okay, fight to the finish” kind of thing, it recalls 

all three principal themes of the three movements.  

 

MC: 

So, that was fun to have them, to compress all of that into a very brief period of time. 

 

LE: 

Great. Thank you. 

 

MC: 

Okay? 

 

LE: 

And I don’t have any more questions about this. Is there anything else that you want to add about 

this piece right now? 

 

MC: 

No, that’s about it. It sounds like there’s a band in the Chicago suburbs. It’s ... a female conductor 

called me just before Midwest, her band was doing a clinic at Midwest, and she wants to 

commission me, I think for 2022, to write a Grade 3 piece. So, I think I’m an accomplished 

enough composer now to where ... and teacher, to where I understand what a Grade 3 is gonna be. 

I used to be terrified at the notion of doing a Grade 3, because- 

 

LE: 

Your music’s harder. Is that why? Or not? 

 

MC: 
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Well, I’ve been blessed early in my career with the Marine Band Commission, the Army Band 

Commission, North Shore Commissions, I mean some of the top bands in the world. And you can 

write anything you want for those groups. But my concern is, I don’t want to write down to 

younger players. I want to give them my best stuff. Okay?  

 

MC: 

Unfortunately, and I’ll be very professional in how I state this, I’ve talked to some of my 

composer friends, and I’ll say, “Hey, what are you working on?” And they’ll say, “Oh, I’m just 

doing some Grade 2 stuff. You know, I can write anything, they’ll like it.” That kind of thing. 

And that really hurts me. Because some of these guys are really, very talented, they’re really very 

good craftsman. But their philosophy, and their outlook, their attitude toward writing for younger 

players, concerns me. I want to be just as conscientious writing a Grade 3, maybe a Grade 2 piece 

someday. I want to be as conscientious in writing for kids as I am writing for the Marine Band or 

the North Shore band. 

 

LE: 

That’s how it should be. 

 

MC: 

Well, that’s the way I think. 

 

LE: 

You know, when I was teaching public school, I would have these conversations with my 

colleagues all the time. So, thank you. 

 

MC: 

Yup. Absolutely. I’m gonna get a diet coke here. 

 

LE: 

Alright, I’m gonna stop this recording and start a new one for the next piece. 
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To Build a Fire: March 14, 2019 

 

LE: 

Okay. We are recording. We’re recording and we’re talking about To Build a Fire. 

 

MC: 

Right. Maybe we should get the door. 

 

LE: 

Sure. 

 

MC: 

Well, this piece, the short story by Jack London has always been one of my favorites. I can 

remember reading it probably in 7th or 8th grade for the first time and I just fell in love with the 

story about how stupid man can be to think that we can outsmart or out-do mother nature. And 

it’s probably a good thing we still can’t. But Jack London, a short story remains, I think it’s one 

of the most enduring American literary classics one can hope to read. I remember first reading it 

in 7th or 8th grade, I can’t remember which, and when I started to get pretty serious about being a 

composer in high school, I was always looking for an excuse to do a musical setting of To Build a 

Fire after first reading it at a very young age. And this commission by the United States Army 

band, I think in 1990, gave me that opportunity. I said, “Well, I want to write a big sprawling 

piece about man’s struggle with nature,” and that commission afforded me that opportunity.  

 

MC: 

Jack London, what a character, just kind of a messed-up guy in terms of bouts of alcoholism and 

things in his personal life. I think one of the most ironic things is here’s a short story by this great 

author… He’s from the Bay area in San Francisco I believe, originally. And the ironic thing is, 

here’s a story about a guy who freezes to death in the Yukon territory and London wrote this 

short story in Hawaii. So I always thought that was kind of funny. 

 

LE: 

Ironic, yeah. 

 

MC: 

A lot of people think when you think of Debussy’s wonderful three movement symphony, La 

Mer, well he must have been inspired and composed the work on the beach. He composed it in a 

hotel room in London. He wasn’t even in France. But yeah, it’s an amazing story. I recall 

meeting, and it’s terrible, I forget the gentleman’s name; I should have looked it up before I left 

today, a Jack London scholar at one of the…Louisiana State University programmed the piece. 

And I went down for the performance I think when I had a residency there and we had dinner. 

And this guy was just so incredibly knowledgeable of Jack London’s life and his considerable 

portfolio. Truly remarkable. But, it’s, I think except for the Hellen Keller symphony, it’s my 

wife’s favorite piece of mine.  

 

LE: 

I was actually just listening to the recording of when we first met to talk about the 12 pieces that 

you’d help me choose or you chose for this project for me, and Libby came in. So we asked her 

about her favorite pieces and she talked about Elegy and To Build a Fire. 
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MC: 

Very early, very early pieces, so I’m not sure what that means about how fond she is of my music 

that I’m writing today. But yeah, I think it’s a good piece. It’s a long piece. It’s a very challenging 

piece. 

 

LE: 

It’s hard. 

 

MC: 

Yeah. Rhythmically hard, technically difficult. Yeah. 

 

LE: 

I’m actually really excited about my lecture recital because we can play snippets of things that I 

wouldn’t normally just be able to play the entire thing because of the difficulty level. So yeah, 

I’m excited about that. We’ll at least be able to play parts of it. 

 

MC: 

Sure, sure. 

 

LE: 

Okay, harp and piano both? 

 

MC: 

Yes. I thought the shimmering sustained nature blending with crotales and chimes. Yep. I think 

it’s one of the few pieces that I do score for harp. I’m not sure how good the harp writing is, but it 

seemed that it was needed in this texture.  

 

LE: 

And then you put on here “piano acoustic” This is on the front of the score. 

 

MC: 

I always do that. 

 

LE: 

“Piano acoustical with amplification,” which I was kind of surprised at because I know you a 

little bit. [I know Prof. Camphouse always wants an acoustic piano and never an electric one so I 

was surprised that the score calls for amplification.] 

 

MC: 

I’m surprised to see that. I’d forgotten. [At this time, he got out his original score to see what he 

had written.] 

 

LE: 

Is that in the original? 

 

MC: 

Yes it is. Yes it is. So that was from the publisher. 
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LE: 

What did you have in mind there, micing the piano? 

 

MC: 

Somewhat, somewhat. I was just concerned about its ability to project enough. 

 

LE: 

Especially if you put it back in the percussion section back a little bit. 

 

MC: 

Right. That’s really ... I’m glad you pointed that out. I’d forgotten that I had specified that quite 

frankly. I thought you were saying “an acoustical grand.” Sometimes I’ll say “is essential rather 

than a dinky upright like I have here in my office.” 

 

LE: 

And I know that you prefer acoustical to the keyboard always. 

 

MC: 

Oh yeah, those are dreadful. They do more harm than good. They really do. 

 

LE: 

There was one person who wrote about To Build a Fire for her, I think it was her, Master’s thesis. 

 

MC: 

A young lady from Liberty University I believe. 

 

LE: 

And she had written that, and I actually went like this a little bit [I made a surprised face] when I 

read it, she said, “The piano and the harp part could probably be played by one person on a 

keyboard.” And I thought, okay, I don’t think that’s what you really want there, though. 

 

MC: 

That’s an assumption that all too many band directors tend to make. 

 

LE: 

Yeah. We think about logistics and resources, but I understand what, you know. And for a piece 

like this, you’d really want to have the resources, because you’re going to spend some time on it. 

It’s difficult. 

 

MC: 

Yeah. I think there’s one spot at the allegro section. Where does that begin?  

 

LE: 

I know where you’re talking about. 

 

MC: 

The music is very frenzied. Is it the allegro agitato at letter M? Measure 116? 
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LE: 

116. I don’t have letters in mine. 

 

MC: 

Yeah. I think, yeah. I used to be very fond of letters rather than numbers. One of publishers 

eventually convinced me, have them numbers so that they coincide with the actual bar numbers, 

and he was right. I think in a spot like this, the amplification would really help. [MC went to the 

piano and played the piano part for a few measures starting at 116.] And I think that throbbing 

that you get with low register piano there enhanced by some means of amplification would ... 

That’s kind of the sound I wanted here. 

 

LE: 

Okay, cool. Good. I don’t think you’ve called for that in any of your other pieces though. 

 

MC: 

I don’t think I have either. I think you’re right. Good point. I’m glad you pointed that out. 

 

LE: 

Okay. And then, can you talk through your vision of the off-stage English horn and soprano 

saxophone, and then- 

 

MC: 

Yeah. What I was after here, if I can remember... Oh yeah, it’s dedicated to Colonel Allen. He is 

still among us. He is somewhat incapacitated physically now. And by the way, I really worry 

about Colonel Gabriel. 

 

LE: 

Have you seem him recently? Was he at ABA? 

 

MC: 

Yeah. He conducted right after I did. 

 

LE: 

Okay. I haven’t seen him for a year and a half now. 

 

MC: 

Yeah. I think you’ll be concerned about his decline physically. Mentally he’s still very sharp, but 

he had to be helped to the podium. He has to sit while conducting. 

 

LE: 

Oh, he does now? 

 

MC: 

Yeah. 

 

LE: 

Well, is he 95, 94? 
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MC: 

I think 93. 

 

LE: 

Okay. I mean, still. 

 

MC: 

Oh, it’s remarkable. 

 

LE: 

I mean, I just turned 45. I mean, if that’s the model, you know, I’ve got 50 more years to go. 

 

MC: 

That’s right. 

 

LE: 

Isn’t that awesome? Well, I’m glad that you mentioned that to me. Maybe I’ll... I haven’t emailed 

him in a while. I’ll pop him an email. 

 

MC: 

He’s guest conducting... You know who I got to know pretty well was Loras Schissel. 

 

LE: 

Yeah, Loras, yeah. 

 

MC: 

And I was not... We had just never met. I’d always admired his scholarship and his work with 

the- 

 

LE: 

Virginia Grand Military Band. 

 

MC: 

Right. But what a fine, bright guy. 

 

LE: 

Yeah, very bright. Funny. 

 

MC: 

And he would like me to bring my grad students to the Library of Congress next year. I mean, we 

hit it off so well. 

 

LE: 

Very good, very good. I haven’t had a chance to really talk with him at length, but I’ve met him a 

few times. We did, once we had the Virginia Grand Military [Band] come and the summer camp 

that I host at NOVA, they did... It kind of worked so that they got to perform in Schlesinger for 

free because of the NOVA camp. So they came and did a concert. But at the end, I had my 

campers go up and they played a really easy arrangement of a Sousa March. 
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MC: 

That’s great, that’s great. 

 

LE: 

It was fun. And he said he’d like to do that again. I need to email him. And then I saw him just... 

You know, they’re in Schlesinger so sometimes I actually just run into him every great once in a 

while.  

 

MC: 

I think I’d mentioned that Tribute, my first published piece for band, was runner-up in the ABA 

Oswald competition in 1986 and Elegy, my second publish piece for band, was first runner-up in 

the ABA Oswald competition the following year. This work is really the only piece that has won 

a major composition prize. It won the 1990 or 1991 National Band Association composition 

prize. 

 

LE: 

That’s in the score here, it says ‘91. 

 

MC: 

‘91, okay. I get my years mixed up. 

 

LE: 

Going back to Maestro Schissel though, and going... You know, I’ve never been to the Library of 

Congress. That would be fun to go with the other grad students. [MC’s office phone rings.] 

 

MC: 

Oh, it’s Libby. One second. [MC answers the phone.] Hi dear, we’re recording with Lisa right 

now. Right. Anything from the kids today? Okay. All right. Home regular time? Sure. [Long 

silence ensued while Libby talked on the other end of the phone.] I understand. Again, keep in 

mind I don’t know what the Air Force rehearsal schedule is yet, but I’ve got to really press them 

for that. Yep, yep. Go ahead and go with it. Wednesday, 1:30 PM? 1:00 PM, okay, right after 

lunch. Very good. Okay dear, bye bye. Sorry. 

 

LE: 

That’s okay. Is she good? 

 

MC: 

Oh yeah. 

 

LE: 

Good. 

 

MC: 

I’ve been there once. I’ve never really done any scholarly work there, but this would be a good 

introduction. 

 

LE: 

Yeah, okay. Great. So soprano sax and English horn off-stage. 
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MC: 

Yeah. This is supposed to reflect the landscape that this guy was dealing with, the vastness of the 

landscape up there, and how ruggedly beautiful it was and how forbidding as well, how desolate. 

So it has to... This opening scene with the off-stage soprano sax is supposed to represent 

landscape and nature in particular.  

 

LE: 

Was there a reason why you picked a specific side for each instrument or does it matter? 

 

MC: 

No. It could have had to with stage deportment in terms of how the Army band sits or sat. You 

know, they undergo changes with various conductors. But yeah, I did want it antiphonal though. I 

wanted one- 

 

LE: 

That’s clear to me. 

 

MC: 

... voice or sound to come from this part of the landscape and the other part of the landscape from 

here. And I think those instruments both have unique timbres but they also have the capability of 

blending. 

 

LE: 

And then you envisioned them coming on stage after the solo and then going back off stage 

afterwards, correct? 

 

MC: 

Right, exactly. Exactly right. Yeah. And that alto flute sound together with the soprano sax and 

the English horn, it’s kind of a unique trio that I think works very well. 

 

LE: 

An alto flute kind of, I want to guess you’re thinking kind of native for Alaskan. 

 

MC: 

Right, right. 

 

LE: 

I mean, I don’t want to put words, but I didn’t know how to ask that.  

 

MC: 

No, no. I think that’s a good creative assumption.  

 

LE: 

So this opening stuff up to 16 is to just show with the antiphonal parts, to show this wide 

landscape and how desolate maybe it is. 

 

MC: 

Right. Desolate, foreboding, forbidding, whatever the right word is.  
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LE: 

Probably both. 

 

MC: 

And all of that of course is not conducted. The conducting really starts at letter or measure 10 

with the entrance of the alto flute and then the counterpoint that’s provided by the soprano sax 

that comes in at measure 11, and then finally the English horn in the next bar. It’s an interesting 

conversation among three very, very different sounding instruments. But they do blend but they 

each have their own distinct personality. Yep. 

 

LE: 

Tell me why you have this unison at 16. 

 

MC: 

Yes. This is man.  

 

LE: 

This is man? 

 

MC: 

Yep.  

 

LE: 

This is the protagonist of the story or man in general? 

 

MC: 

Man in general I think. Very heroic and I can conquer nature. You know, that kind of thing. I can 

outsmart nature. I can beat the 50 below weather conditions and the ice traps and all of that. By 

the away, the avalanches in Colorado during the time we were there, they were closing down 

interstates too.  

 

LE: 

Were they? 

 

MC: 

Incredible. Yep. So yeah, 16 represents man. 

 

LE: 

Why horns and not trumpets maybe? 

 

MC: 

Where? 

 

LE: 

Right at 16.  

 

MC: 

I think horns are more noble. I think there’s something about the entire horn section playing in 
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unison that I prefer over the trumpets. And the trumpets come in sort of piecemeal and outline 

what the horns have. 

 

LE: 

A few bars later. 

 

MC: 

Yeah. 

 

LE: 

Measure 21. 

 

MC: 

Yes. 20 actually. 

 

LE: 

20, yep.  

 

MC: 

My manuscript was better then. My hand was steadier. My eyes were better.  

 

LE: 

I wish they had published some of your scores a little bit, some or all scores a little bit bigger. 

I’ve been studying your scores and sometimes I just have to take an eye break. 

 

MC: 

Yeah, I know. It’s ridiculous. Kjos is a little better. TRN’s the tiniest and this was when I... I 

think the first nine or ten of my pieces are with TRN. This of course is pre-computer. This is 

when it was all engraved by hand. 

 

LE: 

Yeah, ‘91. 

 

MC: 

Yeah, I think at measure 28, the largamente, this is something more foreboding. It’s minor in 

here. This is kind of a foreshadowing of what’s to come in terms of the tragedy of this man, his 

arrogance thinking that he can pull this off by himself with his dog. And of course, he doesn’t. 

 

LE: 

Spoiler alert. I have a question in measure 30, in the oboe part. 

 

MC: 

Yes, uh-huh.  

 

LE: 

The last note in the oboe part in measure 30, in my score, is an A-natural, and I’m wondering if 

that’s an error. 
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MC: 

No, because the A is flat on that first 32nd note, so the trill begins on an A-flat and trills up to an 

A-natural. 

 

LE: 

I don’t have that. Right here, there’s no A that comes before it, so this one’s an A-natural. 

 

MC: 

Oh, no, I misread that. It’s a C-flat, not an A-flat, Mark. Yeah. Yep. I failed to put an A-flat here. 

I put a D-flat on the downbeat instead. So that’s an A-flat trilling to an A-natural. 

 

LE: 

Okay. 

 

MC: 

Yeah. I just misread that. I thought the downbeat, the first 32 was an A-flat, but it is in fact a C-

flat. Yep. It’s just carelessness on my part. See, that should be an A-flat actually.  

 

LE: 

No worries. I just wanted to check, you know. I’m making a little errata list too. Okay, great.  

 

MC: 

And I think by saving the trumpets until 28 when they come in forte like that, that’s where the 

trumpets lead the brass section in terms of the soprano voice. So I think it was very calculating on 

my part not to have the trumpets play at 16 but rather the horns. And when the trumpets do come 

in, 16, 17, 18, in measure 20, again, they just sort of outline it, mezzo piano dulce, and you just 

want to save that heavy artillery until it’s really needed most. And in this case, it was needed at 

the downbeat of 28. 

 

LE: 

I understand where you’re coming from. The horns represent the man and arrogance a little bit 

and then here it’s more than that. It’s foreboding, it’s mother nature saying, “No.” 

 

MC: 

Yep. Right. 

 

LE: 

Okay. 

 

MC: 

There is a, if I may say, a strong influence of Ralph Vaughan Williams’ 7th Symphony in this 

piece. I remember being very taken by it. It’s his 7th Symphony, subtitled Sinfonia Antarctica, 

from a motion picture called Scott of the Arctic, about an ill-fated expedition. 

 

LE: 

Scott Amundsen, probably, right? [Two men, Roald Amundsen and Robert Scott, were early 

polar explorers and my brain was accidentally combining their names into one man.] 
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MC: 

Who? 

 

LE: 

Scott Amundsen, one of the earlier polar explorers of Antarctica. 

 

MC: 

I think his name was Scott. His last name was Scott. I forget his first name. 

 

LE: 

Oh, okay, okay. 

 

MC: 

But he and his expedition, they all perished. But it’s one of my favorite Vaughan Williams 

symphonies. And measure 38 is not a direct quote but it certainly has a similarity of the Vaughan 

Williams there. I just remembered that, consciously remembering that there. So that is actually a 

transition I think, 38 that leads into 44, which is, it’s a little more positive. I think it’s sort of 

maybe portraying some of the beauty of the landscape. Yeah, I think we could say the andante 

sostenuto is where that next major section begins, which is measure 42 specifically. I don’t know 

who put these numbers in but I’m glad they did.  

 

LE: 

So 42 you would say is the second main section? 

 

MC: 

Yep, yep. 

 

LE: 

Or maybe the third if you count the beginning of the intro.  

 

MC: 

Right, yeah. Good point. So we’ve got the first 15 bars which are so leanly, very delicately 

scored. 16 is man. And then we have that forbidding- 

 

LE: 

Section at 28. 

 

MC: 

28, right. And then the andante sostenuto would be a very important next major section that has 

some beauty to it, that this landscape is not all forbidding. There’s certainly beauty there, the 

trees, the sky, yeah. Of course, I’ve never been. It’s the one state I’ve not been to is Alaska. 

 

LE: 

I have been to Alaska. It’s beautiful. You’ve got to go. 

 

MC: 

I’m sure it is. I know, I know. 
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LE: 

I went in the summertime though, and I recommend that. 

 

MC: 

Yes, yes.  

 

LE: 

Don’t be a character in a Jack London story. 

 

MC: 

Correct. Yep, and I think maybe this is, this quiet at 76, which is most of the band playing, is a 

very conscious effort to do bitonality. And I think maybe for the first time in some of my pieces, 

because I don’t think Elegy has much blatant bitonality as much as this piece does. And I think 

that marked the beginning of my fondness for bitonality, kind of harkening to some of the concert 

music of William Schuman for example.  

 

LE: 

Would you say that another formal section kind of starts there at 76 or maybe before? 

 

MC: 

Well, I think a major section, to me, would be 84, the con moto at 84 has more structural 

significance.  

 

LE: 

Still bi- polytonality there. 

 

MC: 

Mm-hmm [affirmative]- Let me go to the piano here. I mean, this is I think borderline 12 tone 

maybe. [MC proceeded to play the tuba part in mm. 86-89.] 

 

LE: 

Yeah. 

 

MC: 

In tuba and third trombone. Yep. So it’s not bi-tonal. It’s really, melodically it’s quite 12 tone. 

One, two, three, four, five, six, seven, eight, nine, ten, eleven. Well, eleven, almost twelve. And I 

think this... I don’t use this kind of notation in terms of that just some of the graphic notation, 

some of the extra, like on some of these C-sharps here, just to get more of a chaotic build there. 

 

LE: 

That’s measure 90. 

 

MC: 

Mm-hmm [affirmative]. Yep. 

 

LE: 

How would you conduct that measure? 
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MC: 

In five. Each beat has to be very, very prominently conducted on those repeated C-sharp concerts 

in the lower voices.  

 

LE: 

Well, because the trumpet part is the one that has something different.  

 

MC: 

Yes, yes it should. 

 

LE: 

That’s where you have the... That’s the part you want to hear because it’s adding the C, the D, the 

B, and the A-sharp. 

 

MC: 

Yep. And then the octaves there with the whole ensemble at 91, it’s just a jarring kind of 

resolution to all of the dissonance in that 5/2 bar. And that of course is very carefully calculated. 

This piece was on the very first concert I conducted here at Mason. 

 

LE: 

Oh was it? 

 

MC: 

Yeah. 

 

LE: 

Challenging for the players. 

 

MC: 

Way too challenging at that point. Our wind symphony could do a far better job, and believe me, 

that’s not a slam against Mr. Maiello. Not at all. You know how highly I think of him. But the 

standards have gone up, as they must. There were too many sections of this piece that were 

beyond individual player ability. It was also the last time, the one and only time that I had applied 

faculty conduct the seating placement auditions. That’s the way Professor Maiello always did it. 

Uh-uh, it’s going to be me and Tony and it led to immediate improvement. You do your own 

auditions? 

 

LE: 

The NOVA band is an interesting beast. 

 

MC: 

Or is it a non-audition? 

 

LE: 

It’s a non-audition group. 

 

MC: 

I get that. I respect that.  
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LE: 

If I changed that and had auditions, even... It would just, some people wouldn’t do it. Some 

people would quit the band. 

 

MC: 

It’s called human nature. 

 

LE: 

I know. And I have really, really mixed feelings about- 

 

MC: 

I think you’re doing the right thing. 

 

LE: 

Okay. Because I think about this a lot. 

 

MC: 

Sure. 

 

LE: 

Some sections function very differently than other sections. For example, the horn section has a 

clearly defined section leader and they communicate a lot. I am copied on all their emails. 

They’re the only section that kind of emails each other. And they rotate parts for every concert, 

which I love, with the guidance of the section leader and also her asking which parts do you want 

to play, but I’ve got to make sure it fits the music. And she really does a great job of looking at 

the horn parts and seeing what’s on the program and doing that. And I’m very appreciative of 

that.  

 

LE: 

There are some other sections where I think the principal player has been there for 40 years and 

that’s just how it is. And that’s okay. I think they’re... It’s hard for- 

 

MC: 

Would that be clarinets? 

 

LE: 

Yes it would be. [We both laugh.] 

 

MC: 

Why did I guess? 

 

LE: 

Trumpet players and trombone players don’t really care and I just do part assignments for them. I 

write them out. I look at the parts and kind of think, and I try to rotate the trumpet players, but 

trombone players don’t want to get up and move, so I don’t rotate them very much. 

 

MC: 

That’s cute. That’s cute.  
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LE: 

Yeah. Flutes are kind of set and I really pyramid flutes. Piccolo plus two or three first flutes and 

everybody else on second, whether it’s six or seven people on second flute. I pyramid all my 

sections actually. 

 

MC: 

Sure. Sure. But that bar has to be conducted in a very, very large, clear five. 

 

LE: 

[Whispers] Bah bah bah. 

 

MC: 

Right, right. It’s a very dramatic moment. 

 

LE: 

And then we have this sparseness again, and it really has the release of the tension here. 

 

MC: 

Right, right. Of the- 

 

LE: 

Of the previous phrase. 

 

MC: 

... of the dynamic tension, yes. But there’s a lot of harmonic tension that occurs, even though the 

dynamic level is soft.  

 

LE: 

Some cool chimes parts again.  

 

MC: 

Oh yeah. I called them tubular bells then. Why, I don’t know. But I call them chimes now. And 

the bell tree, no way. It should be wind chimes.  

 

LE: 

Okay. I think this piece you marked wind chimes, or am I wrong? 

 

MC: 

As different from bell tree? 

 

LE: 

Well, now I can’t tell. Here’s bell tree in this measure. I think you have wind chimes separate. 

 

MC: 

Well, technically there is a difference but I really don’t honor that difference anymore.  

 

LE: 

Oh you don’t? 
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MC: 

No. 

 

LE: 

Oh, okay. So what do you prefer when you- 

 

MC: 

Wind chimes. 

 

LE: 

Okay. So you just don’t really write for bell tree. 

 

MC: 

No. It doesn’t project. Wind chimes gets, I think, a much more pleasing, more atmospheric 

quality about it.  

 

LE: 

Formally, would you say that the next big section starts at 108? 

 

MC: 

Yep. 

 

LE: 

It’s kind of really a transition to 116. 

 

MC: 

Yeah. This is man’s return here, okay. Yeah, this is very angry. It’s very agitated. But 108 is a 

return to man. And then, that madness that the guy decides to go full throttle, full speed ahead, 

you know, to try to get through this. And that leads to his demise. Yeah, the music at 116, this is 

some of the best allegro writing I think that I’ve ever had the ability to produce. Two of my 

pieces I think have especially effective allegro sections- 

 

LE: 

This and Rosa. 

 

MC: 

This one. Rosa does work, thank you. 

 

LE: 

That’s kind of similar to this with that base line, in a way. 

 

MC: 

Yeah. And of course this came before Rosa. But what I was thinking... You’re right. Rosa, this, 

and also a piece called Twin Ports Overture has a very, very lengthy fast section that’s also, has 

some contrapuntal… I do write fast music. There’s one in Canzon, Fugato, And Hymn. The fugue 

is pretty involved of Fugato. But yeah, because I’m doing more and I like writing slower music 

more. I think writing fast music is much more challenging. Slow espressivo music comes much 

easier to me than fast music. Frank Ticheli’s just the opposite. He’s so good at writing fast, left-
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right stuff. I like to take my time and have my music sing more. 

 

LE: 

Some of my favorite Ticheli pieces are his slower ones. 

 

MC: 

I know. I know. It’s not that Frank can’t do it. Frank can do just about anything. He’s so gifted. 

But writing slower lyrical music is I think what I do best.  

 

LE: 

So at 116, is this sort of... What’s representative of the story here? Kind of the panic mode a little 

bit? 

 

MC: 

Mm-hmm [affirmative]- yep. 

 

LE: 

Like, “Oh crap.” 

 

MC: 

Yep, for sure. But he, it still, it gets launched with this fanfare idea at 108, again, that he is going 

to conquer nature. He is going to- 

 

LE: 

That’s the arrogance. 

 

MC: 

Right. The arrogance of man. And then that dual between man and nature really occurs at 116. 

And at 188... Is that 133 or 188? 133. Those aren’t my numbers. I don’t know who wrote those, 

but I’m glad they did. The tempo quickens here. It gets more frenzied because I think he’s 

starting to run more and more scared. 

 

LE: 

And I like how instead of thickening the texture there, you really... because that makes it more 

scary. 

 

MC: 

Good observation. Thank you. Exactly. 

 

LE: 

It’s really like, “Oh crap.” It’s kind of that realization. 

 

MC: 

That’s exactly what I wanted. 

 

LE: 

What’s going to happen? Oh no. 
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MC: 

Yeah. 

 

LE: 

And then at 138, nature’s like, “Yep.” 

 

MC: 

Yep. Yep, yep, yep. I don’t know. You know, maybe my last concert will have this one and I 

could come full circle, maybe do the same program. Wouldn’t that be neat? 

 

LE: 

And Elegy too, because you’ve never conducted it. 

 

MC: 

That’s true, that’s true. 

 

LE: 

But I know you don’t like to program more than one of your pieces.  

 

MC: 

That’s true too. Yeah. But they’re so different. Maybe I will. Who knows. 

 

LE: 

Yeah. When’s your last concert? Have you made that? Have you talked to- 

 

MC: 

That would be April of 2021. 

 

LE: 

For sure? We should do it.  

 

MC: 

Yeah, this is rhythmically very, very tough stuff here. A lot going on.  

 

LE: 

And so, I mean, you have all these kind of... Starting at 138, you know, you’ve got all these long 

tones against that ostinato and the low voices. And then at 143, kind of these couple different 

independent lines, but still with some long tones, kind of like interjections maybe. Are those long 

tones more like man- 

 

MC: 

I suppose. 

 

LE: 

... and the ostinato is more like nature? Or are you not necessarily thinking that there? 

 

MC: 

I just wanted a struggle between something melodic. I mean, you basically have the ostinato and 



405 

 

the lower voices there, the heart pounding, the adrenaline pumping, “Come on, I can do this. 

We’ve got to beat this.” But the melodic stuff is a little contrapuntal here. You’ve got the 

trumpets, trumpet one and two coming in, answered by the trombones. So there’s that kind of 

struggle back and forth between the trumpets and the trombones there [referring to mm. 143-145]. 

And the woodwinds are- 

 

LE: 

Wait a minute, the trumpets and the, oh yeah, the first trombone part there.  

 

MC: 

The woodwinds- 

 

LE: 

And the horn. 

 

MC: 

The woodwinds are chattering basically the ostinato except in 16th notes as lightly as possible. 

But that’s hard to do. So what I have going on here at 149, you know, we’re at quarter note to 152 

which is slightly slower than what we have been... What is this? 

 

LE: 

168, 160-something. 

 

MC: 

Oh my God.  

 

LE: 

168 at 133. 

 

MC: 

So it’s just a different... Let me show you what I’ve done here. Remember I played that 12 tone? 

So, let’s see what the trumpets have here for example. 

 

LE: 

Where was that? 

 

MC: 

I just lost it. 

 

LE: 

I know, I’m sorry. 

 

MC: 

No, that’s okay. 

 

LE: 

Way back a little bit. 
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MC: 

I should have announced it. Okay, 84, 85, 86. 

 

LE: 

Okay, yep. 

 

MC: 

It’s slow espressivo sostenuto. Compare that with what’s going on at 149, tempo. It’s the same 

idea, but syncopated at a very fast tempo against this frenzied quality here. So that’s again, the 

same material, but used in a very different way, which is what I like to do a lot with my music, 

put it in a different guise. 

 

LE: 

Now right there at measure 152. 

 

MC: 

Where’s 152? 

 

LE: 

Where’s 149?  

 

MC: 

There’s 149. 

 

LE: 

Okay, so. Would you conduct that with the ostinato pattern or with that disjunct melody? 

 

MC: 

I would keep it straight. 

 

LE: 

You’d keep it straight. So you’d put the- 

 

MC: 

The quarter note- 

 

LE: 

... extra eighth at the end? 

 

MC: 

Mm-hmm [affirmative]- Yes, yes. 

 

LE: 

Okay. And then just let them syncopate it in the melody. 

 

MC: 

Yep. And this has just got Stravinsky written all over it. 
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LE: 

At 156? 

 

MC: 

Yes, yes. Stravinsky all over it. 

 

LE: 

Were you thinking of any specific Stravinsky? 

 

MC: 

Oh, I think The Right [of Spring].  

 

LE: 

Sure, looking at it, sure. 

 

MC: 

Just something as barbaric as possible, just rhythmically intense and primitive, you know, 

because that’s what we’re looking at here, a very, very primitive landscape but very- 

 

LE: 

Primitive mindset. 

 

MC: 

Right. Yeah. A life or death struggle.  

 

LE: 

F-sharp, nice and dark, at 156. Partly F-sharp.  

 

MC: 

Yeah.  

 

LE: 

We’ve got F-sharp major chord with G and D. 

 

MC: 

F-sharp versus G, G versus F-sharp, right. Just that minor second, works every time. And then the 

tempo picks up at 166. 

 

LE: 

166. 

 

MC: 

Molto accelerando there leading into 176, frenzied. Interesting measure. 176 is frenzied quarter 

note to 176. And here the guy, he’s running as fast as he can. He’s just hoping. And then the 

music starts- 

 

LE: 

So this is a few measures before 186. 
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MC: 

Yes. 

 

LE: 

Or this section at 176. He’s running as fast as he can. 

 

MC: 

Yeah. And then he starts to get tired. And then he picks up again at 186. 

 

LE: 

Okay. 

 

MC: 

And then it picks up one final time. And we’ve got this kind of macabre Jingle Bells going on. 

 

LE: 

Where are you? 

 

MC: 

195. 195. Yeah, you hear it? 

 

LE: 

Yeah. 

 

MC: 

It’s very subtle. 

 

LE: 

I’m sorry. Were you thinking that? 

 

MC: 

Oh yeah, oh yeah.  

 

LE: 

Why were you thinking the Christmas tune there? 

 

MC: 

Just kind of sticking it to him. You know, like, “Merry Christmas, you’re going to die buddy.” 

Yeah, it’s there, but it’s very radically altered and- 

 

LE: 

I didn’t hear it until the 5/8 bar. 

 

MC: 

Right, right. 

 

LE: 

Yep. 
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MC: 

And finally he comes... I think he’s, at this point, he sits under that tree if I, remember that part in 

the book, and he gets a little bit of a fire going, I think, by rubbing sticks together. He’s out of 

matches. And then the snow comes down off of a branch and totally extinguishes it. And he 

pretty much knows he’s a goner by that point. And this is strictly 12 tone here, very, very strictly 

12 tone. 

 

LE: 

And so you’re talking about what’s representative of that is the very ending before 207? 

 

MC: 

Yeah, the rallentando there. Yeah. 

 

LE: 

And then, I’m sorry, what did you say about 207? 

 

MC: 

Strictly 12 tonal with first clarinet solo, first bassoon solo. And again, it’s based on that same 

legato theme that I pointed out earlier.  

 

LE: 

In the trombones first? 

 

MC: 

Yep. 

 

LE: 

Yep, at 84, or 86. 

 

MC: 

[MC went to the piano and played the clarinet and bassoon parts starting at m. 207.] Yeah. And 

here, this is one of my... This is probably some of the best writing in the piece. 

 

LE: 

Where? 

 

MC: 

[MC plays the piano.] Starting at one, two, three before 218, after that 12 tone. What do I have 

going on here? The stars are coming out. The stars leaping and dancing in the sky. So you’ve got 

this... Yeah, these are supposed to be the stars shimmering. 

 

LE: 

Actually, we’re talking about three before 213, okay. 

 

MC: 

Oh yeah, sorry. 

 

LE: 
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That’s okay.  

 

MC: 

Then you’ve got this hymn [MC plays the hymn that starts in m. 213 on the piano]. Now, what I 

was after here, Lisa...[MC played the horn and chimes part in m. 216 and then continued playing 

one of the main themes in Dvorak’s New World Symphony, the Going Home theme, to point out 

that he was quoting a snippet of that theme there] and then that hit [referring to m. 217]. 

 

LE: 

Yeah. 

 

MC: 

So I was... And then you’ve got this flute thing [MC played the descending half notes starting in 

m. 213]. And the saxophones have yet something different against that [MC played the sax part in 

m. 215]. So yeah, this is about as far, as much as I’ve ever flirted with atonality in my music. And 

you’ve got that Jingle Bells quote. You’ve got this thing that’s mildly suggestive of Dvorak going 

home, against [plays the flute and sax parts again]... So all of this juxtaposition of different ideas. 

Again, this is Ives, this polylayered, very, very disparate harmonies and timbres happen 

simultaneously there. 

 

LE: 

So why the- 

 

MC: 

He knows he’s going home. 

 

LE: 

I knew that. I just wanted to hear you say it. 

 

MC: 

Yep. So you have on the one hand, the dog is kind of sitting next to him. 

 

LE: 

Where are you looking at now? 

 

MC: 

Well, the- 

 

LE: 

Still the same spot. 

 

MC: 

At two, is it 213? Yeah. We’ve got the first hit of death here. 

 

LE: 

This is the a tempo. 

 

MC: 



411 

 

It subsides. And then probably my favorite bar in the piece is here. The woodwinds just do that 

shriek, and that’s the dog catching the scent of death with suspended cymbal, that iciness, just 

that shriek. 

 

LE: 

Yeah.  

 

MC: 

First in low voices, and then... I remember the first time- 

 

LE: 

So that’s... The shriek is 218, okay. 

 

MC: 

Yeah. The first time, maybe it was at the premiere when I was conducting it for the first time with 

the Wind Symphony here, the kids literally jumped with- 

 

LE: 

Oh great. That’s kind of what you wanted. 

 

MC: 

They didn’t see it coming, you know. And that’s a tough one because it’s a dotted eighth rest. 

 

LE: 

Yeah. 

 

MC: 

Yeah. But when it’s precise, it really works. 

 

LE: 

I do have a question, and I hope you don’t mind. Back just a little bit to 207. 

 

MC: 

Sure. 

 

LE: 

The strictly 12 tone. 

 

MC: 

Yes. 

 

LE: 

Again, I’m wondering if this is a mistake. This just struck me as odd. So here we are in the 

bassoon part in tenor clef, and so we have an E here, which is, and then it’s up an octave higher 

here when the clef changes. It’s supposed to be held over, but that’s an octave higher.  

 

MC: 

Yep. It should be the same note. 
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LE: 

Okay. 

 

MC: 

That’s wrong. 

 

LE: 

So what do you want to do? 

 

MC: 

I want the- 

 

LE: 

You want it to stay on that lower E or you want to swap octaves somewhere in there? 

 

MC: 

I wonder if it was just my screw up. We’ve got the A down there. We’ve got an E up there. It 

should stay high. 

 

LE: 

So this should go up? This should be up an octave? 

 

MC: 

Yep. 

 

LE: 

Here at the end of that measure? 

 

MC: 

Yeah. 

 

LE: 

Instead of going down? 

 

MC: 

No, it’s got to go- 

 

LE: 

I know, that’s why I’m asking. 

 

MC: 

It’s contouring motion. It’s got to go down. It’s got to go down. 

 

LE: 

Okay. And then. 

 

MC: 

So.  
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LE: 

It could go up on beat two there. 

 

MC: 

Yeah, I guess a quarter note up on beat two and the low A stays in 2nd bassoon. Strange, strange. 

But the harp, was it harp and piano? Top stave piano, bottom stave harp. Both instruments are 

needed there because of the stars and percussion one, is that... That must be crotales, yeah? Yep, 

crotales. 

 

LE: 

Yes. 

 

MC: 

Vibes on perc. two. 

 

LE: 

And then marimba on three. 

 

MC: 

And chimes on perc. four. Yeah. That all works very well. 

 

LE: 

Yep. 

 

MC: 

Strange that I didn’t put any of this in tenor clef. I kept this all in bass clef. 

 

LE: 

Where are you at? 

 

MC: 

Right here. 

 

LE: 

Here, you little turkey. 

 

MC: 

Sorry. 213. 

 

LE: 

213. 

 

MC: 

Okay, 15, 16, 17, 18, 19, 20. 220. 

 

LE: 

Oh, right here probably. 
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MC: 

Yeah, that solo. 

 

LE: 

Well, I don’t know. It’s kind of a trade off because you’re going up and down- 

 

MC: 

It’s a high B, right? 

 

LE: 

The high note is a high B, yeah. But then it goes back down to C, so. And it’s just that one really 

high note. I mean, seeing this B-flat in tenor clef would be slightly strange maybe. We don’t read 

down that low in tenor. 

 

MC: 

Right. 

 

LE: 

If it gets into the lower tenor clef, sometimes I have to be like, “Wait a minute, what note is that?” 

 

MC: 

And then the alto flute makes a return. 

 

LE: 

I didn’t mean to kind of disjar us from where we were at though. 

 

MC: 

No, no, no, no. 

 

LE: 

So yeah, so what’s... He’s coming home and then. 

 

MC: 

He’s gone. He’s gone by this point. I also recall... I don’t think I did enough with this. Where is 

this snare? I have something with brushes. 

 

LE: 

231. 

 

MC: 

Brushes.  

 

LE: 

You don’t think you did enough with what now? 

 

MC: 

I don’t think I did enough with brushes on the snare drum because that was supposed to be the 

sound of the pad of the dogs. 
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LE: 

Where are you thinking that? 

 

MC: 

That’s what I’m trying to find it. But I know it’s there somewhere. Oh yeah, yeah, yeah. 

 

LE: 

Oh, I know where you’re at. Like before 207, four bars-ish?  

 

MC: 

No. 

 

LE: 

No? Okay. 

 

MC: 

No. Here it is. 

 

LE: 

Oh, at 187. 

 

MC: 

Yes. That was the sound I was trying to think of there. 

 

LE: 

The dogs paws? 

 

MC: 

Yes. 

 

LE: 

And you don’t think you did enough with it, is that what you said? 

 

MC: 

No. 

 

LE: 

You mean, you wanted the idea developed a little bit more there? 

 

MC: 

Yeah. 

 

LE: 

Not more sound necessarily, just more of the idea. 

 

MC: 

It’s soft enough... The accompaniment is soft enough to where it can be heard, but I don’t think I 

developed it enough. Yeah, exactly. 
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LE: 

You used the brushes because you were thinking of the snow there. 

 

MC: 

Yeah, yeah. But just the sound that a dog’s feet would get on hard snow. 

 

LE: 

So is this the point in the story where he’s trying to... There’s a point in the story where the guy’s 

in panic mode and he’s trying to grab the dog. Oh, he’s thinking about killing him and eating the 

dog. 

 

MC: 

Maybe, yeah. But this here and then that- 

 

LE: 

Where are you? Your score looks different than mine. 

 

MC: 

Oh, sorry. 

 

LE: 

So two, oh, so 215. 

 

MC: 

Yeah, that dark, low, sinister hit- 

 

LE: 

That we were talking about before. 

 

MC: 

... that’s echoed by the upper hit. 

 

LE: 

Shrill. 

 

MC: 

That’s where the dog catches the definite scent of death of the man. 

 

LE: 

So that’s 217 and 218. 

 

MC: 

That’s where the dog decides to go away.  

 

LE: 

So I think the man is dead then. 

 

MC: 
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Yeah, he’s dead by then. Yeah.  

 

LE: 

I have one more note check. 

 

MC: 

Sure. 

 

LE: 

Well one more for now, and it is in measure 185. 

 

MC: 

Sure, and then we can get back to that clarinet solo. 

 

LE: 

Yes please. 

 

MC: 

185? 

 

LE: 

Yes please. 

 

MC: 

I’m there. Is that 180... Oh, that’s 133, I’m sorry. 

 

LE: 

You might have a 186 if you put in some numbers. So 184, 186. 

 

MC: 

156, 176, there we go. 

 

LE: 

So 185. You have- 

 

MC: 

On the fermata? 

 

LE: 

Yep. You have a D-flat in the contra bassoon and it’s the only D-flat there. It’s an A major cord 

over an A-natural and a D perfect 5th. 

 

MC: 

You see, I’m showing... I’m not showing a flat on the contra bassoon. I’m showing a D-natural.  

 

LE: 

Okay. So maybe it was the publisher who made an error, but there’s one here. 
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MC: 

Yeah, that’s wrong. 

 

LE: 

Okay. 

 

MC: 

It should be a D-natural. 

 

LE: 

Okay, I thought so. I know. You have so few mistakes in all of your music. 

 

MC: 

It’s the Koreans. It’s the Koreans. I’m not kidding. They don’t know how to read music. TRN and 

many other American publishers, this is the gospel truth, they used to send their, the pieces to be 

engraved to South Korea and they’re like little, what’s the right word, robots. They would see a 

symbol, they had no idea what note it was in western art music, but they would copy exactly what 

they see. So they had no idea. And I remember getting To Build a Fire back. Holsinger and I used 

to just go crazy. As I recall, the parts had 700 errors when I got them back. 

 

LE: 

Oh my gosh. 

 

MC: 

Yep, and the score maybe 200-300 errors. 

 

LE: 

Are you serious? 

 

MC: 

Yeah, that’s, I mean, you’re talking about weeks of proofreading. 

 

LE: 

Yeah, that’s why I’m flabbergasted at that. 

 

MC: 

That’s why, you know, when God created computers, it was really a good thing because- 

 

LE: 

So they really wouldn’t have musicians do that? 

 

MC: 

Oh no, no. I told you the story, Holsinger was working in his basement, I forget what piece, and 

they didn’t have air conditioning in that house when they were living in Texas and it was beastly 

hot. He’s perspiring up a storm in the basement and this fly is bothering him. So the fly lands on 

Holsinger’s score, [MC hits his desk hard] splatters the fly, can’t get it off of- 

 

LE: 
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The music.  

 

MC: 

He sends it to Korea and they replicated the fly guts. 

 

LE: 

A blob. 

 

MC: 

Yeah, they did. They said, “Oh, this must mean new Yankee symbol.” 

 

LE: 

That’s hysterical. 

 

MC: 

Yeah, seriously. 

 

LE: 

Cluster chord. 

 

MC: 

“What is this? What have they done here?” And he remembered. And they tried to replicate the 

look thinking it was some new notational thing for some dissonance or some special effect that 

the composer wanted. True story. 

 

LE: 

And most publishing companies were doing that, sending it to non-musicians to do the work? 

 

MC: 

Yeah. And a lot of it took place in Korea because the labor was so much cheaper. 

 

LE: 

I understand that, but like, you can’t... You have to be a musician to be able to do that. I did not 

know that. 

 

MC: 

I saw David at ABA. 

 

LE: 

How’s he doing? 

 

MC: 

Better, better. He’s not himself. I don’t think he’ll ever be himself, but he’s walking on his own 

with a cane. 

 

LE: 

Good. 
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MC: 

His spirits seemed good. 

 

LE: 

Good. I’ve never met him. 

 

MC: 

Oh, yeah. He’s a funny guy. 

 

LE: 

Yeah. 

 

MC: 

Good person. 

 

LE: 

All right. Well, that’s an interesting story. I did not know that. 

 

MC: 

Oh yeah. 

 

LE: 

So we’ll go back to that clarinet solo now. 

 

MC: 

Yeah, and the guy’s definitely, he’s definitely gone here. And this is just, I wanted something 

very placid, very sterile, something very dark. 

 

LE: 

Okay, so hang on. We’re talking about measure... We skipped ahead to 231. 

 

MC: 

Correct. 

 

LE: 

Oh no, that’s flute. Sorry. Where’s the clarinet solo? 

 

MC: 

Here’s clarinet right here. 

 

LE: 

Right here. You need measure numbers. 

 

MC: 

43, 42, 41, 40, 39, 38, 237. 

 

LE: 

So we really did skip ahead, okay. Okay. You don’t want to say anything else about anything 
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before that? 

 

MC: 

No, it’s just a matter of, not that I don’t. It’s just a matter of different ways to look at death I 

guess. 

 

LE: 

Okay. You have these... Back in 227, you have these fast, getting faster repeated notes again. 

Okay, I’m good. 

 

MC: 

And you’ve got the alto flute, the native kind of sound that comes back from the beginning. Quite 

a bit of alto flute. And then something lontano doloroso in the distance and sad with just one lone 

B-flat clarinet that can play with exquisite control. 

 

LE: 

And so what were you thinking there? 

 

MC: 

Just death, yep. Death. 

 

LE: 

On that alto flute solo a couple measures before the clarinet comes in, you wrote, “half tone flat” 

or “quarter tone flat,” and then “normal” right after that. Did you just want a quick dip? 

 

MC: 

Just want that one note bent, yep. 

 

LE: 

Just the one note? 

 

MC: 

Yep. 

 

LE: 

Because as a conductor, you know, it’s got “normal” pointing to that same note, so that’s why I 

was slightly confused by it. 

 

MC: 

Yep. It should happen right on the down beat.  

 

LE: 

So just a really fast note.  

 

MC: 

Yep. 

 

LE: 
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Oh, so you want the note to start a quarter tone flat. 

 

MC: 

Exactly. 

 

LE: 

That wasn’t clear to me the way that it’s notated. 

 

MC: 

I don’t know how else to notate. I mean, I put an arrow right at the beginning of the note, quarter 

step flat, and then normal by the time you get to beat two. 

 

LE: 

But it says normal with it going to the first note. It’s the same as what you have in yours. But see, 

so like it says “quarter tone flat” and then “normal” and they’re both on the same note. That’s 

why it was just slightly confusing. So you want it to start low and scoop up. 

 

MC: 

Yes, yes. Mine is read over beat two. Mine is more carefully placed. 

 

LE: 

Oh, but oh. See, that line is different than your line.  

 

MC: 

Yes it is. 

 

LE: 

If I had that, I’d be like, “okay.” 

 

MC: 

My line is superior. 

 

LE: 

Your line is superior, of course. So yeah, okay. It’s not quite the same, yeah. All right, cool. 

 

MC: 

There are a couple things from here that made it into The Shining City by the way, some 

rhythmic ideas and some harmonic ideas. 

 

LE: 

Oh good. Okay. All right. 

 

MC: 

Yeah, and then we come full circle here with the antiphonal solo woodwind instruments at 244. 

 

LE: 

You didn’t notate when they should leave the stage, but I guess it’s just after the last time they 

played. So is this kind of an effort to just bring the piece back home a little bit? Okay. And then 
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we’re left at 254 with the stars again.  

 

MC: 

Yes, yes. And you remember it at the beginning, that melody? [MC went to the piano and played 

the melody that starts in m. 44.] 

 

LE: 

Mm-hmm [affirmative]- 

 

MC: 

So that comes back here. 

 

LE: 

Displaced a little bit. [MC played the oboe part in m. 259.] 

 

MC: 

Yes. And then aha, a little more Dvorak. [MC plays the oboe part in mm. 261-262.] You see it in 

the oboe? 

 

LE: 

Yes. I’m not sure I would have gotten that one if you didn’t show me that though. It’s so subtle. 

 

MC: 

It is, it is. It had to be. I’m not one of those composers that likes to beat you over the head with it. 

I think the subtle nature of the music there, it works pretty effectively. 

 

LE: 

Yeah.  

 

MC: 

And it’s actually a straight major chord.  

 

LE: 

Wait a minute. Where is it a straight major chord? 

 

MC: 

I thought it was straight- 

 

LE: 

I heard it but I don’t have it notated. 

 

MC: 

I mean, there’s F. Yeah, F, A, C. 

 

LE: 

Right, but there’s a whole lot more. 

 

MC: 
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Not much. F, D, because this is a C score. Just a slight colored pitch there. But it’s 

overwhelmingly F major. 

 

LE: 

Well, look at what I have marked here. These are all the notes that are in that measure. There’s a 

lot of... There’s a few Fs, As, and Cs, but there’s a B and a D and a G. 

 

MC: 

Right. But the B is more of a suspension having to go to the A which is- 

 

LE: 

Yeah, no you’re right. 

 

MC: 

It’s overwhelmingly F major with added tones. 

 

LE: 

I heard it.  

 

MC: 

Yep. But that’s just another snippet of the Dvorak there. And looks like the English horn has the 

last word. 

 

LE: 

Yep. That’s still off-stage? Yeah. 

 

MC: 

Definitely.  

 

LE: 

All right. Can we go back and do a just a... I want to make sure that if I’m... how you think of the 

major sections. So can we just go quickly through? 

 

MC: 

I’ll try. 

 

LE: 

So we’ve got the intro to 16, and then we’ve got 16-42. 

 

MC: 

Of being man. 

 

LE: 

And then 42 starts a different large section. 

 

MC: 

Yep, a more beauty with nature rather than death. 
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LE: 

And then would you say that this kind of goes all they way to 84? 

 

MC: 

Yeah. Let me double check what 84 is. 

 

LE: 

Yeah.  

 

MC: 

Yeah, definitely. 

 

LE: 

Okay, and then where does the next main section start? Would you say 108 is man again? 

 

MC: 

Yes, 108, next major section. 

 

LE: 

And then 116 is this battle. We wouldn’t necessarily call it the next main section but- 

 

MC: 

Yeah, the struggle. 

 

LE: 

And- 

 

MC: 

Ill-fated struggle.  

 

LE: 

And that struggle goes on a long time. 

 

MC: 

Yes, sure. 

 

LE: 

Would you call... What would you kind of call maybe the start of the next main section? And if 

I’m trying to put things too much in a box, just tell me to be quiet. 

 

MC: 

No no no no. I think this whole struggle... I think I have the answer, Lisa. 207. 

 

LE: 

Yep. 

 

MC: 

Yeah. Yeah, 207 really, definitely starts a- 
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LE: 

We’re looking at the really large picture, yeah. And at 207, he’s dead. Or maybe he’s on his last 

breath.  

 

MC: 

I think he’s just wondering what he has done. And I don’t think he really dies until 243. 

 

LE: 

Oh really? 

 

MC: 

Yeah. You know, the dog catches the scent of death as I mentioned with that one high hit.  

 

LE: 

After 213, yeah.  

 

MC: 

223. But I think he actually does not expire. There are different phases of death. 

 

LE: 

When you freeze to death, it’s a long process actually. 

 

MC: 

Right, right. And I think this morendo, this triple piano low register one clarinet- 

 

LE: 

242. 

 

MC: 

... that’s where death is certain. Because this is where nature comes back in again. 

 

LE: 

Oh, in 244, yeah. 

 

MC: 

Yep. 

 

LE: 

Okay, I see that.  

 

MC: 

Yep.  

 

LE: 

And then the last couple bars in the tuneful percussion, and the piano and harp, is that more of 

stars? 

 

MC: 
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It’s the stars, yeah. That image just really resonated with me. I always love looking at the stars, 

especially on cold nights, because they’re so icy and clear, you know.  

 

LE: 

Thank you. 

 

MC: 

There it is. 

 

LE: 

Appreciate it. 

 

MC: 

Lot going on in that piece. 

 

LE: 

A lot going on in that piece. 

 

MC: 

Yeah. I’d love to have a crack at it again. 

 

LE: 

What would you do differently besides that one idea with the brushes on the snare? I mean, 

maybe not specific things you don’t have in mind, but what kind of... Is there a general thing 

that... Or would you just like to revisit the piece in general? 

 

MC: 

I would just really like to revisit it on a podium, yeah, to see what tempos I may modify and yeah.  

 

LE: 

Are there... Who premiered it, the, which- 

 

MC: 

The Army Band. 

 

LE: 

The Army Band. Were they able to take your fastest tempos? Yeah? 

 

MC: 

Yeah. They sure did. 

 

LE: 

I mean, it’s the Army Band, so. 

 

MC: 

Not quite as fast as I would have liked. Some of them... I think the players wanted to, but I didn’t 

think the conductor could quite do it. 
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Two American Canvases: March 3, 2019 

 

LE: 

Okay, so we’re just talking about some errata and yes, in “Illuminations” in measure 95, the tuba 

should be an E-flat.  

 

MC: 

Definitely. Shame on me. We composers have to be the final line of defense and I pride myself on 

being very thorough. 

 

LE: 

You are very thorough. You can’t ... 

 

MC: 

The ... 

 

LE: 

You’re human, though. 

 

MC: 

The parts with the manuscript are all correct but somehow, I let this one get by.  

 

LE: 

No worries, yeah. 

 

MC: 

Well, no, I do worry about it.  

 

LE: 

Well, yeah, so that’s why I’d like to put that in the paper, though. 

 

MC: 

Please do. Please do, I’d appreciate it.  

 

LE: 

Okay, and so you were talking about something at the beginning. And well, so I haven’t been 

asking you about that for every piece, though, but you have pointed out some things here and 

there. 

 

MC: 

Well, the tempo at the beginning of “Watchman” is just too darn slow. Was it 40 or 44, 

something? I forget the speed, but it’s way too slow. 

 

LE: 

Okay. I think we did talk about that now that I’m remembering. And then in Yosemite, I might 

put in there that you like to have in the piccolo in the one part, that one? 

 

MC: 
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Oh, an octave higher.  

 

LE: 

Yeah. 

 

MC: 

Yeah. Definitely. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

Definitely.  

 

LE: 

Okay, great.  

 

MC: 

Yep. 

 

LE: 

So, if you don’t mind, keep that in the back of your mind as we’re going through the rest of these 

pieces and I’ll make notes on those things as well. Alright, so here we’re gonna talk about “Two 

American Canvases.” 

 

MC: 

Yeah, this was composed on commission for the Kappa Kappa Psi commissioning project. They 

do a biennial commission and, was it 2009 I did this? Yeah.  

 

LE: 

Yep. 

 

MC: 

Yep. And Colonel John Bourgeois, who commissioned “Elegy,” was actually the conductor of 

that intercollegiate honor band. We met in Phoenix and as the composer, they asked me to 

conduct the premiere of “Two American Canvases.” So I shared the podium with Colonel 

Bourgeois, which was an honor and a lot of fun. The Washington Post just had a wonderful 

feature article about Norman Rockwell, one of my favorite American artists, as you can see. “The 

Four Freedoms,” one of his most enduring works, that I think he drew in 1943, and it was in 

response to, it was done for a war bond drive, actually, during World War II. And President 

Franklin Roosevelt gave a speech about the four basic freedoms that we cherish as Americans, 

and it really became, in retrospect, it really became the foundation of what eventually became the 

United Nations.  

 

LE: 

Hmm. 

 

MC: 
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So it’s a very important work, and my personal favorite has always been Freedom of Speech. 

There’s certainly nothing more important to America, in terms of what we stand for, than our 

citizens having the ability to speak freely about issues and things that they believe in passionately. 

And, I think as you look at the painting, here you have this almost Lincoln-esque, tall, working-

class person, you can see his hands are a little dirty. 

 

LE: 

His coat’s dirty. 

 

MC: 

Yeah. So, this is, I think, a quintessential town meeting in New England where you’ve got men 

with coat and ties on, maybe business men, professional people, and ears are very prominent, like 

they’re listening, okay, and I think Rockwell was very, very mindful of that to where everyone 

was really listening to what this working-class American citizen had to say about whatever issue 

that they were deliberating on in that town meeting. I had the pleasure of going to the Norman 

Rockwell Museum in Stockbridge, MA to get up close to these iconic paintings. He also did 

some, again, these were done in 1943, I believe, and in the early to mid-60’s he did some very, 

very powerful works on racism, of a little girl being accompanied by federal marshals to go in, 

being the first African-American child to be able to go to one of these high schools ... 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

... and also, one about the bigots and racial terrorists who were killing blacks in the South.  

 

LE: 

They made a movie about the first black female girl. Do you know about that? 

 

MC: 

Yeah, in Little Rock, AR. I’ve not seen the film, but I know ... 

 

LE: 

I’m not even sure it’s out yet, I think I just saw the preview, or read about it or something. 

 

MC: 

Yeah. Well, anyway. Norman Rockwell’s always been one of my favorites. He takes on 

quintessentially American subjects in his painting, and also sometimes those subjects reflect 

something very, very powerful. Sometimes they’re purely entertaining and cute, but at other 

times, like “The Four Freedoms,” it takes on some very, very important issues. And that’s really 

the bedrock of our of our democracy, what those things are, what the stand for. So the power of 

the visual arts working together with the power of music in this piece is what this is about. I 

didn’t have time to do three American canvases, and my wife, Libby, was disappointed because 

she had envisioned starting with the “Nighthawks” by Edward Hopper. You know what that looks 

like. 

 

LE: 

Mmhmm, yep. 
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MC: 

And then maybe to do a Jackson Pollock movement, something very abstract with the throwing 

the paint on the canvases and the drippings and all of that, that made a huge impact on me when I 

was in first grade when I visited the Art Institute in Chicago for the first time. So, had I had time 

to do three American canvases, it would’ve been based on Jackson Pollock’s ... 

 

LE: 

That would’ve been the middle one.  

 

MC: 

Yes, yes. I think we had to end with “Freedom of Speech.” But, yeah, so ... 

 

LE: 

Huh, cool. 

 

MC: 

I regret I just didn’t have time to do it. But again, look at, I mean, just with two, it’s twelve and a 

half already [minutes in length], you know?  

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

And, these can be performed separately. 

 

LE: 

Okay. 

 

MC: 

But, ideally together. The Freedom of Speech movement has its origins in a work for symphonic 

brass that I composed and it’s published by Kjos, and I got permission from Kjos to do this, and I 

made a special point of asking the people with Kappa Kappa Psi if they wouldn’t mind if I took, 

extracted, some thematic material from this work called “Legacy.” I thought it was just too good 

not to be used, I mean it works very, very well for brass and percussion ensemble. But I knew it 

would work especially well for symphonic band. So, some of the thematic material from 

“Freedom of Speech” comes from a work for symphonic brass and percussion entitled “Legacy,” 

which is also published by Kjos Music in San Diego. 

 

LE: 

That’s the piece Mark did [referring to a piece a colleague conducted on a recital]. 

 

MC: 

Yes. Exactly right. Yep. So I just wanted to be upfront about that. 

 

LE: 

When I listen to this, the both, at the beginning and the end of both movements, it feels like 

you’re just kind of setting up this atmospheric ... kind of time, a moment in time to reflect upon 

the paintings.  
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MC: 

Yeah. 

 

LE: 

Would you agree that that is something that was, was that conscious? Am I reading, kind of ... 

 

MC: I think so, Lisa. I think you’re dead-on. Interestingly, both of the works come within one 

year of each other. I think Edward Hopper did “Nighthawks” in 1942, arguably one of the darkest 

years in U.S. history because we weren’t sure which way the war as gonna go then. The Japanese 

were overtaking the Pacific and we had neglected our defenses so much, so it was a very dark, 

uncertain year in U.S history, 1942. The tide of the war started to turn with ‘43, which is when 

Rockwell did his works. So they’re two works that I think are pretty much polar opposites and it 

has to do with the chronology. But the “Nighthawks,” I’ve always loved that painting and what I 

tried to do in that is just conjure up that late-night diner, to where you’ve got people sitting 

around a lunch counter, very bright lights but you can see it’s dark at night. But you never really 

see any expression on the people’s faces. It’s very still. I’ve always wondered, there’s one woman 

in there and I think she is of questionable repute, if you will. 

 

LE: 

Is it okay if we pull it up on your computer? 

 

MC: 

Sure. 

 

LE: 

To look at it up close. 

 

MC: 

Sure, I don’t think I’m on yet. I didn’t ... I wonder if I have a copy of it. 

 

LE: 

Because I know how important it is at the ... Well, I was able to perform this with you twice. We 

did it at VEMA [Virginia Music Educators Association conference], and then we did it in 

Schlesinger [concert hall] as well. 

 

MC: 

Certainly did.  

 

LE: 

Both times, the images were portrayed for the audience. 

 

MC: 

Yes. 

 

LE: 

So I know that that’s important to you. 

 

MC: 
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Yes, it is. 

 

LE: 

So I thought it might help us a little bit to pull it up while we’re talking about it too, or it would 

help me. 

 

MC: 

There we go.  

 

LE: 

Mmm. So that’s the woman you were talking about, in the red? 

 

MC: 

Uh huh. Yeah, I’ve often wondered about her. But you can see there’s no real facial, they’re kind 

of blank and you’ve got this very, very bleak, it’s bleak. This guy’s got his back turned and you 

really can’t figure out what they’re saying or doing, and you’ve got the guy that’s serving them. 

It’s a very ambiguous work. 

 

LE: 

Mmhmm. 

 

MC: 

Quintessentially American, Hopper was, I think, way ahead of his time. 

 

LE: 

Mmm. 

 

MC: 

Yeah. But I think it reflects the darkness that the country was feeling at that time, of the 

uncertainty of the war. Yep. So how many different tones does this start with? Harmonically 

pretty unstable. [Camphouse went to the piano and played the pitches at the beginning.] So, it’s 

not twelve-tone, but it’s on the way of all of the notes of the chromatic scale having equal 

emphasis. Well, let’s see. Hold on here. [Camphouse plays notes from the score on the piano.] 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

One, two, three. Four. Five. Six. So, it’s pretty atonal.  

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

I do [continues to play notes from the score on the piano]... you know so we’ve got, yeah, it’s, it 

begins very atonally. Yeah, and it’s very, very spread out in terms of the orchestration, in terms of 

where these tones come in. 
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LE: 

Mm-hmm [affirmative]. So that’s kind of to portray the uncertainty, or the vagueness, of the 

scene. 

 

MC: 

Right. The uncertainty of the scene, and I think probably ... yeah, and then we have the jazz 

element.  

 

LE: 

Yeah, so talk about that for a minute, because that’s pretty uncharacteristic for you. 

 

MC: 

Yes, it is. 

 

LE: 

But it’s kind of like, you know, this, it reminds me of kind of like this film noir kind of thing. 

 

MC: 

Mm-hmm [affirmative], yeah. 

 

LE: 

So is that what you’re going for, a little bit? 

 

MC: 

I think so, I think so. Yeah. It just seemed right. And I think, probably ... This is almost 

impressionistic here, with ... 

 

LE: 

At 42. 

 

MC: 

... the rustling, the tremolo in the woodwinds. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

Yeah. It’s very harmonically unstable and there’s some pretty strong hints of atonality at the very 

beginning, in a pointillistic, it’s set up pointillistically, which adds to the harmonic instability. So, 

it’s not quite purely, in the Schoenberg or Webern sense, totally atonal, but it’s pretty darn close 

and that was very intentional. Because I see this as being a very unstable environment, and 1942 

was a very unstable year for us because we weren’t sure which way the war was going to go. 

 

LE: 

So what was happening in the country at the time was very much on your mind. 

 

MC: 

Yeah, absolutely. 
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LE: 

During composing this as well. 

 

MC: 

Yeah, it had to be.  

 

LE: 

For you, but looking at this painting, like not necessarily everybody would be thinking about 

what was going on with the war as well. 

 

MC: 

Unfortunately, we don’t know what Hopper was thinking. 

 

LE: 

Yeah. 

 

MC: 

I think his intent was more, just, visual art. To try to, again, the contradiction is how dark it is 

outside, but how bright it is in there. But amid that brightness, these characters really aren’t 

interacting and we really don’t see any facial expression. They’re just sort of figures. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

So, I always found that rather intriguing. And I think I talked about that in the program, though, 

did I? Amidst an enveloping darkness, the four individuals in a seemingly isolated, but brightly lit 

Greenwich Village restaurant do not interact; they exist in an emphatic solitude. When asked 

about his intentions in the painting, Hopper commented, “ ‘Nighthawks’ seems to be the way I 

think of a night street. I didn’t see this particularly lonely, but unconsciously, probably, I was 

painting the loneliness of a big city.” 

 

LE: 

Yeah.  

 

MC: 

So. Yeah. And I took that a step farther in trying to figure out what was happening nationally at 

the time. Well, we had the most hideous war in the history of mankind happening, and that had to 

be factored in. Some of the bigger moments reflect that. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

Starting here. 

 

LE: 

At 50? 
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MC: 

Mm-hmm [affirmative], yep. 

 

LE: 

Mmm, mm-hmm [affirmative]. 

 

MC: 

And some of this material is stated later in a more lyrical way, but here it’s stated very forcefully 

... as in, the war. 

 

LE: 

I put that as the climax of this movement. I don’t know if you agree with that or not. Or, one 

climax, at least.  

 

MC: 

Well, I see why you did that, but again, beware of thinking that climaxes are only the big 

passages. 

 

LE: 

Right. 

 

MC: 

Going back to “Rosa,” I’m not sure I talked about this enough. 

 

LE: 

Yeah, you did. 

 

MC: 

How there are two climaxes in that piece, one dynamic ... 

 

LE: 

And one emotional. 

 

MC: 

Yeah.  

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

Yeah. 

 

LE: 

And that softer ... 

 

MC: 

And that one, the soft ... right. 
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LE: 

... comes after, comes pretty soon after. 

 

MC: 

Yeah, and that’s usually not the way we define climaxes, in terms of conducting class and that 

kind of thing. But yeah, sometimes climaxes, Mahler was famous for some of his climaxes, sure, 

being vast and huge, but at other times, very introspective and very lean.  

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

Very, very sensitive. So. But, two polar opposite paintings, as I see them. And I tried to reflect 

that through sound. Greenwich Village was very, very famous for jazz nightclubs. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

Which is maybe why that brief jazzy part is there. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

As kind of a tribute to that. 

 

LE: 

It still is.  

 

MC: 

Yeah. Sure. 

 

LE: 

I think Blue Note’s there [referring to a famous jazz club in the Greenwich Village neighborhood 

in New York City].  

 

MC: 

Yeah. And it ends like it begins. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

Quite atonally. Not quite a twelve-tone row, but very much almost on the way. Yeah. I think ... 

you could say almost that 81 is kind of a climax, too, with that, it almost is like a cluster in the 

right hand on piano, but it’s actually bi-tonal. Good for you [looking at my notes in my copy of 

the score]. And, it certainly doesn’t end major. It just ends with lots of stacked chords. 
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LE: 

Mm-hmm [affirmative]. 

 

MC: 

This movement is my favorite because it reflects my view of America, my view of those four 

freedoms, and if there were, with the possible exception of the Reagan piece, this is, I think, I saw 

Reagan as a very strong leader but I saw him as a very wholesome man. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

And I think my music has a certain wholesomeness in the Reagan piece. And probably this would 

be the second-most wholesome piece that I’ve done. It had to because of the wholesomeness of 

the photographs, the wholesomeness of that aspect of the American character.  

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

So. 

 

LE: 

Hmm. 

 

MC: 

I think that that has to be stated clearly here, in terms of what I was trying to portray through 

sound: a wholesomeness in the American character that I think is unique. 

 

LE: 

Okay. 

 

MC: 

Yeah. But ask away for any specifics. I don’t know ... the unaccompanied trumpet solo here [mm. 

15-23], I think the trumpet portrays a lyrical, but still unmistakably masculine kind of “here we 

go” with those some of those words, so I think I went through that period here of, “what’s unique 

to the American character? How can I best replicate that and get that through to the listener?” 

And I think solo trumpet has a certain elegance, it has a certain masculine quality, but also very 

lyrical. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

And I love working with chimes [referring to the chimes part in the first few measures of the 

second movement]. The pitched percussion instruments here really add, and that’s where I 

learned a lot of some of the English composers. Benjamin Britten is so skilled at using chimes. 
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LE: 

Mm-hmm [affirmative]. 

 

MC: 

To offset something, or to reinforce it as well. So, chimes are neat instruments, just love them. 

They always factor in heavily with most of my music.  

 

LE: 

As do vibes and piano and ... 

 

MC: 

Mm-hmm [affirmative]. 

 

LE: 

Even ... 

 

MC: 

Mm-hmm [affirmative]. 

 

LE: 

A lot of times crotales ... 

 

MC: 

Right. 

 

LE: 

Just for color.  

 

MC: 

Right.  

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

Exactly. Exactly. 

 

LE: 

I feel like studying your pieces has given me a great composition lesson. 

 

MC: 

Good! I’m glad to hear you say that. 

 

LE: 

Yeah, yeah, it’s good. This is kind of a restatement, a little bit of that trumpet thing and the 

bassoon there [referring to the bassoon part in measures 32-37 is an echo of the trumpet solo in 

measures 15-32]. 
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MC: 

Right, right. It’s a very, very important line and I think bassoon says it very well.  

 

LE: 

Mm-hmm [affirmative].  

 

MC: 

In a, I think, a flattering register.  

 

LE: 

And then where did you, can you talk about your thoughts in this melody at 38? 

 

MC: 

This melody really is almost, it serves two purposes. I think it transcends to the main theme of 

this movement, which comes in with the pick-up to 47. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

I see this more as introductory slash transitional. I guess, I guess more introductory. 

 

LE: 

Okay. 

 

MC: 

Okay? 

 

LE: 

Because it does come back around a little bit later. 

 

MC: 

Yes, it does. 

 

LE: 

Okay. 

 

MC: 

Yes, at the very end. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

Yeah. Very importantly. But, yeah. I’m ... 

 

LE: 

Oh. Yeah. 
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MC: 

I’m very fond of this melody, I think it is ... 

 

LE: 

At 47. 

 

MC: 

... so American, it is so wholesome, it is so warm. I think that it says that. At least, that was my 

goal. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

I think it’s quite Copland-esque, in a way. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

In terms of his ‘30s and ‘40s lyricism. ‘40s, you know? 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

So. 

 

LE: 

Yeah. 

 

MC: 

It makes sense to try to draw on that kind of style of looking back, but looking back, I think, with 

some occasionally fresh sounds, too.  

 

LE: 

Mm-hmm [affirmative]. Very tonal. 

 

MC: 

Mm-hmm [affirmative], yeah. It’s everything the first movement is not.  

 

LE: 

Mmm, mm-hmm [affirmative]. 

 

MC: 

And that was very much by design and I would’ve been able to up the ante, if you will, by doing 

the Jackson Pollock, too ... 
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LE: 

Mmm. 

 

MC: 

... which never happened. Maybe, at some point, Kjos would agree to do an additional portrait 

purchase singly to complement these two.  

 

LE: 

Hmm. 

 

MC: 

It’d be an interesting project at some point. 

 

LE: 

Yeah. Can we talk a little bit about this section in here? 

 

MC: 

Yeah.  

 

LE: 

Maybe even going into it a little bit. I don’t ... 

 

MC: 

Yeah, this is supposed to ... 

 

LE: 

This is at 67. 

 

MC: 

Yeah. You’ve got this little discussion between the trombone choir and the trumpet choir here 

going on. Not a battle, I think, more just of a conversation, but it’s quite marshal in character. 

And I think that was… 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

... by design. Lots of added tones. Yeah. So, yeah. It says marcato, but I really wanted it to be 

marshal and really loud, which is why I gave it to those instruments. [Singing m. 72 starting on 

beat 3 through m. 73] beam, bah bom bum bop bop bum bom, beam bom bom, with the timpani 

there. Again, vibes. But, the timpani, very, very briefly, still being thematically very important. 

Another very, after this, really vast sound here. 

 

LE: 

At 80. 

 

MC: 

Yeah. The largamente, I use that word so commonly in my music, which means broadly, of 
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course. And then this very, very dissonant chord here [referring to m. 86]. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

Suddenly gives way to something more serene and pastoral [referring to the passage that starts in 

m. 87]. Again, very Copland-esque with, I mean this could be right out of “Appalachian Spring” 

with the one bassoon and it’s a beautiful woodwind trio sound, with the two clarinets only and 

bassoon. 

 

LE: 

Mm-hmm [affirmative], and it comes back around again. 

 

MC: 

Right.  

 

LE: 

It gives you that ... 

 

MC: 

Right. 

 

LE: 

Kind of ... 

 

MC: 

Yeah. 

 

LE: 

... full circle feeling. 

 

MC: 

Right. Yep. So here’s the use of that introduction to the main theme of the movement: [singing 

the French horn part in mm. 99-103] beeeeam, bom baddabom bom ... 

 

LE: 

Yes. 

 

MC: 

... bahhh dee. Bom, bom boddom, bom beeee. And then one last hint of [referring to the pick-ups 

to the last two measures in the 1st and 2nd clarinet parts and singing the first few notes of the first 

theme that was introduced in starting in m. 15]: yom, bah bahhh daa dom. And it’s important that 

that be drawn out. 

 

LE: 

Mm-hmm [affirmative]. 
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MC: 

To remind the audience. So much of what we do as conductors, visually, has to register ... 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

... with the audience. And that really has to be emphasized. You just can’t beat time there.  

 

LE: 

Mm-hmm [affirmative]. Were you thinking in, in ... hmmm ... Sorry ... So, would you say that, 

really, the main theme, fully stated, doesn’t come in until 47? 

 

MC: 

Yep. That’s exactly right. 

 

LE: 

So you kind of call all the way up to 47 ... 

 

MC: 

Yeah, there’s some foreshadowing. 

 

LE: 

... introductory-like ... 

 

MC: 

Right. 

 

LE: 

Right, sure, I mean it’s the, all the time the solos come in it’s parts of that. 

 

MC: 

Mm-hmm [affirmative]. 

 

LE: 

But, okay. And then ... maybe a different section starts here at 67? 

 

MC: 

Yep. Yeah, a different section but still the same thematic core ... 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

Be-yomm, bom bom. Bom, bom ... 

 

LE: 

Bummm... 
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MC: 

It’s just the variation of that very lyrical tune, here in a more strident, dissonant, marshal 

character. 

 

LE: 

Mm-hmm [affirmative]. And the conversation ... 

 

MC: 

Mm-hmm [affirmative], right. 

 

LE: 

... adds a different element to it as well. 

 

MC: 

Right, right.  

 

LE: 

And then I guess I would say that ... it kinda culminates here. Builds to here at 80. 

 

MC: 

Yeah.  

 

LE: 

That section, 80.  

 

MC: 

That is a definite climax. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

And it’s a loud one. 

 

LE: 

Yeah. The one before 87, yeah.  

 

MC: 

Again, a climax that is very, very dissonant again because of what was happening in the world. 

 

LE: 

I mean, look, that’s [points to all the pitches notated in the score] ...  

 

MC: 

Good grief. 

 

LE: 

So yeah. I mean just so that I know what’s goin’ on, I write it down, but that’s what it is, so. 
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MC: 

And, what is needed after this is something that is so transparent and so delicate and just, I just 

can’t think of a better way to contrast this huge, vertical sonority here, whatever the chords are 

[m. 86] ... 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

... with something that’s so simple. 

 

LE: 

At 87, mm-hmm [affirmative]. 

 

MC: 

Simple. Like that man up there. Just simple. [MC points to a copy of the painting Freedom of 

Speech by Norman Rockwell hanging on his wall.] 

 

LE: 

Mmm. And then so, would you call from 87 to the end a concluding section, then? 

 

MC: 

Sure would. 

 

LE: 

Mm-hmm [affirmative].  

 

MC: 

Yeah, because the music never rises again. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

Dynamically. Definitely. Yep. Yeah, notice I don’t use third trombone. Euphonium sound blends 

much better with the tuba, the trombones, and just two horns, not four. So I’m very, very 

painstaking in who I have play final chords like that. 

 

LE: 

And why is that here? In this specific situation, for a little bit less volume? Or, what do you ... 

 

MC: 

Just, just the perfect blend. 

 

LE: 

Mmm, okay. 

 

MC: 
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The perfect blend. The perfect, well-balanced blend. Yeah, I didn’t put the fifth of the chord in 

the clarinets. I just, a third and the root. 

 

LE: 

Mm-hmm [affirmative].  

 

MC: 

So I like to play around with it a lot and pretty much know what it’s gonna sound like, and 

usually 90, 95 out of a hundred times I get exactly what I was counting on. 

 

LE: 

Mm-hmm [affirmative]. Well, it ends very, kind of, at peace and restful here. 

 

MC: 

Very serenely, right. 

 

LE: 

And so that adds to the thought that you’ve got the third there, and it’s not the fifth. 

 

MC: 

Right.  

 

LE: 

So. 

 

MC: 

Exactly right. Good observation.  

 

LE: 

Well, thank you. Concluding thoughts on “Two American Canvases?” 

 

MC: 

Yeah. I think ... work to be continued, with possible Jackson Pollock movement. 

 

LE: 

Okay, I look forward to it.  

 

MC: 

Me too.  

 

LE: 

Great. Want some lunch?  

 

MC: 

I would love that.
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Watchman, Tell Us of the Night: February 22, 2019 
 

LE: 

Okay. We’re recording. Let’s talk about Watchman. 

 

MC: 

Very good. 

 

LE: 

Do you want to just start about your thoughts about how this piece came to? 

 

MC: 

Yeah. I think it goes back to ‘93. It was commissioned by the St. Louis Youth Wind Ensemble, 

and they commissioned three composers that year, as I recall, and the three of us had one 

particular assignment with the commission. It had to reflect an aspect of the human condition. 

One composer, John Cheetham, who’s famous for a brass quintet, he was from the St. Louis 

metropolitan area, and he chose to write a piece that talked about the serious floods that plagued 

the St. Louis metro area that year. My understanding is that David Gillingham was another of the 

three of us commissioned, and David apparently chose to write a work dealing with the AIDS 

epidemic. After giving it much thought, I decided to write a piece dealing with the sensitive issue 

of child abuse and neglect. Our twin daughters were, I think, five at that time, and it just struck 

me that not a single day goes by to where you don’t hear some ghastly story on the television or 

the radio, or read it in a newspaper or a magazine, of this thing called child abuse and neglect, 

which I just don’t understand how it’s possible that grown up people would abuse a child in any 

way, psychologically or physically. 

 

MC: 

I knew right from the get-go, although I wanted to say something about this. You know it’s there 

and you know it’s pervasive. I really didn’t know a whole lot about it, so I tried to do some 

homework, some research on it, and I contacted the National Center of Child Abuse and Neglect 

here in Washington DC. I was teaching at Radford University at the time, 275 miles south of 

here, and I spoke with the director. Her name was Dr. Eleanor Wagner, and she invited me up, 

and it wasn’t the, “See, I’ll spend 10 or 15 minutes with you, buddy. See you later.” We had 

lunch together. She spent the better part of the afternoon with me, telling me about this 

nationwide epidemic. I left her office with a stack of pamphlets and brochures, and reports about 

child abuse and neglect. I read every single one, and I’m not sure that it still computes, just what a 

terrible thing it is. The statistics are very compelling. It’s not so much the thousands and 

thousands of cases that are reported each year, but the ones that are not reported, that figure is 

staggering. 

 

LE: 

On a personal note, I can relate because when I was younger, I was unaware of this issue, but 

when I became a teacher, I had students confide in me, and I’ve had friends confide in me now, 

just as we’ve gotten older, and have had more life experience. It really is mind-blowing how 

pervasive this problem is, because if I ... I can think of probably 10 people off the top of my head 

who have confided in me, and so how many have not confided in me that I know? 
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MC: 

That’s the thing that’s particularly disturbing. When I’ve conducted this piece, particularly when 

I’m on the road, guest conducting, statistically out of a band of 100 kids in a typical high school 

honor band, or a collegiate ensemble, there’s a handful that have suffered this terrible thing. I’ve 

had students come up to me during breaks of rehearsals, and after rehearsals. I’ll never forget, one 

girl came up and put her hand on my arm, and she looked me straight in the eye and she said, 

“Mr. Camphouse, I’m one of your children,” was the way she put it. I’ve had conductors confide 

this in me, and I can’t imagine having a person that had been abused conducting this piece. It 

takes, I think, enormous courage to do that. I will say that there have been some people that make 

assumptions, that, “Camphouse wrote this piece because he himself perhaps was a victim of child 

abuse and neglect,” and nothing could be further from the truth. I had the best parents, so no. It’s 

nothing like that, but I think it’s after Libby and I had the twins that I felt especially drawn to that 

issue, and if my music can dissuade a person from doing something terrible, just one person from 

doing something terrible, it’s worth it. 

 

MC: 

Although my work A Movement for Rosa remains my bestselling work, this work definitely 

generates the most email traffic from young people, from adults, who have either heard the piece 

or who have performed the piece. 

 

LE: 

Okay, great. Can you tell me, how did you think to use the hymn? 

 

MC: 

Well, I’ve always been very fond of that particular Thanksgiving hymn. “Come, ye thankful, 

people, come.” That’s the way I know of it, but it was almost eerie, when I did a little research on 

that hymn, that it’s known by another title: “Watchman, Tell Us of The Night.” The first stanza, I 

think, of the text of that, yeah. Here it is. I think it’s eerie. “Watchman, tell us of the night,” night 

being a very, very important word here, “for the morning seems to dawn. Traveler, darkness takes 

its flight, doubt and terror are withdrawn.” There are some very powerful evocative words in that 

setting of the hymn, and I just knew that had to be the title of the piece. 

 

LE: 

And it fit. Then can you tell me a little bit about taking motifs and ideas from the actual hymn 

tune? 

 

MC: 

I think the interval of the third, I’m told, [sings a descending major 3rd and repeats it a few times], 

is the first musical sound that a child makes. I don’t know if it’s- 

 

LE: 

I’ve heard that as well. 

 

MC: 

Yeah. That was also kind of eerie to me. I didn’t know that until after I’d written the piece, 

actually. I don’t know why I was so drawn to that interval, but it all seemed to make sense. 

 

LE: 
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Could you tell me if you think that I have kind of the main big sections correct in here? 

MC: 

Sure. First of all, let me clarify, the opening tempo is way too slow. 

 

LE: 

Thank you. 

 

MC: 

Yeah. Way too slow. 

 

LE: 

What would you put it at? 60-ish? 

 

MC: 

Oh, probably 56. Definitely under 60, but the composer tempo at the piano, it felt right when I 

was composing it, and then when you actually get up on the box, on the podium, and rehearse it 

with wind players who have real lungs- 

 

LE: 

And reed issues, and air, and yeah. 

 

MC: 

Yeah. It’s just too darn slow. 

 

LE: 

Okay. 

 

MC: 

The piano plays a very, very important role in it, as a coloristic instrument. 

 

LE: 

Absolutely. As it always does in your music. 

 

MC: 

Well, frequently, yeah. Yeah. Frequently. That’s correct. 

 

LE: 

Yeah. I’m starting to really see how your use of percussion and piano adds to what you’re doing 

for color and timbre. I think you’re great at writing percussion, and so- 

 

MC: 

Well, piano of course is a percussion instrument, and it just seems, when you think about it, every 

school, big, small, medium, good, bad, might not have an English horn or an alto flute, or 

crotales, but it sure as heck, there’s a piano somewhere in the school building. 

 

LE: 

There was a piano in my high school band room, so yeah. 
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MC: 

Yeah. Yeah. I fail to understand why the piano is not a more common instrument used in the 

symphonic band texture. I think it should be. 

 

LE: 

Okay. Well, if we just kind of take an overview look at the entire piece, I put the second main 

section starting at about measure 88 here. This seems like kind of this introduction to the dark 

section, to me. Can you- 

 

MC: 

Yeah. I think there is an introduction, and a rather lengthy, expository introduction. I think the 

first main theme that’s heard in its entirety occurs at 41. It’s a very lengthy introduction. It’s 40 

measures that I would call introductory, that either presents ... Well, foreshadows themes, but I 

think 41 is a-, and I like my music to sing, and this is very lyrical. It’s somber, but poignant. Now, 

you were drawing a line somewhere else. Where was that? Was it 80-something? 

 

LE: 

I was kind of thinking that maybe section two started around 88? Because it starts to get pretty 

dark. This is kind of like an intro to the dark section. I don’t know. Can you tell me what you 

think about that? How you view it? 

 

MC: 

I think I might view 88 more as a transition from going from section one to section two, which I 

think probably is 103, the con moto. Again, it’s been a long time since I’ve... I think I probably, 

once upon a time, did a fairly taut structural analysis of this. I don’t know where those notes 

would be, but something is telling me after the lengthy 40-bar introduction, you’ve got the main 

theme, and I view 81, I think, more as a transition that leads- 

 

LE: 

88. That’s a small score. 

 

MC: 

It sure is. 

 

LE: 

88. 

 

MC: 

88. Thank you. I think 103 structurally is the next big chunk of music. I think that’s probably a 

transition, though, at 88. 

 

LE: 

Cool. I was thinking very similarly, 88 as like an introduction to the- 

 

MC: 

Yeah. Yeah. 

 

LE: 
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I was thinking similarly. 

MC: 

Rather than setting the stage or something, I see it as the end of something, moving toward the 

beginning of the new section. 

 

LE: 

It turned pretty dark in here. This is really interesting, here, to me. We’re talking about the section 

at 139. 

 

MC: 

Yes. I can remember it was a very hot summer afternoon when we were living in Christiansburg, 

Virginia, when I was on faculty at Radford University, and my wife was there at Virginia Tech as 

well. Hotter than heck summer. No air conditioning, and I worked the harmonization of this hymn 

the better part of an entire day, particularly at 147. I’m proud of that harmonic setting of the hymn 

there, in particular. But what goes on, in solo flute, we have that, again, descending third idea. 

[Singing]. Then we have the orchestra bells, foreshadowing the melody there [m. 137]. What we 

have going on at 39 [he’s referring to m. 139], we have two solo B-flat clarinets, and two 

bassoons. This little woodwind quartet, sounding the “Come ye thankful, people come,” also 

known as “Watchmen, Tell Us of The Night.” It’s pretty much heard in its entirety there, and 

they’re in G major for the most part. The woodwinds are in a distant tonal center, B major. 

 

LE: 

I’ve written it out here. Yeah. 

 

MC: 

Yeah. 

 

LE: 

It’s just fifths. 

 

MC: 

Yes. Yes. Then the- 

 

LE: 

Chimes. 

 

MC: 

The chimes are G major, together with bassoons and clarinet, but it’s canonic. They’re offset by a 

half a bar, by two beats. I found that worked pretty well. It’s quite a transparent texture there with 

different harmonies, poly-layered harmonies, much like Ives, actually. I think he was my example 

here harmonically. I just love stacking different harmonies, pitting one against the other, so 

there’s a lot happening there, but I think that canonic idea, the canonic treatment of the hymn is 

pretty effective, and it requires a very conscientious conductor to get the balances just right, 

because two bassoons and two clarinets over, even though the trombones, the low brass are 

pianissimo- 

 

LE: 

They’re still firing. 
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MC: 

Yeah. They’re in E-flat. The hymn’s in G, and then this sort of dances around in various tonal 

areas [referring to the motive in the flutes, piccolo, saxes, piano, and vibes]. It takes a lot of work 

to fine-tune that, in terms of balance, to hear all of those distinctly different lines. 

 

LE: 

Do you want to hear them pretty evenly? 

 

MC: 

Yeah. I think probably the hymn tune in the clarinets and the bassoon, and then chime- 

 

LE: 

Should maybe come out a little bit more than that motive? 

 

MC: 

I think that should come out a little bit more, which might be why I mark them mezzo forte, well I 

mark the chimes mezzo piano, so mezzo forte, piano with the upper woodwinds, and pianissimo 

for the low brass. So, I’m always sending those dynamic signals to the conductor for the very 

reason that you brought up here, “Which should be more dominant?” And the hymn tune should 

lead the way, followed by the other things, and they’re marked appropriately with lower dynamic 

levels. 

 

LE: 

This could be in a horror movie. 

 

MC: 

Oh, you think? 

 

LE: 

I do. 

 

MC: 

Oh. 

 

LE: 

I’m not a horror movie fan. 

 

MC: 

Nor am I. 

 

LE: 

I don’t watch them, but I know what they do. Musically, they take these childlike tunes, like this 

one that you have in the yellow here [the motive in the flutes, saxes, piano, and vibes that starts in 

m. 140], and they twist them, and they make them ... And that’s exactly ... I don’t know. I just- 

 

MC: 

Make them a little sinister? 
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LE: 

Yeah. 

 

MC: 

Yeah. 

 

LE: 

In my opinion, this is the darkest moment of the piece, in here [referring to this section starting at 

m. 139]. 

 

MC: 

Interesting. Interesting. 

 

LE: 

Do you agree or disagree?  

 

MC: 

I actually, although I resisted the temptation of a Hollywood cheap shot, there’s no graphic 

violence in this piece, you know? 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

I think one of the darker moments in the piece, probably starting with this trombone solo. This 

music gets very angry. It gets very intense between 128 and the senza misura [m. 133], so I see 

that ... Yeah. You have “dark and sinister” marked here [m. 134]. “Darkest moment” there [m. 

139]. I see this as being a little more disturbing, a little more forceful, a little more angry, starting 

at 128. 

 

LE: 

I see why you say that. 

 

MC: 

Yeah. This [m. 139], a little less so. It’s dark, but I don’t think as dark. There’s some hope here 

along the way, somehow. That hope is clarified with the arrival of this hymn setting at 147 that 

I’m especially proud of. 

 

LE: 

Yeah. 

 

MC: 

I’m not one of those composers that just slams through things. Between 147 and 161 took me the 

better part of the day to harmonize, just back and forth, agonizing decisions. “This passing tone, 

do I keep this common tone? Do I really want to do this harmonic shift here?” It’s just one phrase 

of a church hymn that took me the better part of a day to get just right. 

 

LE: 
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Since you said that you’re proud of the harmony here, can you tell me, were you thinking in 

chords like this? 

 

MC: 

Absolutely, positively not. 

 

LE: 

I figured. That’s gonna be almost always your answer when I ask that.  

 

MC: 

I think I’m pretty consistent about that. 

 

LE: 

I’ll ask it less and less. 

 

MC: 

You can ask it as much as you want, and there are always exceptions I suppose, but this, no. It 

subscribes to absolutely no formula. 

 

LE: 

You’re just sitting at the piano and using your ears, and saying, “I like this, and this works, and 

this is how it should go.” 

 

MC: 

Exactly. Exactly. I’ll play through the original a couple of times and say, “How can I mess around 

with that? How can I change this? How can I enrich it? What should I just leave alone and respect 

the way it is?” But no. There’s no formula. No. 

 

LE: 

Cool. I had the third section maybe starting here, because it does start to get brighter and more 

hopeful. 

 

MC: 

Mm-hmm [affirmative]. Mm-hmm [affirmative]. 

 

LE: 

Would you agree with that, or would you say it starts somewhere else? 

 

MC: 

I think the largamente here [m. 161] is more of a double bar line signal to the conductor, because 

of the huge change in dynamic intensity, the entire ensemble is playing there, so yeah. I see this 

[m. 147] as more of a pastoral continuation of this idea [the hymn tune], and then this is 

something more different at 161, the largamente. 

 

LE: 

Mm-hmm [affirmative]. Well, I loved ... You had lots of great things to say about this. I really 

liked what we did last week. Can we just start at the beginning and have you talk through it a 

little bit? 
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MC: 

Sure. 

 

LE: 

I think these recordings are gems, so I appreciate it. 

 

MC: 

My pleasure. I think the very opening, which is very sparse, very transparent, and very much in 

the distance, it’s trying to portray innocence. That’s really the most I can say. There’s some nice 

harmonic blurring going on with an E open fifth, an F open fifth, eventually is at a C open fifth 

concert pitch-wise in the clarinets. Alto sax, and flute, and piano goes together so nicely with the 

orchestra bells, with rubber mallets, notice, and then the crotales, crotales very delicately there. I 

got up at 4:00 today, so I’m struggling, but yeah. I think this whole thing is about innocence at the 

beginning, and the introduction continues, and it gets a little more rhapsodic, a little freer at 29. 

It’s still motivically based on the opening passage. 

 

LE: 

Yeah. 

 

MC: 

This little saxophone solo here with the French horn sustaining on the B concert [mm. 39-40], it’s 

just kind of a link, if you will, into the first major section. I suppose I could call this A, in a way, 

or section one, that follows that 40-bar introduction. A 40-bar intro is a pretty big chunk of music. 

 

LE: 

Especially at this tempo. 

 

MC: 

Right. Right. By symphonic band music standards- 

 

LE: 

Sure. 

 

MC: 

... that’s quite a lengthy introduction, but it all has to do with proportion. It seemed to work okay. 

I don’t think it was too lengthy of an introduction, but I really wanted to set the stage in terms of 

the programmatic element, what the piece is about, what it speaks to, what it hopes to help 

prevent, and yeah. It just took a while to say what I wanted to say. This is one of my longer 

pieces. It’s about a 15-minute piece? 

 

LE: 

I think so. Yup. 

 

MC: 

I forget the duration. Yeah. About 15. Actually, probably more like 14, urging conductors not to 

take the opening so horrifically slow as the composer indicated when he was younger and more 

foolish than he is now. Yeah. Yeah. This is all very lyrical, molto espressivo. It’s probably one of 

the compositional things that I’m best known for. 
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LE: 

Yeah, definitely. 

 

MC: 

The music is warm, it’s lyrical, it sings. That’s what I was after here [m. 41]. 

 

LE: 

Okay. Any programmatic element to your thoughts here [m. 41]? 

 

MC: 

No, I don’t think so. Nothing in particular. 

 

LE: 

Just the first theme, something different after the intro? 

 

MC: 

Yeah. Yeah. I think when Claude Debussy wrote Afternoon of a Faun, it’s not a bar by bar, blow 

by blow description of this little deer frolicking in the underbrush on a hot, sultry day. It’s giving 

a general impression of a mood that Debussy does so masterfully in that pioneering work. What 

I’m doing here is just giving a general impression of beauty and innocence. 

 

LE: 

At 41? 

 

MC: 

Yeah. The introduction is one of innocence, and then 41 is one more of lyrical beauty. Yup. I 

guess 49 is just sort of not only a continuation, how many bars at 40? One, two, three, four, five, 

six, seven, eight-bar phrase. Yup, and then going to 49, which sort of is a response to that, or a 

logical progression of the first eight bars of the phrase, and then 59 is a continuation of that, and 

it’s just very much the same character, but different tune, different melodic nature, but the 

character remains the same. Well, and then we start this section at 70, which again, the 

orchestration gets leaner, and more soloistic, and the instruments seem to be asking questions 

here. 

 

LE: 

Oh, interesting. Yeah. 

 

MC: 

That theme comes back again, but rather differently with flute and bassoon, isn’t it eventually? Or 

is it just flute and alto again? 

 

LE: 

The bassoon is- 

 

MC: 

The bassoon plays a role in it [referring to m. 81]. 

 

LE: 
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Countermelody. 

 

MC: 

Yeah. Again, I do love the bassoon, and when we can hear it in symphonic band, this is a good 

thing. 

 

LE: 

I agree. You know that! 

 

MC: 

Yeah. 

 

LE: 

Okay. Then this transition. 

 

MC: 

I see 88 as a transition, yes. Yeah. It’s sort of moving forward and shifting gears, and shifting 

moods. Yeah. I think what I see in here ... It’s been a couple of years since I’ve conducted this 

piece, actually. Some of the parallel harmonic motion is reminiscent of some of the writing of 

Ralph Vaughan Williams, from his orchestral music, and I’m very, very fond of Vaughan 

Williams’ symphonies, for example. 

 

LE: 

Yeah. We were talking about that last time.  

 

MC: 

Yeah. The Toccata Marziale and the Folk Song Suite are wonderful incidental pieces for band, 

but they just don’t stack up with his orchestral symphonies, and I just dearly love all nine of his 

symphonies, and they were very influential in my writing. 

 

LE: 

We’re talking about measure 88? 

 

MC: 

Yeah. Yeah. 

 

LE: 

Okay, cool. 

 

MC: 

Yup. 

 

LE: 

It’s starting to turn dark there [m. 97]. 

 

MC: 

Mm-hmm [affirmative]. Yup. Yeah. Very dark here. Very, very angry. Then it becomes a little 

more chaotic here, but not aggressive chaos [m. 103]. It’s just, I can’t come up with the right 
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word. 

 

LE: 

We’re talking about 103? 

 

MC: 

Yeah. Yeah. The music is quite linear here, and yeah. I guess I’d like it to sound very free. 

 

LE: 

I mean, I have the word “atmospheric.” 

 

MC: 

Atmospheric. Yeah. That’s a good word. Yeah. 

 

LE: 

I kind of view this as having two characters, two main characters, and you have a child, and you 

have the person who is the abuser. 

 

MC: 

Perhaps. 

 

LE: 

This is the abuser? 

 

MC: 

Yeah. Again, in a very general way, again, I tried to resist that black and white temptation that I 

think Hollywood feature films sometimes hit us over the head with, you know? 

 

LE: 

But you used the word “anger,” and that’s representative of- 

 

MC: 

Maybe anger on the part of the survivor. 

 

LE: 

Sure, or a person who cares. 

 

MC: 

Mm-hmm [affirmative]. Yeah. 

 

LE: 

Or both. 

 

MC: 

Yeah. Right. Again, it’s not so much the ruthless rage of an insane person, as much as it is just the 

anger of a survivor, maybe looking back and then coming to terms with that. Again, I have to 

emphasize, although I did some pretty thorough research with someone who really knew her stuff 

at the National Center on Child Abuse and Neglect, I still don’t pretend to be an expert on this. 
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Far from it. It’s still hard for me to comprehend this- 

 

LE: 

Of course. It is for me, too. 

 

MC: 

... despite the reports and books that I’ve read on the topic. 

 

LE: 

Yeah. I mean, I would hope that for any “normal,” quote-unquote, person, it would be hard to 

comprehend, because there’s no language to describe how horrible it is, so I understand that. 

When we were talking right at the beginning, I got tears a little bit welled up in my eyes, just 

because it’s such an awful thing. It destroys lives. Anyway, this is why you wrote the piece. All 

right. Here we are. We’re still in this atmospheric, but we have some- 

 

MC: 

Yeah. 

 

LE: 

The third motif that we use in here. 

 

MC: 

[Singing the trombone part in mm. 106-107]. That’s recalling the main theme, like at 41, isn’t it? 

 

LE: 

Yeah. Mm-hmm [affirmative]. 

 

MC: 

Yup. It’s all pretty tight-knit, in terms of how I use the thematic material. I think it’s pretty 

apparent, and it works. A lot of activity for percussion here, and the piano, upper woodwinds 

[referring to the section at m. 103]. Yup. This is a tough piece to pull off. There have been many 

high school band directors who have done this piece for all of the right emotional reasons, but 

unfortunately many times, all too often, I’m not sure what the right word is, all too often the piece 

is really a little, little beyond the reach of some high school bands. 

 

LE: 

Your music is hard. Almost all of your music is hard. 

 

MC: 

In a way. 

 

LE: 

It just is. 

 

MC: 

Not in a faster, higher, louder, prestissimo kind of way, but the depth of some of the subject 

matter that I’ve used over the years, and the maturity that it takes to pull my music off, and the 

musical maturity of really great tone quality, and blending, and balance, and nuance. Yeah. That’s 
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where the challenge in my music lies. Very seldom do I hear people fall in love with my piece at 

a first rehearsal. It takes a couple of times for it to sink in. There are some composers, some very, 

very good composers that clearly write music to make bands sound good at the first rehearsal, 

that guarantees a 1 trophy at contest. I suppose there’s room for that, but I have a distinctly 

different philosophy. I like music that makes directors and students dig a little deeper. It takes 

time to, I think, understand what I’m trying to say in some of my music, and my music is not 

overly complex. I don’t mean to say that. 

 

LE: 

No, it’s very accessible. 

 

MC: 

Yeah. 

 

LE: 

As a listener, and somebody who studies it, and somebody who ... It’s accessible that way. It’s 

hard, though. I mean, personally, I hope you don’t mind me saying this, I do wish a lot of your 

music was a little bit more accessible to the resources of even the NOVA band. 

 

MC: 

I understand. I think a couple pieces are, and I think you’ve been very prudent in the pieces that 

you have programmed with your wonderful town-gown band at NOVA Alexandria. I hear what 

you’re saying. 

 

LE: 

Yeah. I mean, we could do ... I think that we could do Movement for Rosa. 

 

MC: 

Mm-hmm [affirmative]. Mm-hmm [affirmative]. 

 

LE: 

I think that we could do… not this right now. 

 

MC: 

Yeah. I think Watchman is tougher than Rosa. 

 

LE: 

I think that we could do Symphonic Prelude, but I’m not sure about all the intonation stuff in 

there, you know? 

 

MC: 

Yeah. Yeah. I hear what you’re saying. 

 

LE: 

I do think we could do Rosa though, and they have played it. Not with me. A long time ago, they 

played it. 

 

MC: 
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Is that right? 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 

We get to this section, the hymn. Yeah. This is a very, very dramatic moment. 

 

LE: 

At 173? 

 

MC: 

At 173. Yes. That throbbing, that pulsation of low brass, and especially the tympani. It’s gotta be 

very, very dramatic there, and it builds, builds, very insistently, builds with the molto ritard, and 

allargando, to the return of the main theme at 181. Yeah. Yeah. That’s a powerful moment in the 

piece right there, with that return. [Singing]. Rather than E minor here, [singing], E or E minor, I 

do C major, again, trying to be more positive with the harmony here [MC was referring to the C 

major chord in the first half of m. 192, which is a different harmony than was used in the 

corresponding measure, m. 52, when the main theme was originally stated]. I think that 

progression was very intentional. I knew I had to come to a major chord there, but I wasn’t 

thinking Roman numeral analysis or anything silly like that. 

 

LE: 

Sure. We’re talking about measure 192? 

 

MC: 

Correct. Thank you. 

 

LE: 

I’m just doing that for the recording. 

 

MC: 

Oh, yeah. 

 

LE: 

So when I go back and listen, I can know exactly what we’re talking. 

 

MC: 

Gotcha. Yeah. That C major chord there is very, very important to put a more positive element on 

the music. It was just so much fun to play around with, with the hymn in different guises. It 

subsides more, and I guess this ending is sort of Schwantner-esque a little bit, by using that 

droning open fifth vocally. 

 

LE: 

At 214? 

 

MC: 

Yes, and some of the percussion writing there, I think it’s reminiscent somewhat ... I mean, I’ll 
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never be the composer that Joe Schwantner is, don’t get me wrong, but I think that his influence 

is there a little bit now in retrospect, looking back at how that sounds. 

 

LE: 

But you weren’t thinking it? 

 

MC: 

Oh, maybe just a little bit. 

 

LE: 

Okay.  

 

MC: 

Calling for a whisper mute here, just to make it- 

 

LE: 

What is a whisper mute? 

 

MC: 

It’s also known as a microtone mute. It’s a mute, the one I had when I was a trumpet player was 

sort of gold. It was a very heavy mute that had some felt around it, that you could literally play 

forte or fortissimo into it, and it would come out pianissimo, so it’s a very safe mute to play for 

something that was supposed to sound very distant. I remember using a whisper mute when I was 

playing in the Roanoke Symphony, on that part of Rite of Spring when the trumpets just have that 

passage with just two trumpets, and it’s a very neat effect, because you can really play quite loud 

and have it come out sounding really soft, so accuracy and pitch is never compromised. Yeah. 

That’s a whisper mute. 

 

LE: 

Cool. 

 

MC: 

Yeah. Also known as a microtone mute. 

 

LE: 

I have three questions. 

 

MC: 

Sure. 

 

LE: 

I heard a very good recording and it was one of the Air Force bands, and I can’t remember which 

one, on YouTube. 

 

MC: 

Really? Good. 

 

LE: 
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But they did a ... In measure 13, they did a really long pause here, where you’ve got marked. 

 

MC: 

I don’t know why that would be. 

 

LE: 

You just want that to be a breath, right? 

 

MC: 

Oh, yeah. Yeah. Yeah. I suppose I should have put a breath in the alto part, too. Because it moves 

with rhythmic sameness there. 

 

LE: 

As a conductor, that’s obvious to me that you’d want that, though. 

 

MC: 

A breath there? Yeah. Right, but not a pause of any kind. 

 

LE: 

Oh, I kind of liked it- 

 

MC: 

Did you really? 

 

LE: 

... but it was completely different than what I ... Thinking like a conductor, I was like, “Oh, I 

never would have done that.” 

 

MC: 

Yeah. Yeah. That thought never occurred to me. 

 

LE: 

Then here, they took an exceptionally long pause as well [m. 17]. 

 

MC: 

That one I can live with more. 

 

LE: 

Yeah, because of your markings here. Molto allargando. 

 

MC: 

Yeah. I think just a little, let the dust clear, and then you have those really nice chords that kind of 

resolve it, kind of a Samuel Barber moment if you will. 

 

LE: 

Mm-hmm [affirmative]. 

 

MC: 
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That one, I could see. 

 

LE: 

Sure. 

 

MC: 

Not the other one, interpretively, you know? 

 

LE: 

Sure. 

 

MC: 

As open-minded as I try to be, and welcome different interpretations of my music, sometimes you 

just go, “What were you thinking?” With some conductors, but we should thrive on our 

differences. If all interpretations were the same, it would be a sadly boring world, wouldn’t it? 

 

LE: 

If I may, and I hope you don’t mind- 

 

MC: 

Not at all. 

 

LE: 

... there are a few times, though, when ... Because I’ve played some of your music with you now, 

multiple pieces, and I did Yosemite Autumn with the NOVA band. There are times when you like 

pauses, like after fermatas, that you don’t put a breath even, even when you want a cesura. One 

example off the top of my mind is at the very end of the little intro for Yosemite Autumn. The 

horn and the euph., and then everyone comes in, and the trumpets and the clarinets have the first 

main theme there, I think. 

 

MC: 

Yeah. 

 

LE: 

You take some time there. 

 

MC: 

Yeah. I guess I do. 

 

LE: 

Yeah. 

 

MC: 

Yeah. Had I gone back and revised it, maybe I would have put some railroad tracks there are 

something, but yeah. It’s a matter of giving structural definition to one’s interpretation, I think. 

That’s it, more than anything. Sometimes it’s emotional in nature, but more often than not, it’s 

just getting structural definition to one’s interpretation, and also maybe having the audience pick 

up on that, too. That’s over, the intro’s over. Now we begin the exposition, or theme A, whatever. 
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LE: 

I’m just being slightly critical because as a conductor, it’s not clear to me that you want such a 

big space. 

 

MC: 

I didn’t take that as being critical at all. 

 

LE: 

Okay, good. 

 

MC: 

But I’ll never speak to you again. 

 

LE: 

I’m a bassoonist anyway, so you did tell me that before. 

 

MC: 

That’s right. You’re expendable [teasingly]. 

 

LE: 

Yeah. No, but there are some other places, too, where I think that I’d want that from you more, 

and I’m glad I know you, and I’ve played the piece with you, so that I know that. 

 

MC: 

Sure. 

 

LE: 

I’ve marked those things. But anyway, why the 7/4 bar here [m. 102], and not maybe four plus 

three or something? You just wanted to keep the euphonium in one idea? A little bit freer, 

maybe? 

 

MC: 

Yeah. 

 

LE: 

I’m really asking kind of a silly question. 

 

MC: 

No. No. I think sometimes I really think it has to be one bar, visually for the conductor, for the 

players to see that all of this has to be in one bar rather than chopped up with the tyranny of what 

is the bar line. Yeah. It just felt right to be seven, because I felt it had to be all connected into one 

measure. There’s a difference between a 7/4 versus a 3/4 plus a 4/4, psychologically, visually, 

looking at it. 

 

LE: 

But you would conduct this probably four plus three. 

 

MC: 
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Three plus four, actually. 

 

LE: 

Would you? 

 

MC: 

Yeah. [Singing]. Is that a half note? 

 

LE: 

Oh, I guess so. Maybe that’s why I was thinking the opposite. Yeah. Of course. So small [the 

notes are so small a half note looked like a quarter note]. 

 

MC: 

Yeah. That’s just so darn slow. Yeah. So small. Yes. 

 

LE: 

Okay. I don’t have any other questions. Do you have anything else that you want to add? 

 

MC: 

Yeah. One could have put a warm and fuzzy Hollywood ending, a major ending at the end, as a 

ray of hope, or something like that, but I think the sparseness and the open fifth leaves it 

unresolved. I think that was very calculated on my part, just to have that fifth drone to the end 

with singers. I think very few people are playing, right? Yeah. The trumpets with the whisper 

mute are playing. The tympani is rolling, and everyone else is singing that open fifth. Again, it 

makes it sound more human when someone is singing rather than playing an instrument, which is 

what I was after there, I think. 

 

LE: 

Mm-hmm [affirmative]. There’s never a happy ending with child abuse, so is that the thought 

there? 

 

MC: 

Probably. Probably. I just marvel at those who are survivors, who have gone on to live normal 

lives. It’s quite a remarkable testament to their courage. 

 

LE: 

I think the feeling of the ending of this is kind of similar to Rosa. It ends with- 

 

MC: 

Yeah. Rosa ends even darker. 

 

LE: 

It does. 

 

MC: 

Because it ends on a dissonance. This is just an open fifth. Yeah. 

 

LE: 
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But quiet. 

 

MC: 

Yeah. We’ve got plenty of band music that ends loud, don’t we? 

 

LE: 

That’s true. That’s true. 

 

MC: 

Here again, I think the great Ralph Vaughan Williams is a very, very big influence on me. I can 

think of several of his symphonies that end softly. Most of them do. More do than don’t end 

softly, and that, too, made a big impression on me as a very young composer. Music doesn’t have 

to end bombastically. Band music doesn’t have to end bombastically too much of the time that I 

think it does. Sometimes you want an ending like that, that’s very up, and a blaze of glory, 

whatever you want to call it, but not when you’re dealing with subject matter like this, or racism. 

Yeah. It just felt right. 

 

LE: 

Okay. I’m gonna stop this recording. 

 

MC: 

Sure. 

 

LE: 

Speaking of Rosa, that’s a great segue. I brought Rosa for tonight.  

 

MC: 

Okay. 
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Whatsoever Things…: July 27, 2019 

 

LE: 

Okay, we’re recording and it’s July 27th, and we’re going to talk about Whatsoever Things. 

 

MC: 

It’s a work that was the recipient of the first William D. Revelli Commissioning Project 

sponsored by—what was called then—Bands of America. It’s now Music for All, of course, and 

it was a great honor to be the first recipient. Frank Ticheli was the second recipient the following 

year. This work was written to honor my principal conducting teacher at Northwestern 

University, John Paynter. Very influential, a real musical father figure to me. When I learned of 

Mr. Paynter’s passing, I think it was Feb. 4, 1996, I really wanted to do something… to say 

something as a composer about his life, about his abilities as a teacher and a fine musician. Then 

when the commission came, I knew that the timing was just right. It was premiered by the Honor 

Band of America in 1996 [it was actually 1997]—I think in March—in Chicago. I had the good 

fortune—my wife and I had the good fortune—of accompanying Ray Cramer, Ray and Molly, 

with the Honor Band of America to other… Bands of America’s very first tour to a foreign land. 

This work was on the same program as Lincolnshire Posy, as Frank Ticheli’s Blue Shades, 

Festive Overture, Ray’s masterful transcription of Dance of the Jesters. It was just a real treat to 

hang out with the Cramers and Richard Crane and his wife, Gail. It’s a special piece to me. It’s a 

very sincere work honoring a man who was so impactful, so influential on the lives of his 

students, not only their music musical development but their personal maturity. He was a great 

teacher. 

 

LE: 

Because you were with Mr. Cramer, is that one of the reasons for that, for what you just 

described? Is that one of the reasons why you asked him to write the foreword of the book? 

 

MC: 

Yep. After Mr. Paynter’s passing, there’s not one band conductor… there’s no one in the band 

profession I respect more than Ray Cramer, both as a fine musician and as a fine person. What 

you see is what you get. He’s the real deal. 

 

LE: 

That’s true. 

 

MC: 

There’s no pretense. 

 

LE: 

There’s not. 

 

MC: 

There’s no ego. Ray has a strong ego but it’s not ... 

 

LE: 

It’s not egotistical. 
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MC: 

It’s not a big ego. It’s not ... 

 

LE: 

It’s ego ... It’s not egotism. 

 

MC: 

He has a confidence that’s very appropriate. 

 

LE: 

Yes. 

 

MC: 

One of the finest in the profession. Ray also writes beautifully, but he revered Mr. Paynter and I 

hope that reverence for this man as a teacher and as a person comes through in the piece. I think it 

is worth noting, this was sixteen years after my musical composition honoring John Paynter 

[referring to his book about Mr. Paynter]. I got to thinking, Marietta Paynter is up there in that 

photo on the far left with my wife and me. She was getting... She’s gone now, she died two 

summers ago. I thought I really need to do something more than just write a piece, which was 16 

years ago, and that’s when I got it in my head. When I get something in my head, I have this 

nasty habit of following through. GIA was all about it and I worked very carefully with Mr. 

Paynter’s son, Bruce, who is gone now, he died last year, massive heart attack, I guess. But that 

was a real joy to be able to work with him on a book about his father. I had to go with the same 

title. It just seemed so appropriate because Whatsoever Things, from Philippians in the Bible, was 

the Northwestern University motto. Those words were spoken by my wife’s father at our 

wedding, that was special to me. Yeah, yeah, and there they are. 

 

LE: 

Well, the book made me ... I never met Mr. Paynter. Unfortunately, I never had the opportunity. 

But reading the book, especially because it’s stories from so many people who knew him and 

loved him, made me feel like I knew him a little bit ... 

 

MC: 

That’s cool. 

 

LE: 

And so, I really enjoyed it and I think that’s what you wanted and I got that. 

 

MC: 

Books are meant to tell, I mean... I try to tell stories through sound and then it’s a special 

challenge to try to tell a story with words only and not music but, obviously, I had help from 

some people who knew Mr. Paynter as well, if not better, than I did in some ways. Yeah. 

 

LE: 

Yeah. 

 

MC: 

I felt writing this piece, I felt a real duty, a real responsibility to the Paynter family and to the 
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profession to try to do this. You’re familiar with what’s going on, you’ve heard about the 

revelations. 

 

LE: 

The revelations? 

 

MC: 

Yeah. You want to cut the... Do you mind? [MC wanted me to stop recording so he could tell me 

something privately and unrelated to Mr. Paynter.] 

 

LE: 

Okay, we’re recording again on both devices. 

 

MC: 

The only borrowed material, the only non-originally composed material. 

 

LE: 

The Alma Mater. 

 

MC: 

Yeah. [Goes to piano and starts playing the Alma Mater theme.] The opening is really the Alma 

Mater. 

 

LE: 

It’s a motive of it. Yeah. 

 

MC: 

Yeah. It’s that rising half step. That rising minor second is a very important unifying factor in the 

piece and you really don’t hear it in the Alma Mater in its entirety until almost the very end. 

 

LE: 

No, not yet. There. 

 

MC: 

Yeah. Here. Bop, bop, bop, bop [singing pick-ups to and downbeat of m. 221]. 

 

LE: 

Measure 221. 

 

MC: 

We think that Haydn wrote this music in a wind serenade, in, I want to say 1784 maybe, but it 

was Johannes Brahms who really made the tune famous in his “Variations on a Theme” by 

Haydn, and that is scored very similar to the Brahms actually. 

 

LE: 

Oh, at 221. Yeah? 

 

MC: 
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Yeah. 

 

LE: 

Okay, cool. 

 

MC: 

I mean, no saxes, obviously, but it’s really a woodwind piece. Anyway, yeah, we start with the 

timpani roll. 

 

LE: 

How much of those would you conduct here at the very beginning? 

 

MC: 

I conduct just very, very lightly to timpani, bring it close to the vest, just so the euphonium player 

knows the tempo when he comes in to do the solo. So very, very light. 

 

LE: 

Then, just cue the bass drum? 

 

MC: 

Left hand or maybe just a visual nod. Yep. How often does the bassoon section really have a 

chance to shine? 

 

LE: 

In my analysis here? There’s my analysis, [MC laughs] a little smiley face starting at measure 10. 

Yeah, it’s nice. [I’m a bassoonist.] 

 

MC: 

I think it captures the essence. There was a ... When you got on Paynter’s dark side, you knew it. 

 

LE: 

Oh, I’m sure. 

 

MC: 

So there’s some dark sonorities here that try to bring that ... 

 

LE: 

Okay. Okay. 

 

MC: 

To the listener.  

 

[Off-topic conversation ensued for a couple of minutes that is of a personal nature and is not 

included here.] 

 

MC: 

Yeah, the bassoon was very, very important to me here. 
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LE: 

You would conduct that? 

 

MC: 

Yep. Just because of some of the shaping. Yeah, I do conduct it. Yeah. 

 

LE: 

Well, they have some pretty different rhythms in there, too. If I had somebody who I knew pretty 

well playing next to me, we could do it very well without a conductor. But if I didn’t, I would 

want a conductor. 

 

MC: 

That would be nice. When I do this with all states or all regional bands, they need this 

[conducting in the air]; lightly, of course. If it was with my own group, I’d say, “Okay, you guys 

go ahead.” I would love to do it that way, but too often it seems that we’re under the gun on little 

rehearsal time. We can’t do some of the things we would like to do. Okay. This is all Alma 

Mater... 

 

LE: 

Material. 

 

MC: 

Material, right. [MC was referring to the beginning up to m. 30.] 

 

LE: 

Would you call it Alma Mater theme fragments or motivic? 

 

MC: 

Some of it is motivic. Some of it is on the verge of being the theme, but not quite. Yeah. So this... 

 

LE: 

I’m calling this the first theme here at 30 so the introduction is up until 30, pretty much. 

 

MC: 

Basically. Yeah. One of the oldest tricks in the book. This ... 

 

LE: 

Yeah, I wrote, that’s what I wrote there. 

 

MC: 

This is this, except this is major and this is minor but it works and it’s ... 

 

LE: 

We’re talking about the recap of the first theme which happens in 196. Yep. [The statement of the 

theme beginning in m. 30 is in minor and the statement beginning in m. 196 is in major.] 

 

MC: 

Yeah, it’s a ... 
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LE: 

The harmony is a little different too. 

 

MC: 

It’s, I think, one of my best moments that they have that transformation of positivity coming 

through [referring to it being major at 196]. 

 

LE: 

The thing that I love about some of your music and other composers’ music, even if we have 

somebody who’s hearing this piece for the very first time, there’s some subconscious familiarity 

with this when it’s repeated, even though it’s way later. It feels like it’s coming home, and that’s 

the point of it. 

 

MC: 

Of course it is. 

 

LE: 

But isn’t it amazing how that works, even if you don’t know the music that well. 

 

MC: 

That I think comes with experience compositionally. You’ve got to know how to pace it. You’ve 

got to know how to approach it at just the right time, and that comes with experience. 

 

LE: 

Fair enough. Okay, so we have this first theme here at 30 and some similar, I think it ... Does it 

repeat here a little bit? Part of it repeats a little bit. Then I’m calling 51 a whole new section, I’d 

call it. 

 

MC: 

You’d call it a whole new section or Theme Two. 

 

LE: 

I call it the Echo Theme because it’s usually echoed. Theme Two is the Echo Theme to me. 

We’re at measure 51. 

 

MC: 

Yeah, I love trumpet and flute. It works, provided trumpets not in a real high register and 

provided flute is high enough to really sing. 

 

LE: 

Be heard. Yeah. Okay, cool. At, what I call the Echo Theme again, but in fifths and thirds. 

 

MC: 

It’s a re-statement of what ... 

 

LE: 

At 59. 
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MC: 

Not blatant, it’s buried. You come up with a good idea…don’t use direct blatant repetition, make 

it different either rhythmically or harmonically. 

 

LE: 

You always do that. 

 

MC: 

Try. 

 

LE: 

Still the same. Here’s the echo, a fragment of the echo here at measure 68. 

 

MC: 

Here the music becomes very, very dark again ... 

 

LE: 

At 73. 

 

MC: 

Yeah. Are you thinking of anything specific here with Mr. Paynter? 

 

MC: 

Just dark, brooding. He could have ... I don’t think the guy was bipolar, but yeah, he could be 

very dark. 

 

[A couple of sentences are omitted here due to private conversation.] 

 

MC: 

Yeah. I think… Yeah, this is finally more of a major resolution here. 

 

LE: 

At 85. 

 

MC: 

The music is supposed to be really tragic. I think this is maybe a foreshadowing of his death 

maybe, I can’t recall, to be honest. It’s supposed to be very dramatic and very brooding and very 

dark [mm. 78-86, perhaps beyond since it is darker all the way to 104]. 

 

LE: 

Elements of Theme Two [m. 85]. 

 

MC: 

The first theme, again, the Haydn theme, the Alma Mater theme, is kind of omnipresent. 

 

LE: 

Measure 90. There was one recording I listened to, I think it was ... I’m not sure if it was the 

premiere or not. Anyway, the conductor put a really nice breath in here [between measures 95 & 
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96]. I liked it. 

 

MC: 

Have you heard my recording with the field band? 

 

LE: 

Perhaps? This past week I’ve been listening to five different ones so… 

 

MC: 

Mallory’s [referring to Mallory Thompson, conductor and long-time Director of Bands at 

Northwestern University since John Paynter] recording is almost like mine, I mean interpretively. 

I think she probably saw me do it once. Her recording… the field band recording is a little better 

than the Northwestern University recording but it’s darn good. Those are the two best recordings 

but Ray does the piece better than anybody. 

 

LE: 

Does he? 

 

MC: 

I never saw him... He told me about the very first time he read it with the Indiana group. He 

finished the piece, closed the score, just nodded like this and everybody left very quietly, it’s just 

one of those moments. 

 

LE: 

That’s cool. Anyway, okay. Do you have any thoughts on that or do you remember... [referring to 

that breath I mentioned between measures 95 & 96]. 

 

MC: 

Yeah. I wouldn’t do it but nothing says you can’t, that’s just interpretive. I think if you’re going 

to break it anywhere it might be better harmonically to do it there because of this cadence. 

 

LE: 

Right at 97. 

 

MC: 

Yeah. 

 

LE: 

Anyway, just curious if you had heard that. 

 

MC: 

Here we are to…what you’re calling the second theme, right? 

 

LE: 

Yep, at 105. 

 

MC: 

With trumpet again. 
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LE: 

Up a third. 

 

MC: 

Is it? 

 

LE: 

Yeah. 

 

MC: 

You sure about that? 

 

LE: 

Yep. 

 

MC: 

You’re absolutely right. You know this piece better than I do, lady. 

 

LE: 

No, I don’t. 

 

MC: 

Yeah. This is setting the stage for the allegro, it’s just something more joyful, more life affirming. 

 

LE: 

You’re talking about at 109. 

 

MC: 

Um-hm. Yeah. 

 

LE: 

Well, it’s just repetition of that second theme too, but, yeah. Okay, and then I’m calling 115 

where the tempo changes quite a bit, I’m calling that the beginning of a new section. 

 

MC: 

I think you’re right on. 

 

LE: 

Got the Alma Mater theme fragments or motive. You prefer me calling that a motive or a theme 

fragment of the Alma Mater? 

 

MC: 

I usually use motive. This [m. 132] is something, and I remember Steve Peterson when I 

conducted it with the Northshore Band, he had me there as a guest conductor. If you see this ... 

 

LE: 

Measure 132? 
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MC: 

Yeah. He missed it totally. 

 

LE: 

Uh-oh. 

 

MC: 

It’s [sings the Northwestern Fight Song]… Yeah, he felt really embarrassed that he missed it. It’s 

camouflaged. 

 

LE: 

That’s the fight song. 

 

MC: 

Yeah, yeah. 

 

LE: 

In the counter melody. 

 

MC: 

Measure 132. Fight song in low brass and low reeds. Yeah, just for two bars. 

 

LE: 

Nice. Well, I missed it, too. This is based on the second theme here at 140 ... 

 

MC: 

Absolutely. 

 

LE: 

But just set so differently. 

 

MC: 

Here we have ... 

 

LE: 

Diminution. 

 

MC: 

Yeah, but it’s the Alma Mater theme simultaneously with whatever you’re calling this, Theme 

Two? 

 

LE: 

Theme Two, Echo Theme same thing, yep. 

 

MC: 

It just seemed to be logical and it really, after some work and some thought it, it works well. 
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LE: 

Yeah. I wrote motive for ... 

 

MC: 

They contrast each other. 

 

LE: 

Yeah. With the layer of Echo Theme in counterpoint. 

 

MC: 

Exactly, exactly. 

 

LE: 

I wrote this at 153 as a short transition. 

 

MC: 

Exactly right. Exactly right. 

 

LE: 

Then we have this Echo Theme that’s really in full echo now. Oh, this is really perhaps a stupid 

question but why flats here instead of sharps in some places where you’d been, I thought you had 

been using some sharps [m. 163]. 

 

MC: 

I think probably ... My philosophy is when you’re mixing and matching sharps and flats, 

whatever makes it easier for the player.  

 

LE: 

Ok. 

 

MC: 

I know there are some purist theory guys and gals who would like to keep it by the book but, hey, 

if you can make it easier and just easier understood by the player, that’s going to save rehearsal 

time. 

 

LE: 

That answers the question. 

 

MC: 

Yeah. I get very… I’m just very practical. What’s going to work best for the players? When you 

have two degrees in performance, you think in those terms, you can’t help NOT. I understand the 

theoretical persnickety-ness that some have but that’s why. 

 

LE: 

Okay. We still have…and then this short little transition here [mm. 165-167]. 

 

MC: 

Yeah, this is clearly the dynamic climax of the piece here [m. 172]. Three F’s [referring to fff], 
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full band. I almost never do that but I did in this case. 

 

LE: 

Talking about measure 172. 

 

MC: 

Correct. It subsides, it gets darker, we’re brooding again with the English horn. 

 

LE: 

I wrote measure 178 as being the beginning of the last section, the beginning of the fourth 

section. It’s very similar to the beginning. 

 

MC: 

Okay, if you’re going to ... Okay. Calling that transition, that’s fine. 

 

LE: 

At 186, call that a transition and then we have back to the first theme. 

 

MC: 

Yeah, and this chime part is ... 

 

LE: 

Cool. 

 

MC: 

Yeah. I was proud of that, it was probably an afterthought. I do my percussion scoring last. 

 

LE: 

Do you? 

 

MC: 

Yeah, and sometimes you’ll get a really good idea. Tim Mahr and I were talking about that once 

too where, “Mark, you do your percussion scoring last,” and we both agreed that we do. 

Somehow percussion scoring can dramatically alter how you think of the other stuff that you 

thought was set in stone and you find yourself going back and making changes. 

 

LE: 

This is where it’s like the carillon at the university, right? 

 

MC: 

Exactly. 

 

LE: 

Measure 180… after 186 where the chimes come in. Yup. Because there are a couple other times 

when you have some more important chimes parts, but yeah. 

 

MC: 

Love the chimes. Love the sound of chimes. 
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LE: 

I don’t hear them enough on all the recordings I listen to. If I were conducting this, I’d want the 

chimes to play more like, maybe not forte but out a little bit. 

 

MC: 

Think of where chimes are located on stage, they’re way in the back. I usually like to have 

chimes... 

 

LE: 

More on the side. 

 

MC: 

Yeah, as far out as possible so it will cut through. A lot of it has to do with the balance as well. 

 

LE: 

Yes. 

 

MC: 

Yeah. This is probably my favorite moment in the piece. 

 

LE: 

Measure 196. 

 

MC: 

With the effect in major, yeah. Here it’s actually the saxophones that state… this where the Alma 

Mater in proper begins in Haydn and especially Brahms’s setting. 

 

LE: 

We’re in measure 216. 

 

MC: 

Yeah, and the chimes there… Here we have yet another Alma Mater here [plays on piano], and 

then the chimes have [plays the chimes part on piano] ... That’s just vintage Ives… to use that 

rah-rah fight song in a totally different guise, at a slow tempo with a gentle, dynamic level. 

 

LE: 

The chimes, that’s the fight song. 

 

MC: 

That’s the fight song ... 

 

LE: 

In the chimes at 216 ... 

 

MC: 

But with a very different personality, a very different timbre. Yep. 

 

LE: 
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Cool. Finally, the most of the Alma Mater we get in a kind of a, the most normal setting-ish here 

at 221. 

 

MC: 

Mallory, when she does this… You see, Mallory was in the marching band. In fact, there’s a cute 

picture of her here with her marching band uniform on. Oh come on, where is it, I know it was 

here. [MC showed me a picture of her from the book on Mr. Paynter]. Taken at Dyche Stadium 

[Northwestern University]. [A few lines of banter ensued that is of a personal nature and is not 

included here.]  Now, where was I going with this? 

 

LE: 

Here? She does something here? 

 

MC: 

When Mallory does this, she does it the way Mr. Paynter used to do it on the field and that is that 

the band sings, a really neat effect. 

 

LE: 

That’s at 226. 

 

MC: 

Correct. Yeah. 

 

LE: 

For how long? Oh, just for this four bar phrase. 

 

MC: 

Just for that phrase and then full band comes in. Again, I think one of the things that bands do so 

well, if the conductor is politely insistent as I actually had to be one time with the Air Force Band 

with the Gehrig piece ... Come on guys, this is two p’s [pp] ... We need that spectrum. Always 

enlarge those hair raising fortissimos and also hair raising pianissimos. I love scoring for full 

band at a deliciously soft dynamic. When we do this, one of my favorite things to do. Bands do it 

very, very well, we just don’t ask them to do it often enough. 

 

LE: 

Measure 230. Yeah, and people come to play, and they overplay, and so they just need to be 

reminded sometimes. Even the Air Force Band probably does. 

 

MC: 

Oh yeah, it’s a loud band. They do that very well, but when they are politely asked ... 

 

LE: 

They can play quiet and appropriate. Yeah, yeah. 

 

MC: 

That’s happened every time I’ve worked with them. They don’t resent me for it. Maybe a couple 

do but the woodwind players love it. They say, “Well, I can actually hear myself now.” This kind 

of recalls the opening with the bassoon theme here but only with one voice. 
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LE: 

Measure 236. 

 

MC: 

Poignantly. The oboe especially in that register gets that nice liquidity of sound and it just had to 

be... When you’re orchestrating, you just know from the get-go. I knew that that opening had to 

be  euphonium. I knew that that duo had to be two bassoons. I knew that had to be oboe in that 

register. 

 

LE: 

Why did it have to be two bassoons? 

 

MC: 

Well, because of the harmonic implication, it had to be two voices. Two bassoons blend better 

with one another than bassoon and bass clarinet. 

 

LE: 

Why bassoons then? 

 

MC: 

Oh, it had to be, what’s the right word? It’s just the right timbre of the kind of paleness in that 

register. It’s not low enough to growl. It’s not high enough to be thin. It’s just that paleness is the 

word I use to describe that register. 

 

LE: 

Why euphonium at the beginning for this piece? 

 

MC: 

Because it was too high for tuba and too low for horn [laughs]. 

 

LE: 

It’s just simply what you heard, that’s a perfectly fine answer. 

 

MC: 

Yeah, and the euphonium has such warmth. That obviously had to be flute, too ... Too much ... If 

I gave oboe that line it would have been too much ... 

 

LE: 

It would have been too long. 

 

MC: 

Pass it around. Saxophone just kind of answers that, and horn is right there. So yeah, I probably 

spent the better part of a day just orchestrating that last page to get it exactly right. 

 

LE: 

All right, and you agreed with my overall sections. 

 

MC: 
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Absolutely, Lisa. 

 

LE: 

Okay. 

 

MC: 

Yeah. This has been a good education for me. Do I think structurally? Yes, of course I do. 

 

LE: 

But only in larger sections. 

 

MC: 

Yeah, but the structure does not determine everything. The structure sort of happens. There are 

some composers who ... 

 

LE: 

Map out every phrase. 

 

MC: 

Oh yeah. They put yellow sticky notes, by so and so I have to be here, by such and such a bar I 

have to be doing this. I say, “Get a life, just let the music happen. Let it grow, let it breathe. Why 

confine yourselves to the tyranny of the bar line on time?” 

 

LE: 

I do have one question. I think I might’ve found one small error in here that I just want to ask you 

about. 

 

MC: 

Okay. Is it oboe? 

 

LE: 

Nope, it’s in low brass ... It’s in trombone and I think it’s a 16th note so it’s very, very small. Oh, 

right here. Here we have an E-natural. I’m in measure 114, we have an E-natural in second 

trombone and it’s the only one in there, E-flats everywhere else. 

 

MC: 

I think E-natural is correct. E, D, yeah, that’s correct. 

 

LE: 

Okay. 

 

MC: 

Let me check one thing here. 

 

LE: 

It’s a C minor chord there and it’s the only E-natural. 

 

MC: 
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What was the bar? 

 

LE: 

There’s a note at the top of the bar. Keep going. Keep going. Keep going. 

 

MC: 

Sure we’re not back to far? 

 

LE: 

No, I’m not sure. 

 

MC: 

Oh, there it is. 

 

LE: 

Right here. 114. 

 

MC: 

Where are you seeing C minor, that’s C major going to B-flat major. 

 

LE: 

Well, we’ve got E-flat in the horn. We’ve got E-flat in a clarinet part, I think. 

 

MC: 

Yeah, but those dissonances are correct. 

 

LE: 

Okay. I just wanted to check. 

 

MC: 

Yeah. No, that’s right. 

 

LE: 

Okay. 

 

MC: 

It really is. 

 

LE: 

I could be your editor, though, just saying, because I would catch it if you ... 

 

MC: 

No. I heard a wrong note on a recording once and I think, I guess the kid just made an honest 

mistake. Yeah. I think maybe that set of parts… it was like a C-natural, D-flat coming to a C-

natural, and this is correct, a D-flat going to the C-flat. Yeah, that’s correct. 

 

LE: 

Yeah. Okay, cool. Thank you. 
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MC: 

You bet. 

 

LE: 

All right. Any last thoughts on this? 

 

MC: 

It’s one of my most sincere pieces. I think I got it right. I think I did a pretty good job of 

portraying who Mr. Paynter was. I enjoyed composing it. It was a great honor to be the recipient 

of the first Revelli Composition Commission. Yeah, it’s probably one of my better pieces. 

 

LE: 

You know that Alma Mater theme… I think you used it in every way possible and you got a lot of 

mileage on it. 

 

MC: 

Well, thanks, I tried. It’s a great tune. 

 

LE: 

It’s like, “Oh, and he’s doing THAT with it HERE! Oh, now he’s doing THAT with it HERE.” 

So yeah. 

 

MC: 

It’s a great piece of music. 

 

LE: 

Amazing how much you can get out of just a small… just a motive, a theme fragment. 

 

MC: 

When a good composer—and I think I’m a good composer, I don’t think I’m a great composer, I 

think I’m a good composer. When a good composer takes sufficient time to develop ideas and to 

see, “How can I exploit this even more?” The mileage factor, you know. Good composers 

recognize that rather than just kind of, “Okay, been there, done that, I’ll move on to something 

else now.” I like to stay with it and see what else could be. 

 

LE: 

Okay, cool. I’m going to stop this. 

 

MC: 

Sure. 
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Yosemite Autumn: February 17, 2019 

 

LE:  

So now we’re talking about Yosemite Autumn and you know how you find new things every 

single time you look at a piece again after it’s been a while? And you get really excited about the 

next time you’re going to do a piece? And you say, I’m going to do this differently or I’m going 

to bring this line out more or whatever. 

 

MC:  

That’s as it should be, I don’t think any conductor should get hooked on doing a piece the same 

way, identical. That shouldn’t be the endeavor. I think good conductors do try to find new things 

in a piece, and our interpretations should change. Our interpretations when we revisit a work 

should reflect progress and growth. 

 

LE:  

I’m starting to get to the point where I’m doing some pieces for the second time, and it’s a lot of 

fun to do that. Alright well can we just talk through Yosemite Autumn the way that we did 

before? 

 

MC:  

I think what we’re doing here is a progression of arguably my easiest piece, Three London 

Miniatures, and this... is it rated a 4 and a half? 

 

LE:  

I’m not sure... Grade 4. 

 

MC:  

You’re right, you’re right. 

 

LE:  

But you would probably argue that it’s... What do you think? 

 

MC:  

This is definitely more difficult than Three London. So I would say maybe a 4 and a half on the 

verge of being a 5 in spots. I guess the similarity with Three London Miniatures, the inspiration if 

you will, and I try to be careful using that word. This also sort of came to me on a family 

vacation, much like the Three London Miniatures. I think we were at TBA in San Antonio, 

summer of... what? 

 

LE:  

2004? 2003 or 4 somewhere. 

 

MC:  

2003. So after TBA and the Young Composer Mentor Project, my wife and kids, our twin 

daughters who were with me, and then we went out west and I think did the Grand Canyon and 

then got to southern California and worked our way up the coast. From San Diego all the way up 

to San Francisco and beyond. So it was a vacation of California, and I promised my wife that I 

would leave all of my work behind. I wasn’t going to be thinking about teaching, I wasn’t going 
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to be thinking about what pieces I was going to conduct, and I wasn’t going be thinking about 

commission deadlines. 

 

MC:  

Everything was going fine until we got to Yosemite, and then I was just so taken with the 

awesomeness and the sheer beauty of that area. That’s when it happened, the creative juices 

started to flow, as a result of seeing these amazing rock formations. There’s Half Dome up there 

[points to a photo on his office wall], the great Ansel Adams, the great American photographer 

with his black and white photography. So, all of these amazing rock formations and waterfalls, 

just nature, and the history of knowing how instrumental President Theodore Roosevelt was, how 

close he was to the naturalist John Muir, and examples of Ansel Adams photographs. It all made 

perfect sense to me to try to capture that amazing scenery through sound. 

 

LE:  

Cool. Well, would you just continue to talk through it and I’ll ask some questions as we go, 

perhaps? 

 

MC:  

Sure, I thought the horn—sonically—was the right instrument to use at the beginning. Obviously 

based on the register I could’ve used just about any instrument, and it would’ve lied well there. 

But the horn, to me, conjures up a noble tone color, a noble timbre. So I was after the nobility, but 

also how good horn players can play so controlled. So it was maybe a horn call coming from the 

distance, you know? And I think that’s why it’s marked “unaffected, semplice, in a simple style,” 

fairly low dynamic level. 

 

MC:  

When we first got to Yosemite National Park, we got out of the car, we were in a parking lot and 

we got out of the car, and you heard and felt this rumble. I’ll never forget it; I actually looked up 

at the sky. I thought, you know, is the Air Force…are there B52 training missions or something? I 

was expecting to see this huge bomber. When we started walking down this path, the earth was 

literally shaking, and that rumble became more and more audible. It was Yosemite Falls. And 

that’s what the bass drum is here for [referring to mm. 3-4], marked pianissimo, lontano, in the 

distance. So, bass drum equals waterfall. And not your little trickle, I mean this massive 

confluence of water, and the suspended cymbal [referring to m. 6], the closer you got you felt the 

spray of the water, and that’s why the suspended cymbal is there. 

 

MC:  

So we have just one voice here [French horn solo at the beginning] and then this voice is added in 

a different key [euphonium solo beginning in m. 5], and that mild dissonance actually resolves to 

this, it’s a fifth isn’t it? Yes [referring to the interval between the two soloists in m. 8]. So that’s 

what I was trying to conjure up with the introduction, and then hinting around at this main theme 

becomes the main theme at number 9. This is kind of indicative of when I orchestrate. If you look 

carefully at the trumpet part, I call for only one player. The trumpet is to support the horns with 

the main theme. The trumpet is to support the clarinets with the main theme. 

 

LE:  

Not to dominate. 
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MC:  

Not to dominate. Yes. Yes. It should be almost Flugelhorn-like. Very dark, just a supportive 

instrument rather than the spotlight. 

 

LE:  

Understood, yeah. Thank you for pointing that out. 

 

MC:  

Sure. 

 

LE:  

Well would you just keep going, I don’t really want to interrupt, I don’t have any questions yet. I 

do have some questions a little later, but... 

 

MC:  

It starts, you know the upper-upper woodwinds are intentionally left out, as is shimmering pitch 

percussion, because I wanted a very dark, rich, orchestral sound here. Maybe strings only, if you 

want to think of it in terms of the timbre there. And then, after this little extension here [m. 16], it 

builds dynamically, the orchestration grows to where the full band is playing at measure 18. It’s 

just interjections…not full statements of the main theme starting at twenty-eight, some counter 

lines. 

 

LE:  

Formally, I would say this piece is ternary 

 

MC:  

Yeah, I think you’re probably right. 

 

LE:  

And I called this kind of closing A section material. 

 

MC:  

That would be a good way to look at it. 

 

LE:  

And this is a transition [starting at m. 28], but every section uses the main theme, or fragments 

from the main theme. 

 

MC:  

Yeah, just a fragment or reminder of it, to give it unity. 

 

LE:  

And so, section A, as I called it is really at 9. 

 

MC:  

Correct. I think this work is in the Teaching Music Through Performance and Band series, so you 

might want to consult it. Do you want me to check the index?... Yosemite ought to be there at the 

end. Yeah, it’s in volume 6 on page 744. This rates it as a Grade 5. 
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LE:  

Probably more like what you feel it should be rated? 

 

MC:  

Yeah, especially when you get into measure 58. 58 is to be that [points to picture of Half Dome 

on his office wall], Half Dome, this massive rock formation. That’s what I was definitely thinking 

there. Sometimes conductors and students will say, “What were you thinking here, what was this 

supposed to be?” And my answer more often than not is, I wasn’t thinking anything in particular, 

but here I was. 

 

LE:  

I call this, kind of the intro to section B, because it’s so strong and section B is stronger [referring 

to m. 58]. 

 

MC:  

Right. It sounds more like Copland than Copland. That reminds me of that visit Libby and I had 

with John Williams backstage after the premier of his violin concerto. He simply said, “All 

composers are derivative composers,” and I certainly plead guilty to that. Yeah, this is very 

Copland-esque. I wanted it to be craggy, I wanted it to sound ultra-American there. That’s why 

it’s voiced very spread out and the brass are to sound very noble there. So this would be the B 

section of the piece, the allegro [m. 65]. This is where it definitely becomes a Grade 5 technically. 

Some players want multiple tongue. Multiple tongue, they really need to use double tongue here. 

But I would caution conductors at the allegro with fire, its one thirty-two [referring to the tempo, 

which is 132 bpm], it’s not a gallop. It’s supposed to sound like horseback riding there, but not 

like the Kentucky derby. 

 

LE:  

So this is more of a pedagogical question than a composer question. I’m asking as a woodwind 

player…you as an educator, you would tell students to play this double tongued? 

 

MC:  

Usually at a pretty good clip like that, single tongue is going to be prohibitive. 

 

LE:  

Okay, just for that reason. Okay, cool. More Copland? Same thing kind of? [pointing to m. 71] 

 

MC:  

Mm-hmm [affirmative]. Mr. Maiello does this frequently with honor bands, and he just loves how 

I extend it again by one beat, the meter here to 5/4. He was very intrigued why I used 5/4 there. 

Why did you do that? I said, because it felt right. That’s just what the music wanted to do there. 

It’s that simple. 

 

LE:  

Okay, good, I’m glad. Because we wonder, we don’t always know. 

 

MC:  
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I think staying in 4/4 would be a little too monotonous at that point here. This is where it locks in 

[m. 75] and I think I behave myself with the lack of meter changes intentionally. Okay? A little 

imitative counterpoint here, with the brass versus the upper woodwinds. 

 

LE:  

Just for the tape, that’s measure 83. 

 

MC:  

Right, thank you. This starts swirling around pretty fast, so. 

 

LE:  

Yes it was, this was tough to do with the NOVA band [referring to the Northern Virginia 

Community College band that LE directs]. 

 

MC:  

It’s a challenge for a lot. 

 

LE:  

It was a good piece for us, it was a good piece for the NOVA band. 

 

MC:  

I think it was a very good fit for you guys, I remember you did a fine job with it on the podium, 

too. 

 

[A few lines of off-topic banter ensued that is of a personal nature and is not included here.] 

 

MC:  

This is…maybe it’s just because it’s on a page turn, but this allargando, you really need to slam 

the breaks on here [m. 91]. 

 

LE:  

That’s why I put it there, yeah [referring to a note in my score on the previous page about the 

allargando coming on the following page]. 

 

MC:  

And the percussion, the snare and the timpani in measures 91 and 92 really have to be with you 

there, and that takes a couple times in rehearsals to where they see just how severe that molto 

allargando is, two and one before 93. So then we have a very sonorous return of the main theme, 

thinking subito piano there [MC pointed to m. 100 and sees that I marked it subito piano in red], 

see I still haven’t learned my lesson, have I now. Subito mezzo piano doesn’t—visually the 

players don’t associate enough with how much softer you want it there, okay? And when that can 

happen it really is very effective. So, I think this is where I draw the line, what did you say 

structurally? Did you have return of A? 

 

LE:  

At 93, but up a step. Yep. 

 

MC:  

https://www.rev.com/transcript-editor/Edit?token=DlAJ-co2MKrkf5X1IpjyIpQn2R6FYc2gd3uR2CUdhNuYq00zBtjs6NJdD-yeZDcvsnCFFCb3XNM5kZCBLY4QG3s9dpw&loadFrom=DocumentSpeakerNameDeeplink&ts=742.8
https://www.rev.com/transcript-editor/Edit?token=9lh08IQEBT3S5_CM3-bZB0rCkQ0V_nfr9p2UTXf_DO9xm6PJqXx7li29xYvJJ5Re8Cxdg2gQp61x7D6vd8DXs0ga2ts&loadFrom=DocumentSpeakerNameDeeplink&ts=744.69
https://www.rev.com/transcript-editor/Edit?token=g4UI5JZLf8KTPqLnwEgDLnW8kvZVNSMVvff9rfLfDkKPA-Vo_PM335x6GJFwCqewaPA7g4-2BiBetcJDgRJUgWviJeo&loadFrom=DocumentSpeakerNameDeeplink&ts=750.82
https://www.rev.com/transcript-editor/Edit?token=bH7MyCy6mhtyTq70c91swn2V4Xn6aW5OMb4HNlecPodWpmr2YwsRs0PFkvftaJnQRAck5h_53gDbFnqKweabWAIltPY&loadFrom=DocumentSpeakerNameDeeplink&ts=754.21
https://www.rev.com/transcript-editor/Edit?token=QRFftRjezy1DWh2CqTnAAX_X79JpOOpD_Qxuwh6OGXCkHDO-h12jddSBI6dkRCcVB_kSJDVxofsBGR7xX1aTr-2hcJc&loadFrom=DocumentSpeakerNameDeeplink&ts=755.25
https://www.rev.com/transcript-editor/Edit?token=H9lJLePpi6PsGmmZUBdA85u09TSv4McE7clet1quoT9A5kMegfoSBys2az9CSjISgTM9inz9ZsYiFYW4szrqhsLYr78&loadFrom=DocumentSpeakerNameDeeplink&ts=757.08
https://www.rev.com/transcript-editor/Edit?token=C64VOdWqzke-ZUEYhbm5HIggBq468ubDIcdbeGxjmE1Lw-iCZE6SKMaG8iaTQ1Jx4_MZ68D49w-sqrrsl-TYvN1AX60&loadFrom=DocumentSpeakerNameDeeplink&ts=784.43
https://www.rev.com/transcript-editor/Edit?token=lCrYCOnU2WeOf2m-MmQJn9dfS5lQ0fg72vtssGO6oMZUsWTfBmRhzk3dKRsiCFEjUy26ohoMlETBiSWv62YypEcg0BI&loadFrom=DocumentSpeakerNameDeeplink&ts=792.12
https://www.rev.com/transcript-editor/Edit?token=RUnPuXFiA-0u4sMiPitnQb_BEiwxP6N79fqZ7LQYEa5TpJH1rs8uO4WpKVdvEZliWOcupym1f2GpUklrzUoIxPmm6BE&loadFrom=DocumentSpeakerNameDeeplink&ts=797.22
https://www.rev.com/transcript-editor/Edit?token=d31f6zzk_ldRnRr7omGu_74S9FgJ8GBAjqo1wY6JkapXCRsHtj1kmWoftiSx8f_ovQpEwEqzH1ZLUpbyFi-GcCmOV4A&loadFrom=DocumentSpeakerNameDeeplink&ts=848.22
https://www.rev.com/transcript-editor/Edit?token=skFGWGQkqJ_t_T4dMUE1IEv81RxpjEMUK0Smv9Xw_dhSjwyeh20cXqiwVUNlGZ6C33fv-9TAOxJXYSapCTds6_NaFzU&loadFrom=DocumentSpeakerNameDeeplink&ts=853.59


492 

 

Return of A, and we could call this a- 

 

LE:  

I call this the coda [m. 108]. 

 

MC:  

Yeah, a concluding section. 

 

LE:  

You prefer concluding section? 

 

MC:  

Yeah, I think coda sounds a little bit too heightened Mozart, early Beethoven, you know? So I 

think “concluding section” is a more general term that I think is a little more apt to use 

particularly in talking about twentieth century music. Because “coda” when you think about it in 

the classical sense, a coda was to reinforce tonic. To give the listener that sense of assuredness, 

seriously. 

 

LE:  

And you don’t do that. 

 

MC:  

No. Why? What sense does that make, in writing a piece in 2004? It has everything to do with 

tempo, mood, how do I want this piece to end? How I wanted the piece to end is very serenely, 

because yes this is a musical sunset [referring to my note in my score of “sunset” in m. 120]. I 

forget the place, there’s a famous outgrowth of rock where people used to dance with a sheer 

thousand foot drop off. But the sunsets from there were magnificent. 

 

LE:  

Is that in the park? In Yosemite? 

 

MC:  

Oh yeah, so it is a musical sunset that I remember being so striking. So, the sound here portrays a 

musical sunset, but it also portrays the sunset of a life. Of Libby’s mother. So it’s really, sunset 

there has a double meaning. This is a pretty lengthy concluding section, starting at 108, and 

proportionally 108, yeah that’s a pretty lengthy concluding section. I like the concert flute to 

sound almost like an alto flute, that’s perfect alto flute range. 

 

LE:  

This is in measure 112. 

 

MC:  

Yeah. Correct. I usually tell the flute soloist there to sound like you’re playing maybe an 

American Indian kind of flute. A native American sound. How often do we have exposed bassoon 

solos in band music? 

 

LE:  

More often in your pieces, and I’m thankful for that. [I am a bassoonist.] 

https://www.rev.com/transcript-editor/Edit?token=p_yOc6Ja9ps1KMPLaRBh_gjrfB0rm3pswHKS40OlYdO-Pexi0COLC6QIUhP7ajViifS270xuYihov_w1swODPg7P0d0&loadFrom=DocumentSpeakerNameDeeplink&ts=856.33
https://www.rev.com/transcript-editor/Edit?token=F3zAzB-iAKmFQUy_SvkVNFk_gj8Gft7XYMTK_Sy_GIsRfPS3-Q-PCIkC836Lo7qIbyIFlL1ORkMYzh6zN_Rs6n0bcEM&loadFrom=DocumentSpeakerNameDeeplink&ts=858
https://www.rev.com/transcript-editor/Edit?token=MjpsDisHtNQM01x6oThMBKVNjKr7ripTR-TxADY7ObSYDj4rWQGf_n55N-LTu38iDsqpuD0nWS04CY3DRgJT--E6ehQ&loadFrom=DocumentSpeakerNameDeeplink&ts=859.7
https://www.rev.com/transcript-editor/Edit?token=0lCn7NgzgWwf-dP5NIqFAsBrzTqlvgWab4SsbJAvQY8QG90ODNGuZ6FL-Y0nuz1l-IMxjaObC_xV91j1ZiSAFFk41fM&loadFrom=DocumentSpeakerNameDeeplink&ts=862.04
https://www.rev.com/transcript-editor/Edit?token=sOs3M4BmfI6B1v1wkQJxqVuQuduWYY28pvhopjPHTFqgYMOBXjYA7KjMjMcPt0u80eBLgUV902O0pLyCxCsJQdlJS3k&loadFrom=DocumentSpeakerNameDeeplink&ts=891.27
https://www.rev.com/transcript-editor/Edit?token=8tCUar8mF2bzwPLMZ89X8B5s0WaXnkAypaNNrvzqz6bFKunO1Q709_gwlArhbdtyFC4D0PP_AECHCg-jZtO6HvDIpwk&loadFrom=DocumentSpeakerNameDeeplink&ts=891.81
https://www.rev.com/transcript-editor/Edit?token=2SUMVwydmNp1WfTOLzVmPl7zP5s_dIU7e_b9261Q87aQbB_zggZHrDirQLv77YCZ7kzIfoEl_LDvrqlEndeFIk9025Q&loadFrom=DocumentSpeakerNameDeeplink&ts=933.22
https://www.rev.com/transcript-editor/Edit?token=Qd7T0C_7xuMG3oEt8GEb3xo3f171EYU5DeVBKykbe_VqHqZ07tbfXky1TgHBjGhjkTJAhbn1YV0pSQai3ZgcFbbz_Kg&loadFrom=DocumentSpeakerNameDeeplink&ts=933.26
https://www.rev.com/transcript-editor/Edit?token=CzpceQsylshMyRYQ3-_bECFhVVRbvZKHw1PTrlcW1XtGKSkTVExOUMjzkSSpHoH8L3N3qasLvusa3l_cyMlhv1ZxIVI&loadFrom=DocumentSpeakerNameDeeplink&ts=977.85
https://www.rev.com/transcript-editor/Edit?token=sy6KYTka_n8VUB0c-kzyIbLCCnTdhzD9D-w2TFpuubWICYKs1-pkzGz1GvLFFjfkJISZrRVbxvAE9VwaSz-T29BEPbI&loadFrom=DocumentSpeakerNameDeeplink&ts=978.79
https://www.rev.com/transcript-editor/Edit?token=mfTXi0Iqn6a25NtKXx-xI5JHBFeUi8SNa9v1R157TgytEP8Qx2XdUvlLlpPIO4cyUKsl8aQgfQ-DDUv9sY3Zh-KAGNY&loadFrom=DocumentSpeakerNameDeeplink&ts=1000.8


493 

 

MC:  

Well, bassoon’s a great instrument, despite how I like to poke fun at you in rehearsals. I think 

writing for solo English horn, solo bassoon, those are two of my favorite instruments, and we 

don’t hear either of them enough in the symphonic band literature. 

 

LE:  

We don’t, and this is fun, this is really fun to play juxtaposed against that flute part [m. 112]. 

 

MC:  

Yeah, so they’re two very different sounds but I think the register I used for both kind of feed off 

of each other, and you can see how lean…you just have this pedal point here, in the clarinet, and 

then the timpani. So, low register flute, one bassoon. It works, provided the composer is a skilled 

enough orchestrator to know that it’s got to be very lean accompaniment. 

 

LE:  

These measures here are pretty different [mm. 116-119]. 

 

MC:  

Yeah, it was really meant to be jarring, because we’ve been so lean and so soft, and then... And 

then something very tragic, a lament here. This minor…it’s supposed to be very, very dark. 

 

LE:  

And why? What were you thinking there or just- 

 

MC:  

Death. The foreshadowing of death. Just the agony of a loved one dying. 

 

LE:  

Can we talk about, I want to go back to harmony, cause again I have the hardest time wrapping 

my brain about what you were thinking in certain spots harmonically. If you’re not, that’s fine I 

like that answer too. 

 

MC:  

I’ll do my best, I got a D in freshman theory fall quarter. 

 

LE:  

Me too actually, I had to retake it. 

 

MC:  

I was also acing graduate level composition as a seventeen-year-old freshman, so it all balanced 

out okay. It was a horrible teacher. But I wasn’t the greatest student either, because…he was such 

a turn off I just said “Forget this.” Stupid on my part. 

 

LE:  

Alright so, were you thinking any sort of tonal center at the beginning here, I know that this is in 

a different key, but what were you thinking harmonically, here? Or were you just thinking about 

the solo lines, melodically. 
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MC:  

You know what I was probably thinking Lisa, I was thinking “What’s good horn range”... What’s 

good horn, and what’s good euphonium range... I think that’s maybe what it boiled down to, and I 

don’t think I was thinking [sarcastically says], “Oh, B-flat, a good band key.” I think I was really 

trying to find a good French horn register to where it wouldn’t sound forced on both a solo horn 

and a solo euphonium. 

 

LE:  

Ok. And then here, this is pretty clearly in B-flat dorian, to me. Something that I’m starting to 

notice, going through your pieces, is that you like to use this flat major VII and flat major VI 

[chords]. 

 

MC:  

Really? Okay, good, good discovery. Again, I’m never thinking on these terms, never. Not 

ashamed of that, not proud of it, I just don’t think in that way. 

 

LE:  

So you’re just going off of what sounds good to you? 

 

MC:  

Exactly, that is an accurate statement. 

 

LE:  

Alright and then up here we clearly are going to F major [m. 18]. In what I’m calling, I’m calling 

this the answer to the previous phrase. 

 

MC:  

Yeah, I mean, basically it’s just V - I right, C going to F [V in mm. 16-17 going to I in F major in 

m. 18]. 

 

LE:  

That’s what I wrote there, yeah, and so this is pretty clear. Mostly diatonic chords in F major, and 

then here we land on this emphasis on G-flat [m. 28-36]. 

 

MC:  

Nice dark key, one of my favorites. Next to D-flat, my ultimate favorite. 

 

LE:  

So I call this a tonal center. I call G-flat a tonal center for this section. But then not for long. This 

is D for sure, to me [starting in m. 36]. Just D being the tonal center. 

 

MC:  

Yep. I just wanted to interject one thing, you’re very interested in the harmony and again it’s 

usually very spontaneous and not premeditated on my part. One thing I will say, that if you look 

at the orchestration, I use overwhelmingly root position triads. I don’t use root position triads 

with my orchestral music, but in orchestral music, inversions work a lot better. Inverted chords, 

with wind band, root position. Once you start using inversions with band orchestrations, it tends 

to get messy, it tends to get too- 
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LE:  

Muddy? 

 

MC:  

Muddy, thank you, thank you. Not so with orchestra, not as much with orchestra, but with band 

music, root position triads. 

 

LE:  

Because you hear the tuba, so you want to hear the roots. 

 

MC:  

Right, you lock on to something. Also being so fond of the music of Ralph Vaughan Williams, 

Vaughan Williams also was very, very keen on root position triads. When he was triadic, he was 

almost always in root position, and root position works much better for band. Inversions, not so 

much. 

 

LE:  

Okay, cool, at fifty-eight I called Half Dome. I didn’t say that there was a tonal center here. I said 

that it’s tonally ambiguous, but we land in C major here [m. 75], and it doesn’t really feel to me 

like anything except this development toward C major here. For four measures it’s C major here, 

but maybe you can correct me or elaborate? 

 

MC:  

Alright, Basically... I really can’t. 

 

LE:  

Ok, so you’re not thinking anything specifically there when it comes to tonal center. 

 

MC:  

No I’m not, no I’m not. 

 

LE:  

That’s what I thought. 

 

MC:  

Yeah, it’s just constantly shifting, constantly moving. Let me check one thing. 

 

LE:  

We end in F major... Sorry, you end in F major. When it goes back to the A section, we’ve 

definitely we’ve got some tonal centers. 

 

MC:  

It begins basically, B-flat. I don’t know. One of the big innovations in nineteenth century music, 

historically speaking, was this notion of progressive tonality. To where composer begins the 

piece, you know the classical period you begin in C and you end in C. Early Romantic, you begin 

in one key you end in that same key. Progressive tonality was championed by Mahler. 

 

LE:  
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I always tell my students, up until Mahler, we come back to the same key, pretty much. 

 

MC:  

So, I don’t necessarily say well this piece I’m definitely gonna do progressive tonality, it just 

happens, and more often than not I don’t end in the same key that I begin in.  

 

LE:  

You go to some funky places though. Here we are, we’re going... I love it. You’re just sitting at 

the piano saying “Oh I like this, this works”. 

 

MC:  

Mm-hmm [affirmative]. And does it make sense? 

 

LE:  

It does to my ears. It doesn’t always to my brain, but I’m trying to make something fit in a box 

that I shouldn’t make fit in a box. That’s why I’m really just trying to ask you about it. 

 

MC:  

Yeah, I mean if it sounds right. It sounded right to me, and I don’t think I’ve ever had someone 

come up to me saying, “That just doesn’t make sense harmonically.” I think it does. It’s just the 

way I write. 

 

LE:  

But it’s interesting and unique. When I look at scores and I do what I’ve done here to other 

scores, I don’t see anything like this. 

 

MC:  

Here again harmonically, I’ll get back to harmony in a second, with the orchestration, I think the 

best teacher for me in terms of getting an American sound was Mr. Copland. My melodic writing 

tends to be more Samuel Barber. Very lyrical. Harmonically, if you were to really take several 

hours and try to immerse yourself in the symphonies of Vaughan Williams, I think that’s where 

my harmonic language comes from more than any other composer. Not the Folk Song Suite, not 

Flourish [for Wind Band]. Not his band music, but his orchestral works are still very unknown by 

a lot of band conductors, and I think therein lies my harmonic language was most influenced by 

Vaughan Williams in his symphonies. He’s all over the place, but it always seems logical to my 

ears. I can’t emphasize the importance of Vaughan Williams’ symphonies in my development as 

a composer, my harmonic language. 

 

LE:  

Did you spend time in college looking at Vaughan Williams’ symphonics course? 

 

MC:  

Yes, the answer is yes. I’ve only conducted three of the nine Vaughan Williams symphonies but 

I’ve studied them all. That’s my biggest influence harmonically. Orchestration: Copland, and 

Melody: Barber. 

 

LE:  
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Excellent. Let’s see if I have any other questions... I don’t think I do. Any other thoughts on 

Yosemite Autumn? 

 

MC:  

Yeah, I think it’s important with endings like this that go down, you’ve heard me use this term, it 

should be a musical evaporation. It should fade, and if it’s a sunset you don’t want, god forbid 

that word a “cutoff.” Sunsets are not like [makes an abrupt sound]... Sunsets don’t go like this 

[gestures an obnoxiously abrupt cut-off]. Sunsets just gradually fade to nothingness, and that’s 

what I’m after there. So I think the conductor should just [gestured], and when then the sound 

evaporates, hopefully with some modicum of togetherness. I usually have... Well here I don’t, I 

don’t have timpani, because timpani usually gives you that lifeline of sound. 

 

LE:  

You have the clarinets which can fade right out. 

 

MC:  

Right, and the saxophones. 

 

LE:  

When I talked about that perfect fifth motive in Yosemite Autumn, it’s the whole song, the 

theme. 

 

MC:  

I think a very influential work to me, and a very influential composer when it comes to band 

composers, Vincent Persichetti, and if you think of Pageant, it starts out with that open fifth, that 

horn call. It’s the fifth, how much mileage can a composer get out of one interval? And the 

answer is, a lot if you’re good. How much mileage did Beethoven get out of the opening of the 

fifth symphony? Beethoven is still the greatest teacher of composition, greater teacher of 

composition than any professor or Doctor So and So. Beethoven, the master composer, remains 

the ultimate teacher of musical composition. Just because of how he developed his ideas, and how 

he revolutionized harmony in his way. How he pushed distant tonal centers, third relationships 

harmonically, it wasn’t all tonic dominant like his predecessors. 

 

MC:  

Beethoven I think just, was really quite radical. How he expanded sonata form, how he expanded 

the development, and what he did harmonically. Some people say “Yeah the guy was going deaf 

maybe he wasn’t that innovative.” 

 

LE:  

I think he knew. 

 

MC:  

I think he knew everything he wanted.  
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Errata in the Twelve Pieces in this Study 

Pieces are listed in alphabetical order 

 

 

Elegy: In mm. 183-184, in the 3rd clarinet part, the written D-flats should be written C-

naturals down a half step. 

 

Illuminations: In m. 95, in the tuba part, those two notes should be E-flats, not E-

naturals. 

 

A Movement for Rosa: There are no errors in the score. 

 

The Shining City: Add a breath mark in between m. 226 and m. 227 in the bassoon and 

alto saxophone parts. 

 

Symphonic Prelude (The Cemetery at Colleville-Sur-Mer): Meas. 40 should be ♩ = 116, 

not ♩ = 100. 

 

 NOTES FOR CLARITY: The “A tempo” at m. 50 could be confusing since the 

 beginning and previous tempos were not ♩ = 88.  Just follow the ♩ = 88 marking 

 here. The rall. before m. 50 should slow down to a slower tempo than ♩ = 88, so 

 then it picks back up to ♩ = 88 at m. 50. 

 

Symphony from Ivy Green: There are no errors in the score. 

 

Three London Miniatures: There are no errors in the score. 

 

 NOTES FOR CLARITY: In the second movement, in m. 14, the dynamic should 

 be subito pianissimo instead of subito mezzo piano for the entire ensemble. 

 

To Build a Fire: 

4. In m. 30, in the oboe part, the dotted half note should be an A-flat trilling to an A-

natural. 

5. In m. 185, in the contrabassoon part, the note should be a D-natural. This affects 

the next several measures due to the ties. 

6. In m. 210, in the first bassoon part, the error is that the tie between mm. 209-210 

changes octaves with the clef change. Professor Camphouse would like the 

bassoon to read m. 209 as is and stay on E3 for beat one of m. 210, then go up to 

the higher E (E4) on beat two of m. 210.  

 

 

 



500 

 

To Build a Fire (cont’d) 

 

 NOTES FOR CLARITY 

1. Regarding the piano part which is marked “acoustical, with 

amplification,” Mr. Camphouse would like a grand piano to be used and 

heard for performances. If needed, mic the grand piano.   

2. In m. 235, the alto flute note should start a quarter tone flat and then scoop 

up to the normal pitch on beat 2 (the line pointing to “normale” should go 

to beat 2, not beat 1). 

 

Two American Canvases: There are no errors in the score. 

 

Watchman, Tell Us of the Night: The opening and closing tempos are too slow. It should 

be ♩ = 56 at the beginning and at m. 214.  

 

Whatsoever Things…: In m. 114, in the 2nd trombone part, the first note should be an E-

flat above middle C, not an E-natural.  

 

Yosemite Autumn: In m. 106, in the French horn part, the two F-naturals should be F-

sharps. 

 

 NOTES FOR CLARITY 

1. In m. 94, beat 4, to the breath mark in m. 96, in the piccolo part, Mr. 

Camphouse prefers for this to be played up an octave. 

2. In m. 100, it should be a subito p, instead of a subito mp. Mr. Camphouse 

wants the dynamic to go way down here. 

3. When Mr. Camphouse conducts this, he adds cesuras at the end of m. 8 

and m. 57.  

4. When Mr. Camphouse conducts this, he tells woodwind players who play 

in the very last bar to sneak a breath early in the second to last measure so 

that the last measure can be held long enough. 
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