
3 MUSIC

MUSIC STYLE

MUSICAL STYLE, OR THE MANNER IN WHICH MUSIC IS PLAYED, IS THE KEY TO EXCELLENT MUSICALITY AND INTERPRETATION.  The slightest deviation from the proper tempo or articulation might destroy the precision, meaning and character of the music. 

When rehearsing music, make stylistic interpretations clear so that uniformity is achieved within the ensemble.  For example, if a note is to be played short, determine how short, and whether it is heavy or light.  Vocalizing articulations, pitches, expressive inflections, phrasing, and rhythms are an effective way to refine style while simultaneously conserving the wind players’ endurance.  

Teaching Articulations
Players should understand how to play these five basic articulations to achieve uniformity within the ensemble:

^ MARCATO:  Heavy attack with space between the notes (not necessarily short). 

The tempo determines the note length. Use a heavy "T" attack (using the tip of the tongue), with air support in proportion to the strength of the attack.  At very fast tempos the notes would be short, but at slower tempos they are detached, not short.
.  STACCATO:  Light attack with space between the notes (not necessarily short).  
The tempo determines the space between the notes.  Use a light "D" attack (using the soft part of the tongue), with air support in ratio to the attack.  At very fast tempos the notes would be short, but at slower tempos they are detached, not short.

-   LEGATO:  Smooth and sustained.  

The air should flow constantly from note to note with the only interruption on the articulation of the next note.  Use a light "D" attack, keeping the air moving between the notes.

> ACCENT:  Heavy attack with full note value.  

The air flows without interruption until the next note is articulated.  Use a heavy "T" attack matching the air velocity.  In some older music styles, it is appropriate to slightly space the notes.  With contemporary, rock and jazz music, the accented notes should be played full value.  
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          SLUR:  Smooth, connected, and joined.

Move from one note to the next without articulating. Keep the breath flowing between all notes, as indicated by the slur marking.

WHEN VOCALIZING: 
Practice heavy, medium, and light attacks on "T" for unmarked, marcato, and accents. 




Practice heavy, medium, and light attacks on "D" for legato and staccato.




Equalize the attack with the appropriate air velocity.  




Use vowels for tone color:  Dark- "OO or "U"; Neutral - "AH" or "I"; Bright - “EE" 




Use "T" following the vowel for short notes, or clipped releases.  e.g.  "DAHT" or "DIT"

Listening to recordings of various professional musicians and ensembles assists the students in learning how to imitate various styles of music.  For example, the best way to emulate swing style is to listen to Count Basie or Duke Ellington recordings.  The more students are exposed to models of what they are imitating, the more mature their stylistic interpretations will be.

EXPRESSIVE STYLE

Most marching band musicians do not emphasize expressive playing to the extent that occurs when playing concert music.  As a result, it is seldom that marching bands achieve lyrical qualities when performing sensitive music.  These common stylistic interpretations should be considered when teaching lyrical music:

*
Stretch and taper ends of phrases.  Do not "clip" them, leaving big holes between the old and new phrase.

*
When playing softly, darken the tone.
*
Play longer phrases, shaping the dynamics with the contour of the melodic line.

*
Enrich the tonal balances by decreasing treble voices and increasing lower voices.

*
Avoid strident sounds when increasing volume or when playing in the upper registers.

*
Encourage players to feel the emotional aspects of the music.

*
Develop a strong sense of inner pulse to avoid rushing or compressing rhythms.

*
Strive to blend individual sounds within each section and the total ensemble.

*
Weigh the longer notes more heavily than the shorter notes.

THE BASICS OF SWING STYLE

Marching bands commonly experience stylistic problems when playing in the swing style.  This feel is challenging to achieve because wind players have a tendency to articulate too heavily.  Rhythms often sound "square" because they are more closely associated with duple patterns rather than with triplet patterns.  To develop proper style, begin by learning to articulate lightly and smoothly, verbally producing triplet-based patterns with the syllables "DOO DOO DOO DAH"  (or "DU").  Use "OO" or "U" vowels for dark sounds.  Use "AH or "I" (as in “it”) for normal textures and "EE" for bright sounds.  Use "T" attacks for neutral, accented, and marcato articulations.  Use a "D" attack for legato and staccato articulations.  Remember there are various levels of intensity on "T" or "D" attacks, depending on the style of the music.  Sometimes a heavy "D" attack is more appropriate than a "T" attack (as with some rock-styled rhythms).

Once articulations and vowel colors are understood, practice the swing feel first vocally, then instrumentally.  The triplet feel is similar to 6/8, 9/8 and 12/8 meters.  For example, repeated eighth note patterns in the swing style should be interpreted as quarter-eighth note rhythms in 12/8, 6/8, 3/8, or 9/8 meters.  

Verbalizing various swing patterns assists the players in developing uniformity of articulations as an ensemble. Written examples can be extracted from published music, or simple exercises can be created and used during warm-ups.  There are several published swing exercises that can be utilized to teach the swing style.  It is important to keep the air moving through the entire phrase.  

Here are some examples:
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ROCK & LATIN STYLES

The character of most Latin and Rock styles of music is largely determined by articulations.  As in the swing style, vocalizing vowels and consonants helps achieve uniformity of articulations, phrases, and inflections.  When the ensemble can sing the phrases with precision, the stylistic uniformity will be improved.  The total meaning of a musical phrase is defined by how the articulations are played.  This is also true of the tempo, pulse, phrasing, dynamics, balance, and expression.

Some rock style arrangements are not always marked with articulations and must be interpreted by the director and the ensemble.  In most cases repeated eighth notes should be played with a hard-legato articulation.  Accents should be played full value.  For syncopated patterns, play on the "back side" of the beat for better style.  

Here are some examples:
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Most Latin rhythms should be played with lighter articulations.  The pulse should never feel rushed, establishing a tight groove with the rhythm section.  Inflections are not always marked in the music, but they must be played and felt by the ensemble.  Vocalizing is the key to uniform articulations, phrasing, and inflections.
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THE FIVE BASIC ELEMENTS OF GOOD MUSICIANSHIP

Music rehearsals should be carefully planned with the specific goals and methods identified.  Plan each rehearsal beforehand to assure that the most immediate musical problems will be addressed.  Be prepared to demonstrate solutions by singing or playing examples.
Begin each rehearsal with a warm-up and tuning routine designed to improve the players' musicianship.  The warm-ups need to be productive, with defined short- and long-range objectives.  Make sure this routine does not become boring, predictable or disorganized.  Whatever methods are used, the results should yield progressive maturity of overall musicianship.

Well-organized and productive rehearsals not only improve musicianship, but also help to develop good attitudes and work habits.  If time is wasted, students will begin to lose interest and disruptive behavior may result.

The primary goal of any music rehearsal is to improve the musicality of each performer.  The director needs to understand what causes good musicianship and apply proper methods for the improvement of musicality during instruction.  The most effective rehearsals are those that emphasize what causes the music to happen, rather than on the music itself. 

Although these qualities are defined separately, they all affect and are related to each other:

1. TONE - Simple definition: The quality of sound.  

Each player should strive to produce the best possible characteristic tone.  Before this can happen, there must be a mental concept of desirable sound.  Demonstrating an example of good tone can be done by an individual in the band, a clinician, an instructor, or with recordings of outstanding musicians. 

Students need continual exposure to model examples of good tone quality.  Ideally, these characteristic sounds should be uniform within each section.  Once the students have an idea of how they should sound, they need to understand the factors that affect their sound:  proper breathing, embouchure, posture, and equipment.  

Developing good tone at all dynamic levels and ranges is a lifelong process.  It is important that the musical exercises incorporated in rehearsal allow for a steady progression of this maturation.  Students should be discouraged from playing at extreme dynamic levels or in ranges that produce poor tone and pitch.

2.  INTONATION - Simple definition: Pitch.

Intonation and tone are inseparable as the same factors affect both aspects alike.  When playing in an ensemble, individual players must listen and compare their pitch to that of the ensembles, and then make appropriate adjustments.  The goal is to learn how to listen and adjust to the pitch center of the total ensemble.  

THE PITCH CENTER OF AN ENSEMBLE IS THE AVERAGE OF ALL THE PITCH VARIANCES PRODUCED BY THE TOTAL GROUP.  If everyone in the ensemble played a concert Bb, some players might be sharp and some flat.  If they were asked to sing that pitch, the results would most likely be a matched pitch.  This “pitch center” is the average of all the pitches generated by the total group.  When playing an instrument, the correct note can easily be produced without playing perfectly in tune, but when singing, the pitch must be mentally conceived, then matched with the voice.  
How to find and adjust to the pitch while playing:

* Sound the tuning pitch, using either a member of the ensemble or a tuning device. This is the reference pitch, or the center pitch everyone needs to match.

*  Have everyone hum the reference pitch (it is easier for students to hear themselves when humming). This forces the students to listen and transfer the pitch to a mental process.

*  Next, have the students play their instruments while making adjustments to the reference pitch they are humming.  This teaches the students to tune to themselves.

*  Always tune from the lower instruments up.  This makes it easier for the students to hear themselves as they enter by building the pitch from the lowest musical sounds.

*  While the ensemble is tuning, individuals should continue humming until they begin playing their instruments.

*  When tuning outdoors in sections, one player from each section should tune to the pitch reference using this process and transfer that pitch to their sections.

*  Always tune the ensemble in the same climatic conditions in which they will be performing.

*  When the temperatures are extreme, allow the pitch center to go up or down to avoid extreme adjustments of the instruments.

Ultimately, the wind players must learn to apply this process while playing their instruments.  It is a continual process of listening to them selves, making comparisons to the total ensemble, and then making adjustments to eliminate individual differences. 

3.  ENSEMBLE - Simple definition: Two or more musicians performing at the same time.  

Ensemble is a multifaceted concept, essentially involving a congruence of sound between various combinations of musical groupings.  For example, ensemble issues might include the compatibility of melody to accompaniment, woodwinds to brass, percussion to winds, first parts to second and third parts, etc.  Every aspect of music affects ensembles, including rhythm, phrasing, tone, intonation, articulations, volume, and balance.  

The key to a good ensemble is attention to RELATIONSHIPS and COMPARISONS, or how one musical element affects another.  Students must learn to listen for these relationships and make appropriate adjustments to correct INCOMPATIBILITIES.

4.  BALANCE - Simple definition: The total compatibility of sound.  

Balance is determined by relationships.  The same factors affecting ENSEMBLE also affect BALANCE.  There is a misconception that volume is the only factor when establishing good balance.  Although balance is most commonly affected adversely by improper dynamics, it can also be affected by differences in pitch, tone, instrumentation balances, scoring, articulations, field placement, instrument facing, and style.  There are three basic types of balances:

TONAL BALANCE: How various instrumental groupings are balanced (high, middle, and low textures).
HARMONIC BALANCE: How various chord tones and harmonies are balanced.

SECTIONAL BALANCE:  How various instrumental groupings within the ensemble are balanced.

Achieving good balance is a process of making constant comparisons and adjustments.  Individuals need to listen to themselves comparatively and make adjustments for balances between various groupings.  Students should strive for a characteristic sound that is uniform within their section, and each section must strive for the same uniformity within the entire ensemble.  

During warm-ups, practice balancing chords with different instrumental groupings so the students can learn to hear different tonal and harmonic relationships.  Practice maintaining these balances at all dynamic levels and ranges of tessituras.

5. INTERPRETATION AND GENERAL MUSICIANSHIP - Simple definition: All other musical considerations.
EDITING EXISTING ARRANGEMENTS

For bands that do not have perfect instrumentation, modifications can be made to existing music arrangements to achieve more desirable results.  If the music has not been imputed into a music software program, it would be worthwhile to do so, to making any modifications simply and quickly.  The following are typical examples on how to alter an arrangement to solve music problems, customize the structure, and improve the quality.

SAXOPHONES:  The saxophone family provides a wealth of doubling possibilities.  The alto saxophones have a wide range and can be used to strengthen, or replace second / third trumpets, mellophones / horns, upper trombone parts or other critical woodwind parts that need enhancement.  The tenor saxophones can strengthen or replace trombones, mellophones, and baritones/ euphoniums.  Finally, baritone saxophones can support the basses. 
USING INSTRUMENTS WITH RESTS:  Sometimes parts that need enforcement can be doubled with instruments that have rests.  The possibilities are unlimited.

RE-ASSIGN PARTS:  If there is a section in the band that has ample numbers, some of them can be re-assigned to play a different part where there is a lack of instrumentation.  Modern scoring software makes it is easy to transpose a new part from a different line in the score.

CHANGE KEYS:  If the tessituras of an arrangement are too high causing a strained sound, the entire arrangement can be transposed down to a more comfortable range for the players.  

SIMPLIFY:  Wind and percussion parts can be simplified when the players are struggling with execution.  Rhythms can be changed, melodies altered, and parts cut from the music.  When it becomes obvious that a particular music passage is not going to improve with rehearsals, do not hesitate to make changes that make the music more accessible for the students.   For example, a quick solution to resolve a challenging percussion part is to extract a phrase from a different location in the chart and substitute it for the trouble spot.  An advantage to this solution is that the percussion players do not need to learn new music.

CUT AND PASTE:  Do not be afraid to cut and paste various sections of the music to accommodate a better structure for the arrangement.  There is nothing wrong with extracting music phrases from different locations in the score to customize the structure of the music, providing a solution that might be used to strengthen the end of the show, or improve the transitions between various sections in the performance.

CHANGE OCTAVES:  Sometimes taking a phrase up or down an octave can improve the quality of the sound.
CHANGE ARTICULATIONS:  The character and style of the music is largely determined by articulations.  Changing articulations to make a phrase more stylistically correct is a simple process.  Adding a forte piano crescendo to a long note, inserting accents, changing staccato to slurred, etc., are all examples to improve the style of the music.

CHANGE DYNAMICS:  Sometimes changing the dynamics can make the music more interesting.  Adding a crescendo or decrescendo is an effective way to merge an old phrase into a new one.
CUTTING OR ADDING PARTS.   A solo, or even a passage for full band, can be altered to feature a section, or vice versa.

INSERT DRUM BREAKS:  Short or long drum breaks inserted in appropriate places can heighten the impact of an introduction to a new musical section.  

Below are some examples presented by Roland Barrett from the University of Oklahoma at the 2008 College Marching Band Symposium at the University of Washington.  This example uses his arrangement of “American Salute” to illustrate important arranging considerations for the marching band.  These examples are applicable to any arrangement. 
by Roland Barrett:  University of Oklahoma
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Within a like section of melodic instruments, if a melodic line approaches the instrument’s upper range limit, double it an octave lower, as shown in the second trumpet part.  In addition, the upper notes are more secure when approached from below (from notes which are more safely within the playable range of the instrument).
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If the tuba part dips below low Bb, double it an octave higher.
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When sheer power is required on any given triad, make sure that the 1st trumpet, the 1st horn, and the 1st trombone are assigned to different pitches of the chord.  (as these players are probably the strongest in the band, assigning them to different chord degrees helps ensure a more solid sound).
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In the example above, a concert Db Major triad, the horn has the tonic, 1st 
trombone has the 3rd, and 1st trumpet has the 5th.
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Linking / Connective Material.  Although the arrangement should have a great deal of variety, it’s easy to end up with a very “segmented” sound.  Passages such as the one shown below help avoid too much abruptness at those “change of lead” measures.
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A short rest before final impact helps yield more power:
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Alternating short phrases often appears like a good idea at the time but is actually fairly difficult for a band to execute cleanly.  The following passage, while musically interesting, can present a constant challenge.


As an alternative for younger bands, a dovetailed, or interlocking approach might assist in ensuring a stronger performance.  In the following reduction, one additional note has been added to each of the “dueling” statements.
COMMON MUSIC PROBLEMS

Problem:  Serious pitch problems occur in extreme temperatures, as several conflicting forces are working against each other.  Wind instruments have proven tendencies to be flat in cold weather and sharp in hot weather.  Keyboard and membrane instruments do the opposite.  As strange as it sounds, piccolos sound flat when the temperature is hot and sharp when it is cold.  This is due to the instruments smaller size; therefore, their pitch will be affected to a lesser degree than that of the larger instruments.

Solution:  Ideally, it is best for students to adjust their tuning apparatus the least amount possible.  This means the center of pitch must be allowed to move up and down with the temperature to avoid excessive adjustments on the wind instruments.  

Tune a Bb clarinet to a tuning device indoors at normal temperatures (around 75 degrees).  Leave the clarinet physically adjusted when moving to the performance location.  Allow the clarinet's pitch to rise or fall with the climate of the performance location.  Tune one person from each section to that clarinet reference pitch in the conditions in which the performance will occur.  Then tune the section to that person.  This allows tuning of like instruments to the pitch center of the conditions in which the performance will occur.  

Using tuning devices in extreme temperatures will not allow the pitch center to deviate.  This will cause excessive adjustments of the instruments resulting in serious pitch problems for each instrument.  Once the tuning process has been completed, keep the internal air temperature constant by blowing air through the instrument until the performance begins.

Pit-type instruments should be covered with protective coverings, such as shipping quilts, to protect them from weather-related damage.  This also helps large pitch conflicts with the wind instruments during extreme temperature swings.

Problem:  Most mellophones sound flat in a marching band.  

Solution:  Pitch is a problem for all instruments in a marching ensemble, but the mellophones have a tendency to sound flat even in ensembles with good overall pitch.  This is a result of tuning mellophones to a B-flat concert.  This pitch is problematic as it is not in the usual tessitura they play in during performances.  A better pitch center will be maintained by tuning an "F" concert arpeggio (their upper C-E-G).  This puts the horns in a higher register for tuning and will be closer to their normal playing range.  In addition, playing a mellophone in tune involves more than adjusting slides.  No matter how they are tuned, there will be other pitch problems in other registers.  However, it is the upper register that is the most exposed.

Problem:  The full harmonic balance of sound is not achieved.  

Solution:  Ever try memorizing a third trumpet part?  Melody, bass lines, or countermelodies are much easier to learn.  It is a common tendency for inner parts to gravitate toward the melody or other dominant lines when playing by memory.  Sometimes the problem is the result of assigning less experienced players to inner parts.  Reassign more evenly across the section and ensemble to distribute the talent levels to cover all parts.  For example, eliminate the third trumpet part and transpose it for some of the alto sax players, or eliminate the third trombone part and transpose it for the tenor saxophones.  The possibilities are unlimited when transposing various parts to other instruments in order to strengthen inner voicings and improve harmonic balances.

Problem:  When playing arrangements in higher tessituras, the pitch and tone qualities are poor, especially at louder volume levels.

Solution:  Before purchasing a new arrangement, check the range and make sure it is within the comfort level of the winds.  When hiring an arranger, be sure to provide him or her with the ranges of the players.  One possibility is to input the arrangement into a music software notation program and lower the key for the whole ensemble.  Another possibility is to re-score/re-voice the portions of the arrangement where the ranges are too high.  This must be done with portions of the music in which improvement may never occur.  There is no reason to allow strained portions of the music to go on without change.

Problem:  Impractical placement of instruments during a drill causes a variety of phasing problems.

Solution:  The most obvious solution is for the drill writer not to design drills using placement that induces phasing problems.  However, if it is too late and the drill has already been taught, then the solutions are more challenging, but possible.  To minimize this problem, some players will need to adjust the pulse in order to remain “in sync” with other instruments.  All musicians must learn two concepts of pulse: following the pulse of the conductor regardless of what they are hearing from other instruments or following what they are hearing from other instruments and ignoring the conductor’s pulse.  The choice is dependent upon the placement of the instruments.  Here are some common examples and how to adjust for phasing problems:  

When the marching percussion is backfield (or to the side), they will phase with the percussion in the pit or the brasses up front (or to the opposite side).  In this case, the pit players or the brasses in front (or side) must ignore the conductor and learn how to “listen back (or to the side)” and “sync-up” with what they are hearing from the backfield (or side) percussion.  The percussion backfield (or side) must ignore what they hear and follow the conductor.

When the marching percussion players are close to the conductor and the brasses are farther away, the percussion must not follow the conductor, but must “sync-up” with what they hear from the brasses backfield (or to the side).  The brasses must ignore what they are hearing from the percussion and follow the conductor.

In all cases, common sense prevails.  Sometimes the drills can be modified to resolve phasing problems.

Problem:  Phrase endings are “clipped-off” during expressive passages.

Solution:  During warm-ups, play scales, chorales, or chords to teach “tapered” releases, making sure to stretch note values.  Expressive passages should be played in the same style as a concert ensemble, shaping lines with dynamics, stretching phase endings, tapering releases, and using rubato to enhance the lyrical qualities of the ensemble.

Problem:  Articulations are not uniform or in the proper style of the music.

Solution: Practice vocalizing phrases using appropriate vowels and consonants.  This will improve uniformity and help save players’ “chops” as well.  Use the section on “Teaching Articulations” (earlier in this chapter) in this book to learn how to vocalize articulations to achieve uniformity amongst the wind players.  

Problem:  The winds do not sustain long tones or finish long phrases with substance.

Solution:  Wind players must learn proper breathing habits, particularly in a marching ensemble where movement is combined with music.  Use the exercises described in the “Marching While Playing an Instrument” section found in Chapter 4.  These exercises will help to develop breathing, sustaining, releasing, and attacking notes uniformly as an ensemble.

Problem:   Attacks in the winds are “mushy” and sloppy.

Solution:   This is usually caused when the attack is out of ratio with the breath.  Here is an exercise that helps to develop clean attacks in the winds:  Play a Bb scale, holding each note four counts.  Attack each note using only the breath (no tongue at all).  This will sound very sloppy and first, but with practice, it will become more precise.  Start each note on count 1, release on count 3 and take a huge breath on count 4. Once the ensemble is able to attack each note precisely using only the breath, start using the tongue on the same exercise.  The improvement in achieving clean attacks will be obvious.
Keeping instruments up to temperature:  When preparing for a performance, bands typical complete a thorough warm up, which includes a carefully executed tuning sequence.  With a normal body temperature of 98.6, it can be estimated that even in cold temperatures the wind instruments are brought up to a temperature much warmer than the outside temperature.  During the transit from the warmup to the performance, the instruments could drop in temperature as much as 30 degrees.  To maintain intonation, it is very effective to continuously exhale through the instruments to keep them up to temperature.  
A COMPREHENSIVE RESOURCE FOR COPYRIGHT LAWS
Hal Leonard Publishing Company has a page on its website that contains volumes of information pertaining to the various laws and procedures regarding copyright considerations, clearances, and permissions.  While laws protecting works of music are standard from company to company in the United States, laws can change, works can pass into the public domain, and works published in Europe or elsewhere have their own set of laws.  Included on this page is a list of items that require permission from Hal Leonard before any action such as photocopying or arranging of any work under copyright by Hal Leonard can take place.  For works under copyright by a different publishing company, contact that company directly. 
This is their link: http://www.halleonard.com/permissions/index.jsp
Here are the contents of that page:

Hal Leonard represents, in print, some of the world's best known and most respected publishers, artists, and writers. Please see "Frequently Asked Questions" for a more complete list. As the print representative for these publishers, Hal Leonard Corporation is responsible for authorizing print-related usages such as photocopying, arranging or adapting, and reprinting lyrics and/or music.  Hal Leonard Corporation also authorizes print, mechanical, synchronization, and performance uses of Hal Leonard copyrighted works (including those by Houston Publishing, Jenson Publications, Musicworks, Music Express, and Rubank). 

Please take the time to read the "Frequently Asked Questions" portion of our website for additional information before submitting your permission request.   Please note that we require a minimum of 15 business days to process permission requests.
Permission to Photocopy:
- For contest/adjudication uses (temporary copies)
- Out of print music, specialty uses, or individual songs taken from a larger publication
Permission to Arrange:
- For Marching Band/Drum Corps/Percussion Ensemble
- For other instrumental or vocal ensembles
- Adapt a purchased arrangement to fit your ensemble's needs
Permission to Reprint:
- Lyrics only in a publication
- Music notation or music with lyrics in a publication 
- Songs in church bulletins/programs/community handouts
Permission to Record/Videotape/Broadcast:
- Make DVDs/Videotapes of your performance
- Make CDs/Audio recordings of your performance
- Broadcast your performance or copyrighted material on TV
Rehearsal Materials: 
- Make rehearsal tapes from a printed arrangement
- Make rehearsal tapes from a Showtrax or purchased accompaniment CD
Self Publish Music:
- Publish a custom arrangement
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Copyrighted music is a piece of property, and if you want to use it, you must ask the owner for permission. You may or may not receive permission, but when you use someone else’s property, you must have their permission. This is true for musical works as much as for anything else you own. The music you use is created by composers, arrangers and publishers, and, to ensure future music is available, they must be compensated for it. The future of music is very much in your hands.

MUSIC COPYRIGHT LAW GUIDE*
What You Can Do:

1. Emergency copying to replace purchased copies which for any reason are not available for an imminent performance, provided they are replaced with purchased copies. 
2. For academic purposes other than performance, multiple copies of excerpts of works may be made, provided that the excerpts do not comprise a part of the whole which would constitute a performance unit such as a section, movement or aria but in no case more than 10% of the whole work.   The number of copies shall not exceed one copy per pupil.
3. Printed copies which have been purchased may be edited or simplified provided that the fundamental character of the work is not distorted or the lyrics, if any, altered or lyrics added if none exist.
4. A single copy of recordings of performance by students may be made for evaluation or rehearsal purposes and may be retained by the educational institution or individual teacher. 
5. A single copy of a sound recording (such as a tape, disc, or cassette) of copyrighted music may be made from sound recordings owned by an educational institution or an individual teacher for the purpose of constructing aural exercises or examinations and may be retained by the educational institution or individual teacher.  (This pertains to the copyright of the music itself and not to any copyright which may exist in the sound recording.)
What You Can’t Do:

1.Copy to avoid purchase.
2. Copying music for any kind of performance, with the following emergency exception:  making a copy of a lost part in an emergency, if it is replaced with a purchased part in due course. 

3.  Copying without including copyright notice.

4.  Copying to create anthologies or compilations.

5.  Reproducing material designed to be consumable, such as workbooks, standardized tests and answer sheets.

6.  Charging customers beyond the actual cost involved in making copies as permitted.
NOTE:  Copyright ultimately means that no but the copyright owner has the right to copy without permission.
GETTING PERMISSION

The Music Publishers Association of the United States helps you find information on our website mpa.org so you can obtain permission from copyright owners.*

1. If you have a copy of the music, look for the copyright holder or publisher's name, and use the “Copyright Search” link on mpa.org to access the Music Publisher Directory and index of Publishers’ Imprints to find the publisher’s contact information.  
2. If you do not know or can’t locate the publisher of the music, research further by accessing one of the three U.S. performing rights organization websites. Links to each are provided on mpa.org in the “Copyright Search” section.

• ascap.com/ace ACE is the searchable database of the American Society of Composers, Authors and Publishers.
• bmi.com Search by song name to access publisher information on songs licensed by BMI. Some additional non-BMI publishers will also be listed.

• sesac.com Access the “repertory” link to search titles for the SESAC. While the organization is called the Society of European. Stage Authors & Composers, the organization now spans internationally and in all genres.

3. How to secure permission for sound recordings? If you copy and distribute recordings of songs which you did not write and are not in the public domain.

• harryfox.com Use the Songfile search and the License Music link to obtain mechanical and other rights information.

4. Permission forms are available on many publishers’ websites or use the forms provided at mpa.org/copyright_resource_center/forms

5. How do I know if a work is still protected by copyright, or if it is in the public domain?  Know the law: Works in the U.S. with a copyright date of 1922 or earlier are in the public domain. Works created after January 1,

*1978 will be protected for the life of the composer (author) plus 70 years. Copyrights in effect on that date, if renewed, will

continue for 75 years from the date copyright was originally secured. Those works in their initial 28-year period of copyright

on January 1, 1978 can be renewed for an additional 47 years, while the copyright of works in their renewal term on that date were automatically extended for an additional 19 years. 
 Still not sure? Try the Library of Congress. Visit copyright.gov/records to search for copyrighted works.
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