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Abstract 

The following report provides a comprehensive analysis of two works for wind band and 

one chamber work for brass and percussion: Cajun Folk Songs by Frank Ticheli, Elegy by Travis 

Cross, and Symphony for Brass and Percussion by Alfred Reed. This analysis provides 

information necessary for the rehearsal preparation and performance for a conductor. This 

analysis provides biographical information about the composers, details of each composition, 

and a historical perspective of the works themselves. Detailed are the technical difficulties, 

stylistic concerns, musical elements, and form and structure of each composition. Included in this 

document are a music education mission statement and perspective on quality literature 

selection. Suggested listening, seating charts, acoustical justifications, and rehearsal plans are 

provided. The contents of this analysis will inform conductors as they prepare the musical and 

educational decisions used in rehearsal and the performance of these works.  
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Chapter 1 - Introduction and Report Information 

 Introduction and Statement of Purpose 

The purpose of this report is to present a documentation of the requirements of the Master 

of Music degree with an emphasis in Wind Conducting at Kansas State University. This report 

documents the process of preparing and performing three selected works for performance on 

Kansas State University Wind Ensemble, Wind Symphony, and Concert Band performances: 

Cajun Folk Songs by Frank Ticheli, Elegy by Travis Cross, and Symphony for Brass and 

Percussion by Alfred Reed. This report also contains the accumulation of knowledge gained 

through the Master of Music program over two years, in which it strives to develop better 

conductors, educators, researchers, and administrators. The opportunity to experience this gained 

knowledge and apply it at varied levels of collegiate performance is priceless and has proved 

invaluable.  

This report contains six chapters, a bibliography, and four appendices. After the first 

chapter, the author’s music education mission statement and views on quality literature are 

given. In the following chapters, comprehensive analysis of the three selected works for wind 

band are provided. The contents of this report will allow conductors to make more informed and 

knowledgeable musical and educational decisions in their rehearsal and performance of these 

works. The bibliography provides documentation and evidence of scholarly writing using the 

APA, 7th Edition, style of writing. The appendices provide detailed comprehensive analyses of 

the three selected works in a Microsoft Excel format. 
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 Performance Information 

Three separate performances, by the Kansas State University Wind Ensemble, Wind 

Symphony, and Concert Band, were given in the performance of the three selected works of this 

report. The first concert took place on Tuesday, November 28, 2023, at 7:30 PM in McCain 

Auditorium at Kansas State University. As part of this report, the Kansas State University 

Concert Band performed Cajun Folk Songs by Frank Ticheli. The Kansas State University Wind 

Symphony also performed on this concert, but not as a part of this report. The second concert 

took place on Sunday, April 21, 2024, at 7:30 PM in McCain Auditorium at Kansas State 

University. As part of this report, the Kansas State University Wind Symphony performed Elegy 

by Travis Cross. The Kansas State University Wind Ensemble also performed on this concert, 

but not as a part of this report. The third concert took place on Wednesday, November 20, 2024, 

at 7:30 PM in McCain Auditorium at Kansas State University. As a part of this report, the 

Kansas State University Wind Ensemble performed Symphony for Brass and Percussion by 

Alfred Reed. Personnel for the Kansas State University Wind Ensemble, Wind Symphony, and 

Concert Band are provided in the programs at the conclusion of this chapter.  

 

 Music Examined 

The music examined as a part of this report includes Cajun Folk Songs by Frank Ticheli 

(Manhattan Beach Music, 1991), Elegy by Travis Cross (Theodore Music, 2009), and Symphony 

for Brass and Percussion by Alfred Reed (Alfred Publishing Company, 1967). 

 



3 

 Format of Analysis 

There are two main formats used in this report. This first form of analysis used is based 

on the template used in the Teaching Music Through Performance in Band series edited by 

Richard Miles (Miles & Blocher, 2010). The nine units utilized in the Miles format of analysis 

are demonstrated in analysis of this report, along with two additional units. The first three units 

provide biographical information about the composer, detailed information about the 

composition, and a historical contextualization of the piece itself. The next four units delve into 

technical considerations, stylistic considerations, musical elements, and form and structure of the 

work. The last two units from the Miles format include suggested listening related to the work 

and/or composer, and a bibliography. The two added units in this report are seating charts and 

rehearsal plans with the authors justifications provided.  

The second format used in this report is a method of score analysis created by Dr. Frank 

Tracz. This comprehensive analysis tool is formatted in Microsoft Excel and details the 

following: form, phrase structure, tempo, dynamics, meter and rhythm, tonality, harmonic 

motion, orchestration, general character, means for expression, conducting concerns, and 

rehearsal considerations for each work or each individual movement of a multi-movement work 

examined in this report. As of August 2024, Dr. Tracz added an imagery section. This included 

only in the final work examined in this report, performed and analyzed after this date. This 

method of score analysis is intended to guide conductors in laying out the piece to be viewed in a 

macro and micro setting simultaneously. This method of analysis also allows for interpretation 

by the conductor and a guide for rehearsal and conducting considerations. These graphs can be 

found in appendices A through C.  
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Chapter 2 - Music Education Mission Statement 

I believe formal education is a necessity in any culture, and this has not changed in the 

modern era. Beyond the knowledge we allow students to gain and discover, it is important for 

physical, social, and emotional development as humans. However, I do not believe the current 

American setting for education is the one most suited for their students. The main drawback of 

American schooling I have found through research and personal experience is the long-standing 

structure that focuses on the scores students can achieve and training them for a job rather than a 

focus on allowing them to discover new things and gain more knowledge (Sanchez, 2023).  

The purpose of education should be to guide and facilitate students toward finding 

knowledge, developing interests, and having new experiences rather than training them for a job. 

We all only have one chance on this earth, and not allowing each person to have an opportunity 

at gaining all the knowledge and experiences they enjoy is an injustice in my eyes. In a setting 

that allows students to gain knowledge through practical experiences, I believe we allow them to 

not only gain knowledge that sticks longer than cramming for a test but also allow them to use 

those experiences to grow emotionally and mentally and become a better person. It is possible to 

still have students be well prepared for the workforce without depriving them of these 

experiences, however, a total reexamination of the way we assess students and the reasoning 

behind it is needed.  

 As we have looked at education, it is still necessary to examine music education and the 

why behind it. Many administrators today see no need for music in the curriculum; rather a focus 

on STEM subjects that will prepare students for most jobs that are opening in the next 10 to 20 

years (O’Rourke, 2021). However, as stated in the previous paragraph, I believe the purpose of 

education is for more than just workers, and to help create well-rounded human beings. Music is 
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a key aspect of that, and not just for the “secondary benefits” that many music promotional 

groups use as justification. Music allows for a level of knowledge in the human experience that 

cannot be gained elsewhere. 

 I strongly agree with the stance of music education by Bennett Reimer as an aesthetic 

education and the way students partake in it through “musicing” (Fiske, 1997). Music education 

builds the emotional intelligence of a student in a way other subjects cannot (Cook, Roy, and 

Welker, 2017). The first misconception about this, however, is people think music teachers teach 

how to have emotions, and this is simply not the case. As Elliot states, music can trigger 

memories of emotions but does not cause them to be felt from the music alone (Panaiotidi, 

2000). However, we can help students learn through music how to convey emotions, create 

enjoyment, and better understand the complex personal and context-specific emotions all people 

have.  

By having this affective music instruction, students can elicit feelings specific to them 

through both making and listening to music. Through doing this, we can lead our students to a 

sense of self-knowledge, self-growth, and enjoyment. These items may not check the boxes of 

administrators, but I would argue it is more important to develop multiple types of intelligence 

rather than focusing on a singular or small group, like you may see tested on the ACT or SAT. 

In examining a few aspects of education, both general and music, there are some key topics to 

closely inspect.  

The first is the purpose of assessment. I believe the true purpose of assessment should be 

to allow students to get feedback and improve upon their skills. I believe feedback should be fair 

and non-biased, if a student performs a one out of five, they need to know it. We must also teach 

our students how to take positive and critical feedback and how to properly respond to that for 
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growth. Currently, it seems assessment is geared mostly towards competition and data 

assessment, as schools look to have the best scores and be the best at testing, rather than 

assessing the true knowledge and experience the students are receiving (Rodberg, 2019). 

We see this in music specifically, where performing groups are more concerned with the 

score or placement at festivals and competitions rather than the musical understanding and 

aesthetic knowledge the students are gaining. This ties in with achievement expectations; do we 

truly look at each student for what they need to achieve for their journey, or do we set a bar for 

all students, regardless of background, and expect them to figure it out? In setting achievement 

expectations for our students, we would be best served by finding out where each of our students 

is individually and setting goals and curriculum that meet their needs, regardless of whether they 

are higher or lower achieving than the average. Relevant curriculum in schools is a hot topic, and 

music can be an epicenter of that conversation, especially in the band/choir/orchestra model. Are 

we playing music that is relevant for our students? 

 I used to believe relevant music was just popular music. However, through teaching a 

music industry class where the students led their projects, I quickly found out what is considered 

relevant music to each student is very different. It is helpful in my thinking to think of culture as 

the background of the student; whether it be ethnicity, personality, or just a “culture” they 

identify themselves in. To some students, culture could be being in the band, or a movie series, 

television series, or other popular culture identity. 

The important thing as a teacher is finding out the “culture” of each student and 

presenting the curriculum in a way that is relevant to them, so it leads as a motivator and 

engager. Through doing this, we can then start to educate our students on cultures they are less 

familiar with, and they will be more culturally responsive. As a teacher, by having a mindset 
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geared in this way, the effectiveness and relevance of the teaching will be heightened rather than 

trying to force it into the curriculum (Williams, 2019). It may not be possible for every aspect of 

music education to be one a student likes; however, we can expose them to a multitude of genres 

and styles and allow them to discover what is relevant to them through pragmatic experiences.  

The job of an educator is not limited to just teaching, there are also professional 

responsibilities that accompany it. Along with all the administrative work, I believe music 

educators must be constantly looking to improve their knowledge and teaching. This can be done 

through professional development, reading, or mentorship; the means do not matter. I believe the 

only “bad” educator believes they know everything and refuse to continue growing. In a world 

where our students and content are ever evolving, we must be the best educators for our students. 

In summary, my music education mission statement is one in which I believe students 

need music in their lives to obtain a complete human experience. I believe students best do this 

through practical and pragmatic experiences that allow them to learn about music and themselves 

through discovery and relevant lessons. I believe music is key to a person being able to 

understand and process their complex emotions. Through improved means of assessment, 

relevant teaching, achievement expectations, and professional duties, it is possible for us to 

transform our music classrooms into areas where students obtain these skills and experiences, 

and lead to the best possible musically fulfilling education.  
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Chapter 3 - Quality Literature Selection 

The selection of quality literature is one of the largest responsibilities a conductor has for 

their ensemble. There are many factors that go into why we choose music, as Joseph Hermann 

states: 

You chose to purchase a piece because you like it. Granted, it may be chosen for several 

reasons (e.g., curriculum, educational and developmental value for the students in our 

ensemble, programmability, artistic content and/or appeal (and this includes repertoire 

that will elevate the tastes of our audience)), our respect for the composer and work, our 

evaluation that the literature is worth playing, that is, in our opinion the piece has 

intrinsic value. I recognize professional peer pressure as influence. After all, it isn’t a 

coincidence when many bands are playing the same piece by the same composer. But 

let’s confess, we choose literature because we find it exciting, compelling, spiritual, or, 

among other descriptors, expressive and we like it. (Walker, 2012. P. 49) 

 

As many first-year educators discover, these internal influences may not guide us to quality 

literature. Often, overprogramming or programing literature that does not meet the needs of the 

students can cause a plethora of misfortune for their group and themselves. Frank Battisti further 

emphasizes this in his own words: 

The selection of music is one of the most important duties of the band director. During 

past decades, numerous guides and recommended music lists for band at various levels of 

ability, as well as criteria for the selection of good quality literature, have been 

formulated by individuals, band associations, national and state music education 

associations, journals and periodicals. Despite the proliferation of these aids, there is 

ample evidence to suggest that much of the repertoire being studied and performed in 

school bands is of questionable musical value. (Battisti, 2002. P. 239) 

 

It could be argued there is not a lack of quality literature being produced, but rather an 

overproduction of literature, much of which is of a questionable quality. Due to this, often the 

repertoire is not reflective of the quality of much of the literature of our age. Dr. Tracz, Director 

of Bands at K-State, gave me a very pragmatic answer when asked how publishers affect the 

quality of literature, and how it compares to when he first started teaching in the 1970’s: 
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I am not so sure it has changed at all since then. The thing to remember is the publishers 

are in this to make money. There is a lot of good people running these places, and they 

want to do what is good for the bands, students, and conductors as well as the music 

world, but they have to make money. Publishers are going to send you what they think 

you want to play, what the common “B-flat middle ground” is, and we have to be careful 

there. If you only play what you get in mail, emails, and internet, it is going to be what 

everyone is buying, what is the norm. It’s the middle level grade three pieces, because 

there is a million of those, as compared to grade two and four, and so forth. Grade three 

has become an ambiguous area, where it covers some grade two and covers some grade 

four, and it covers a lot of things. What I think the publishers try to do is get in your 

hands what they think you should play based on what everyone else is playing. That in 

itself is a problem. (F. Tracz, personal communication, January 22, 2025) 

 

However, Dr. Tracz does go on to talk about how this is improving in the modern day: 

 

I think it is changing, and for the positive, because we are doing a lot of stuff, like buying 

from composers who are writing for specific genres and different reasons. It is forcing the 

publishing companies, I think, to look into these people and places, and write some of 

that stuff. It is changing, because we are choosing the composers based on our musical 

needs, and composers are starting to answer that need. They are doing things, and writing 

things, that are going to help us get through it. They are writing things that are going to 

help us understand the musical aspect of it, and the things we need to teach our groups. 

There are a lot of good people coming through. (F. Tracz, personal communication, 

January 22, 2025) 

 

In figuring out how to choose quality literature, Ray Cramer provides a few examples in 

the Teaching Music Through Performance in Band, Volume 1 book that educators can use (Miles 

& Blocher, 2010). He asks, does the music have: 

1. A well-conceived formal structure? 

2. Creative melodies and counter lines? 

3. Harmonic imagination 

4. Rhythmic vitality? 

5. Contrast in all music elements? 

6. Scoring which best represents the full potential for beautiful tone and timbre? 

7. An emotional impact? (p.8) 
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In 1978, a study completed by Acton Ostling, Jr. performed an evaluation of 

compositions for wind band according to specific criteria of serious artistic merit. Further 

replication and update of this study was published in 1993 by Jay Warren Gilbert. Finally, a 2011 

update by Clifford Towner updates and compares the first two evaluations. The Ostling study 

considered 1,481 works and narrowed down a list to 314 compositions based on specific criteria 

and a five-point scale rating system. The following criteria were use in the original study, as well 

as subsequent revisions by Jay Warren Gilbert and Clifford Towner (Gilbert, 1993): 

 

1. The composition has form –not ‘a form’ but form – and reflects a proper balance between 

repetition and contrast. 

2. The composition reflects shape and design and creates the impression of conscious choice 

and judicious arrangement on the part of the composer. 

3. The composition reflects craftsmanship in orchestration, demonstrating a proper balance 

between transparent and tutti scoring, and between solo and group colors. 

4. The composition is sufficiently unpredictable to preclude an immediate grasp of its 

musical meaning. 

5. The route through which the composition travels in initiating its musical tendencies and 

probable musical goals is not completely direct and obvious.  

6. The composition is consistent in its quality throughout its length and in its various 

sections. 

7. The composition is consistent in its style, reflecting a complete grasp of technical details, 

clearly conceived ideas, and avoids lapses into trivial, futile, or unsuitable passages. 

8. The composition reflects ingenuity in its development, given the stylistic context in 

which it exists. 

9. The composition is genuine in idiom, and is not pretentious 

10. The composition reflects a musical validity which transcends factors of historical 

importance, or factors of pedagogical usefulness. 

 

Though the ideas of both the Ostling study and Cramer are slightly different, in both 

length and detail, there are a few key similarities in selecting quality literature: contrast and 

unpredictable musical elements, a well-conceived form with proper balance, and an emotional 

impact of consciences choice by the composer. While we can truly say either set of criteria is 
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correct or incorrect, they give a strong, and widely accepted, criteria of what quality literature is 

comprised of. Literature of quality has the capacity to draw up the emotions and memories of the 

listener and have value both to those performing it as well as those engaging in it outside of 

actively performing. As Hermann stated, this can be boiled down to creating a sense of “liking 

the music”. On the other hand, from a more educator focused point of view, Dr. Frank Tracz 

provides a few key characteristics of what determines quality literature: 

I look at first of all, the composer. Then I look what I need, what the band needs, what I 

need to get across. There is a reason we pick literature for our concerts, its educational 

and its musical. It has to be a combination of both, whether it’s one piece or across 

multiple pieces, it has to serve a purpose. Quality music means its playable, but its 

challenging. Quality music means its accessible, but you will have to work at it to be a 

success. You do not want something you can lay right away and keep the band where it 

is, we want to stretch them. That is what we look for there in terms of picking the 

literature. All the normal color schemes, dynamics, key signatures, tempos, and so on. To 

me, it keeps coming back to what do we want to teach them, and we pick the literature to 

teach them, and there is a lot of good literature to help you teach some things. It is our job 

to make it creative, to make it interesting, for not only the players, but for the parents in 

the audience as well. (F. Tracz, personal communication, January 22, 2025) 

 

With all these views combined, we can start to create a view of what determines quality literature 

from both an educational and artistic viewpoint. Music that can stand the test of these criteria can 

be considered quality and of merit and can be considered an essential part of the wind band 

repertoire at all levels. 
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Chapter 4 - Cajun Folk Songs by Frank Ticheli 

 Unit I. Composer 

Frank Ticheli was born on January 21st, 1958, in Monroe, Louisiana. His family moved 

frequently in his younger years, before settling at LaPlace, Louisiana, an area near New Orleans. 

Ticheli started his musical career at age nine, learning to play trumpet in an underfunded New 

Orleans public school band in 4th grade. He slowly lost interest and stopped playing in 7th grade. 

However, upon another move to Richardson, Texas, he was blown away by the band program 

run by Robert Floyd at Berkner High School and it “lit the musical fire in his belly” (An 

Interview with Frank Ticheli, n.d.). He started his composition career as a teenager, inspired by 

many passionate players in his high school band. He followed with a composition his junior year, 

as well as transcribing Maynard Ferguson and Stan Kenton charts, before starting to arrange 

music.  

Ticheli received a Bachelor of Music degree in Composition/Theory and Education at 

Southern Methodist University in 1980. After a brief stint interim teaching in Garland, Texas, 

Ticheli attended the University of Michigan for graduate work. There he completed a Master of 

Music in Composition in 1983 and a Doctor of Musical Arts in Composition in 1987. He studied 

with a wide array of teachers who taught him many views and styles of composition and music, 

such as William Bolcom, Leslie Bassett, William Albright, and George Wilson. His first job after 

10 years of college was writing music for an Ann Arbor theatre production of Don Juan. After 

six weeks of work on this show, he reviewed his arrangements and created his first works for 

band, Fortress and Portrait of a Clown. Ticheli then obtained a job teaching at Trinity University 

in San Antonio, Texas, in 1987, where he taught for 3 years. He then received a job, for which he 

is more well known, at the University of Southern California as an Assistant Professor of Music, 
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where he still resides. From 1991 to 1998, he was the composer in residence for the Pacific 

Symphony. 

Ticheli has written numerous works for wind band, choir, orchestra, chamber, and theatre 

groups. His music has been described as "optimistic and thoughtful" by the Los Angeles Times, 

"lean and muscular" by The New York Times, "brilliantly effective" by the Miami Herald, 

"powerful, deeply felt crafted with impressive flair and an ear for striking instrumental colors" by 

the South Florida Sun - Sentinel (USC, 2010) and expressing “direct emotion, creating dramatic 

visceral impact” by the Orange County Register (International Folk Music Festival, 2008). He is 

most known for his works for wind band, which have become standards in the repertoire. He has 

served as a guest conductor for various orchestras and bands across the world, as well as a 

composer in residence for many orchestras and wind bands. He has been honored for his work 

with multiple awards, including the 1989 Walter Beeler Memorial Composition Prize, the 2006 

NBA/William D. Revelli Memorial Band Composition Contest for his Symphony No. 2, and the 

2012 Arts and Letters Award from the American Academy of Arts and Letters (USC, 2008).  

Listed below are a selection of works for wind band composed or arranged by Frank 

Ticheli. These pieces were selected to cover a range of styles and the timeline in the composer’s 

life in which they were written. This list is not meant to serve as a qualifier for these works, but 

rather a brief overview of his works for the wind band field. This list is organized 

chronologically by date published (Manhattan Beach Music, n.d.). 
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Table 4.1 List of Selected Works for Wind Band by Frank Ticheli 

Title Length (time) Date Published 

Portrait of a Clown 3 minutes 1988 

Fortress 5 minutes 1989 

Cajun Folk Songs 7 minutes 1990 

Postcard 5 minutes 1994 

Cajun Folk Songs II 11 minutes 1997 

Blue Shades 11 minutes 1997 

Vesuvius 9 minutes 1999 

An American Elegy 11 minutes 2000 

Simple Gifts: Four Shaker 

Songs 

9 minutes 2002 

Symphony No. 2 21 minutes 2004 

Joy Revisited 3.5 minutes 2005 

Abracadabra 5 minutes 2005 

Sanctuary 10.5 minutes 2006 

Angels in the Architecture 11.5 minutes 2009 

Symphony No. 1 30 minutes 2011 

Earth Song 3.5 minutes 2012 

Korean Folk Songs 11.5 minutes 2013 

Dancing on Water 8 minutes 2018 

Under the Big Top 3 minutes 2019 
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Lux Perpetua ~11.5 minutes 2021 

Over the Moon 9.5 minutes 2023 

Fantastic Dreams 14 minutes 2024 

 

 Unit II. Composition 

Cajun Folk Songs is a two-movement piece written as a commission in 1990. This piece 

calls back to the area of Louisiana around New Orleans, LaPlace, in which Ticheli lived in his 

childhood. The work is a tribute to the folk songs of the Cajun people that reside in the area. The 

first movement, La Belle et Le Capitaine, is free feeling, shifting between 3/4 and 2/4 meters 

frequently. It is written at quarter note equals 63 beats per minute, however the noted flowing 

style allows for a little freedom in tempo. The movement is in ABA format, with a six-bar 

introduction and an eight-bar closing section. Written in D dorian tonality, Ticheli heavily uses D 

minor, A minor, and F major chords, while also using G minor and B-flat major chords to briefly 

show D minor. He also uses many suspensions over bar lines as a compositional technique in this 

movement. The melody is stated three times, first by solo alto saxophone, who plays with looser 

time and full musical expression, as seen below. 

Figure 4.1 Alto Saxophone Solo; mm. 1-6 

 

The second statement of this melody is with all woodwinds and upper voiced brass, 

giving a fuller texture and deeper sense of complex emotion. The third time it is stated with the 

entire ensemble playing, as well as being accompanied by a countermelody for the first time. The 

phrasing of this movement is often in a five-bar phrase, comprised of a three-bar phrase and a 
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two-bar phrase. This is represented below in the written notation. This movement is 74 measures 

and approximately three minutes in length.  

 

The second movement, Belle, is varied rhythmically and texturally, with many colors and 

styles being used in its composition.  An original melody is added to this movement, on top of 

the folk music used. This movement is very dance-like and upbeat, similar to a clave rhythm, 

presented in the sand blocks in the opening measures, as seen below. Variations on this rhythm 

are presented throughout the piece.  

Figure 4.3 Main Theme Presented in the Sand Block; m. 1 

 

Ticheli uses 5/4, 3/4, and 2/4 meters in this movement, constantly switching, with the 5/4 

measures being the most frequent. The 3/4 and 2/4 bars are often combined to create one large 

5/4 bar, similar in how Ticheli grouped the five-bar phrasing in movement one.  

Figure 4.4 3/4 + 2/4 Phrasing Structure in Flute 1; mm. 60-61 

 

The movement is notated at quarter note equals 152 to 160 beats per minute, however, Ticheli 

notes in the composer’s notes that while rehearsing the Berkner High School Symphonic Band in 

the 1991 AAAAA Honor Band at the Texas Music Educators Association Convention, the 

second movement is more effective when performed around quarter note equals 168 beats per 

Figure 4.2 Phrasing in Alto Saxophones; mm. 12-16 
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minute, and a range of 160 to 168 beats per minute is more suitable (Ticheli, 1991). The form of 

this movement could best be described as strophic form, as the originally presented percussive 

rhythm has two main variations, one ascending and one descending. 

Figure 4.5 Theme A and Theme B Presented in Flute 2; mm. 22-25 and mm. 27-30 

 

 

 

 

Ticheli goes back and forth between these two variations frequently, as well as expanding on 

them. However, the entirety of the movement is built of this singular rhythmic idea. It does have 

a four-bar introduction and a six-bar closing section. Ticheli starts the movement in the tonality 

of F major, before switching between tonalities of A-flat Major, C minor, G minor, and B-flat 

major. He also briefly goes into E-flat minor and G-flat major, before returning to F major and C 

minor for the end of the movement. Ticheli’s use of seventh chord (both major and dominant), as 

well as added ninths and thirteenths, are frequent throughout. This movement is 132 measures 

and approximately 3 minutes and 30 seconds in length.  The composition in whole totals 206 

measures and is approximately 6 minutes and 30 seconds in length. 

 

 Unit III. Historical Perspective 

Ticheli follows one of the most popular compositional techniques for wind bands by 

using folk songs as the basis for this piece. The two folk songs used in this piece are Cajun folk 

songs that were recorded by Alan and John Lomax in 1934, when the Library of Congress sent 

the two out to obtain recordings for the Library’s Archive of Folk Music. This effort was done to 

help preserve Cajun music in its original form as a pure and powerful expression of Louisiana 
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French Society (Lomax, 2000). Ticheli uses these two folk songs as a tribute to the old Cajun 

folksong culture with hopes their contributions will not be forgotten (Ticheli, 1991).  

Cajun music originates from the Acadian people, who moved to Louisiana in the 1700’s. 

Originally French colonists who settled in Acadia, now known as Nova Scotia, they were driven 

out by the British in 1755, before finally ending up in southern Louisiana. Amid servitude and 

struggles, the music of the Acadian people; combined with the influences of the melting pot of 

cultures in Louisiana, created a unique style of music. Cajun music has seen many 

transformations in instrumentation; having used accordions, electric guitars, violins, clarinets, 

and drum set among various others. Much of the music people would recognize as Cajun is 

heavily influenced by European and American cultures, and very modernized. Ticheli uses this 

work to help convey the sound of original Cajun music (Besse, 2012).   

La Belle et Le Capitaine tells the story of a young girl who feigns death to avoid being 

seduced by a captain. Found in Our Singing Country (Lomax, 2000) with the title Blanche 

Comme La Neige (White as Snow), he notes that scholars are agreed in their estimate of this as 

one of the outstanding folk ballads in the French language. Below, you can see an excerpt out of 

his book of the original folk melody, as well as the accompanying lyrics.  

Figure 4.6 Blanche Comme La Neige as notated by John Lomax 
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Table 4.2 Lyrics to La Belle et Le Capitaine in both French and English  

 

French 

 

English 

Le plus jeune des trois, 

L'a pris par sa main blanche -  

"Montez, montez, la belle, 

Dessur mon cheval gris; On logit chez mon 

père, Je vous amenerrai." 

The youngest of all three took 

her white hand and said, 

"Fair damsel, mount my gray horse and I will 

take you to the house of my father where we 

will stay together." 

Quand - e la belle' - z -entend, 

Elle s'est mite à pleurèze, - -  

"Soupez, soupez, la belle, 

Prenez, oui, z - appétit, Auprès du capitaine 

Vo' passerez la nuit." 

 

When the damsel heard these words, 

she began to weep, and he said, 

"Eat, fair damsel, be of good cheer, for this 

night you will stay with a fine captain." 

Quand - e - la bell' - z - etend 

La belle est tombée morte, - -  

"Sonnez, sonnez, les cloches, 

Tambours, violons, marchez, 

M'amillionette est morte 

J'en ai le coeur dolent." 

When the damsel heard these words, 

she fell to the ground like one dead, and he 

said, 

"Ring the bells, play drums and violins; my 

little sweetheart is dead, and I have a doleful 

heart." 

 



57 

"Et où l'enterreront - ils?" 

"Dedans l'jardin d' son père, 

Sous les trois feulles de lys; 

Nous prierons Dieu, chers frères, 

Qu'elle aille en Paradis." 

 

And they said, "Where shall she be buried?" 

"In the garden of her father beneath the three 

leaves of the lyly. 

We pray to God, dear brothers, 

that she may fly to Paradise." 

Au bout - e de trois jours 

La bell' frappe à la porte, 

"Ouvrez, ouvrez, la porte, 

Cher père et bien - aimé, 

J'ai fait la mort trois jours 

Pour sauver mon honneur." 

 

When three days had passed, the damsel 

knocked on the door of her father's house and 

said, "Open the door, dear and beloved father, 

for three days ago I chose death to save my 

honor." 

 

 Belle is about a man who goes away to Texas only to receive word of his sweetheart's 

illness, forcing him to return to Louisiana. Finding her unconscious upon his return, he, to no 

avail, pawns his horse to try to save her. Maintaining the original title from Our Singing Country, 

Lomax states the influence of Western and Jazz music is easily seen in his modern chronicle of 

Cajun country. He notes it is said when a young man is ready to sacrifice his horse for his true 

love, he is then a completely devoted lover, according to the philosophy of young men in 

southwestern Louisiana of that era. In Figures 4.7, you can see how Lomax originally notated it 

in 10/8, with combinations of 3+2+3+2 (Lomax, 2000). This helps depict why Ticheli picked the 

meters and phrase groupings for this movement. In the lyrics seen below, you can also see the 
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repetitiveness of the original lyrics, with variations ending in “belle”, perhaps showing the 

reasoning for the strophic form used in this movement.  

 

 

Table 4.3 Lyrics to Belle in both French and English  

 

French English 

Mais si j' une belle ici, Belle, 

C'est par rapport à to, Belle, 

Mais si j' une belle ici, Belle, 

C'est par rapport à toi, Belle. 

If I've a babe in town, Babe, 

It's just when you're around, Babe, 

If I've a babe in town, Babe, 

It's just when you're around, Babe. 

 

J'ai pris ce char ici, Belle 

Pour m'en aller au Texas, Belle, 

J'ai pris ce char ici, Belle 

Pour m'en aller au Texas, Belle. 

I caught a long slow freight, Babe, 

Bound out for Texas state, Babe, 

I caught a long slow freight, Babe, 

Bound out for Texas state, Babe. 

 

Figure 4.7 Belle as notated by John Lomax 
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Y avait just' trois jour, Bel -  

Le, que j'étais là - bass, Belle, 

J'ai r'çu - z - une lettre de toi, Belle, 

Que t'étais bien malade, Belle. 

Three days I hung around, Babe, 

That lonesome Texas town, Babe, 

You wrote you's sick in bed, Babe, 

Rags wrapped all round your head, Babe. 

 

Que t'étais bien malade, Belle, 

En danger de mourir, Belle, 

J'ai pris ce char encore, Belle, 

Pour m'en r'venir ici, Belle. 

Said you was sick and low, Babe, 

Said you was dyin' slow, Babe, 

I hopped that long slow freight, Babe, 

Bound for Lou's'ana state, Babe. 

 

Quand j'arrivais à toi, Belle, 

T'étais sans connaisance, Belle, 

Je m'en ai r'tourné d'abord, Belle, 

Je m'en ai r'tourné là - bass, Belle. 

 

When I got off that train, Babe, 

You couldn't call my name, Babe, 

And I turned right around, Babe, 

Then I was Texas bound, Babe. 

J'ai emporti - qué mon ch'val, Belle, 

Pour te sauver la vie, Belle, 

O si j'ai plus Henry, Belle, 

C'est part'avoir aimée, Belle. 

 

My bronc' I had to sell, Babe, 

So I could get you well, Babe, 

Because between the two, Babe, 

I'd always pick on you, Babe. 

S'abandonner c'est dur, Belle, 

Mais s'oublier c'est long, Belle, 

It's not so hard to go, Babe, 

But to forget is slow, Babe, 
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S'abandonner c'est dur, Belle, 

Mais s'oublier c'est long, Belle. 

It's not so hard to go, Babe, 

But to forget is slow, Babe. 

 

 The piece was commissioned by Cheryl Floyd for the Murchison Middle School band in 

Austin, Texas, and was premiered on May 22nd, 1990. According to a 1995 article in The 

Instrumentalist magazine, this piece is recognized as “one of the most significant grade three 

works of the past 20 years.” (International Music Festival, 2008). 

 

 Unit IV. Technical Considerations 

The first movement is in D dorian mode, with frequent hints at D minor. The meter 

changes between 3/4 and 2/4 frequently, as well as between a triple and duple feel rhythmically. 

The first movement starts with the melody in a 16-bar alto saxophone solo, as seen in Figure 4.1. 

This solo line states the main motive for the movement and will require the soloist to be 

expressive and for the ensemble and conductor to listen to the feel and tempo established here. In 

m.7, the clarinet 1 enters with a harmony line, and at m. 12, demonstrates the suspension rhythm 

all performers will need to be aware of throughout the movement. It is important performers hold 

the suspension with full tone and support until the resolution.  

Figure 4.8 Suspension in Clarinet 1; mm. 12-13 

 

As more instruments enter at m. 17, players must take care to start and end all notes firm, yet 

gentle, as to not stick out of the flowing texture. In m. 20, the melodic line shows a sixteenth 
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note rhythm for the first time. Players should take care to not compress this rhythm and give full 

tone and value to all notes in this rhythm.  

Figure 4.9 Sixteenth Note Rhythm in Clarinet 1; m. 20 

 

At m. 23, the ensemble will need to play dynamics as a group, with swells and decays led 

by the melodic line. Supporting parts should join in these dynamic swells, even if not written in 

their parts. In this section, we also see the dotted quarter note rhythm appear. The conductor 

should help the ensemble to play full value and to maintain air and energy all the way to the 

eighth note on the “and” of beat two.  

Figure 4.10 Dotted Quarter Note Rhythm in Trumpet 1; m. 27 

 

In m. 33, a new rhythmic idea is introduced, with three descending quarter notes. These 

are slurred, and should be played flowing and connected, while pushing energy forward and with 

a slight crescendo as they lead to the start of the next phrase. They also come off a suspension, 

so players should push across the bar line into the quarter notes without break and full tone. 

Figure 4.11 Three Quarter Note Rhythm in Trombone 1; mm. 32-33 

 

Ticheli uses a wide range of dynamics in this movement, ranging from pp to f. With crescendos 

and decrescendos leading these, the ensemble should work to play to the extremes of the 

dynamics with good tone and intonation. In mm. 39-40, the entire ensemble decrescendos to a pp 
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dynamic, and releases on the “a” of beat two. This is an uncommon way to notate a release, and 

as most ensembles will not be used to it, will require care to ensure the ensemble releases 

together and in the correct spot.  

Figure 4.12 Dotted Eighth Note Release in Alto Saxophones; mm. 39-40 

 

While not often in this movement, Ticheli does include the use of accidentals throughout. 

As seen in Figure 4.13 in the clarinet 1, and again in m. 44 in the clarinet 2, most of these 

accidentals are chromatic in nature. Otherwise, the melody sticks to the D dorian scale for this 

movement. 

Figure 4.13 Accidentals in Clarinet 2; mm. 44-45 

 

Ticheli uses slurs as the primary articulation for this movement. Often, these slurs also double as 

phrase markings, showing the player how to phrase the line, such as in the alto saxophone 1 and 

2 lines in mm. 47-49. Players should take care to maintain consistency of air and accuracy of 

fingering to ensure the lines are in time and in style.  

Figure 4.14 Demonstration of Slurs in Alto Saxophone 1 and 2; mm. 47-49 

 

The third time the melody is stated, starting in m. 50, it is accompanied by a 

countermelody while the melody is scored in the clarinet 2, alto sax 1, trumpet 2, trombone 1, 

and euphonium. It will take careful attention to achieve balance between these two parts. Players 
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should also note where slurs are indicated, and when their line needs to come out over the other 

line, and vice versa.  

Figure 4.15 Melody and Countermelody in Oboe 1 and 2; mm. 50-53 

 

The flowing style continues until m. 62, where the flutes, trumpet 1, and xylophone introduce the 

first stylistically contrasting line in the movement. Playing a line consisting of sixteenth and 

eighth notes, these players must play with a firmer front to the notes and more space in-between 

them. The rolls on the xylophone should be aggressive and come slightly out of the texture. 

Rhythmic accuracy, especially on the syncopated entrance in m. 62, is required.  

Figure 4.16 Contrasting Style in Flute 1; m. 62-66 

 

The remaining measures of this movement are very similar to the beginning sections. 

Players should play with full tone, correct articulations, and dynamic range. In m. 72-74, the 

piece slows down with a ritardando to quarter note equals 40 beats per minute. Ensemble 

members will need to work together and watch the conductor to align this slow down. A final 

suspension over mm. 72-73 will need breath support. The piece ends with a fermata, which 

should fade out to a pp dynamic. The release of the note should be done with an air release, 

easily achieved by taking a slight breath in to stop the air. 
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Figure 4.17 Fermata and Decrescendo in Horn 1; m. 74 

 

  The second movement begins in F major, and is written in 5/4, 3/4, and 2/4 meters. In 

terms of technical issues, due to the repetitive nature of this piece, many ideas are restated 

exactly. However, there are moments where an articulation or note length is slightly changed, 

and ensemble members need to be prepared for this. It starts with the main melodic line 

presented in the sand blocks, as seen in Figure 4.3, while drones are being held in the bassoons, 

clarinet 1, and tenor saxophone. These players will need to sustain air and stagger breathe to 

match the notated length of the drones. It is imperative that the sand blocks set the correct tempo 

and articulation of this rhythm so that all can match when they enter with this line. 

Figure 4.18 Drone in Clarinet 1; mm. 1-5 

 

Trombone 1 and trumpet 1 enter with straight mutes in m. 5; these mutes are not intended 

for a volume change, but rather a color change, therefore players will need to play out with the 

mutes in. Often, the droned notes will release as another instrument takes over for them, and 

players should ensure they hold the entire length of their notes with full tone to ensure this 

seamless transition is achieved. 
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Figure 4.19 Handoff of Drone Notes in Clarinet 2 and 3; mm. 8-9 

 

In m. 13, Ticheli demonstrates his use of accents to show phrasing. Players should put emphasis 

on the accented notes, both for the purpose of articulation, and to achieve the duple or triple feel 

intended. Often, the accompaniment part plays rhythms that further accent this feel.  

Figure 4.20 Accents in Flute 1; m. 13 

 

Ticheli also notes in the composer’s notes that while the movement is in 5/4 time, at the 

faster tempo it is written in, it is easier and more natural to feel it as a 6/8 + 2/4 feel. The accents 

above show how this is seen in the written notation. Ticheli also notes it will be easier for your 

students if you start rehearsals in the traditional 5/4 pattern, and then transition to conducting a 

6/8 + 2/4 pattern as they become more familiar with the music. This pattern will help them to 

play this feel more precise and naturally. He notes when he conducts this piece, he enjoys 

switching back and forth between the two, depending on how the music causes him to feel.  

These ideas cover the music until we get to m. 35, where the dynamics of this piece 

become more alive with a large crescendo. As with the previous movement, the dynamics in this 

movement range from p to fff, and students should continue to take care in playing with quality 

tone and intonation at all extremes of the dynamics. In m. 37, more aggressive and accented lines 

are introduced. These notes should be played with fervor, but still maintain clean fronts and 
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releases to the notes and have tone quality that is representative of the music. The long tones that 

enter on beat three in the low voices should start aggressively and then back off so the melodic 

line can be heard.  

Figure 4.21 Accented Long Tones in Trombone 2 and 3; mm. 39-40 

 

This aggressive style continues until m. 69, and the ensemble should work to play with 

full dynamics, but not give away the end of the piece too early. At m. 69, we return to variations 

of the original theme, and all previously mentioned technical considerations should carry over. A 

large crescendo poco a poco at m. 74 should be worked so the line does not achieve the desired 

volume prematurely. In m. 81, a sixteenth note run in the upper woodwinds is introduced and 

players need to make sure this run not only starts and ends in the precise vertical spot, but also 

has clarity of pitch and intonation throughout. 

Figure 4.22 Sixteenth Note Run in Clarinet 1; mm. 81-82 

 

At m. 82, everyone plays an aggressive descending line. Much like the low brass line 

earlier analyzed, players should work to ensure it is played aggressively, but with rhythmic and 

tonal accuracy, as well as clean fronts and releases to notes. Trills in the clarinets, starting in m. 

86, should be subtle, yet present. Consistency of the trill is also important. As noted, players 

should trill above the written pitch.   
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Figure 4.23 Trills in the Clarinet 1; mm. 86-87 

 

A change of tempo with a ritardando at m. 86 to quarter note equals 88 beats per minute 

at m. 88. Flutes join in with trills and should follow the same preparations as the clarinets. The 

melody uses tenuto articulation markings, the one and only time this is seen in this piece, and 

players should play the notes with full value; playing as connected as possible without it 

becoming a slur.  

Figure 4.24 Tenuto Line in Tenor Sax; mm. 88-89 

 

The movement returns to the original tempo, marked as Tempo I, at m. 92. The main melodic 

line returns, and the bassoons emphasize it with an accompanying line. This line uses staccatos 

on the final two quarter notes of each phrase, showing a desire for a lighter style. Players should 

take care to ensure these two notes are spaced and light, but not shorter. 

Figure 4.25 Staccato Accompaniment in Bassoon 1; m. 92 

 

The use of these considerations applies to the music through m. 103. At m. 104, we return 

to the earlier theme seen described prior to Figure 4.13, once again needing the considerations 

given for the accented long tones in the low brass. This continues through m. 119. At m. 120, 
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most of the ensemble is playing accented notes, and the horns and alto saxophones are given 

glissandi on beat two. These glissandi should be aggressive and come out of the texture, while 

maintaining the tone required by the piece.  

Figure 4.26 Glissando in Alto Saxophone 1 and 2; mm. 121-122 

 

The piece wraps up with closing material at m. 126, and trills in clarinets and saxophones 

should follow the considerations given prior to Figure 4.23. The grand pause at m. 130 should be 

worked to ensure no instrument allows for a spillover of sound. The final notes in m. 132 should 

be played with firm fronts of the notes and full tone. Written at a fff dynamic, ensemble members 

should work to not allow the tone of their instrument to get away from them at this extreme 

dynamic. Chokes in the percussions will help align a clear and confident ending.  

 

 Unit V. Stylistic Considerations 

La Belle et Le Capitaine is in a flowing and lyrical style, emulating the singing of a 

ballad. Since both movements are based on folk songs, the original text and recordings done by 

John and Alan Lomax will influence the style needing to be played. As the alto saxophone starts 

the movement with a solo, as see in Figure 4.1, Ticheli is purposeful with the use of slurs and 

tongued notes. We can infer, based off the use of slurs with text in Figure 4.14, the slurred notes 

indicate where vowels or soft consonants would be, and articulated notes indicate the more 

articulate consonants. For the players, this means on slurred notes, not only must the air be 

consistent and without stoppage but have a level of energy and intensity in the middle that one 

would when singing. The opening alto saxophone and clarinet 1 lines present a lamenting and 
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reflective style; players should play relaxed but with intensity. In mm.15-16, a B-flat major 

chord to D minor chord give a sad resolution to the opening statement.  

At m. 17, when woodwinds and upper brass join in on the second statement of Theme A, 

this fuller orchestration gives a deeper and thicker pouring of passion into the melody, as if 

reaching deeper within. Sixteenth notes, as seen in Figure 4.9, should be relaxed and clear. This 

continues, with swells up and down, until m. 28. At m. 29, the addition of oboe 1 helps to 

brighten the timbre of the ensemble. M. 34, however, brings a return to the darker timbre as the 

oboe drops out. Tenuto quarter notes in the harmony help to show a desire for stress of emotion 

and intensity. Players should play with full value and provide full, forward driving air through 

the note. 

Figure 4.27 Tenuto Quarter Note in Clarinet 3; m. 37 

 

In m. 39, the flutes take over the melody, and with only clarinets beneath them, the style 

becomes one of hollow and empty grieving. As the flutes are in the middle of their register, must 

support and play without vibrato, staying relaxed in both tone and tempo. As the alto saxophone 

again joins the melody at m. 44, the line starts to decay and die away at m. 48, requiring air 

support to keep the style, before suspended cymbal enters at m. 49 and provides a sense of 

increased emotion. Through this, we arrive at m. 50, where the ensemble conveys agony and raw 

emotions. Players should play unreserved, but within the mf to f dynamic. Notes should not 

become accented or heavier on the front as this emotion goes, but still ballad like.  

At m. 56, the third statement of the main melodic line, provides both melody and 

countermelody. There is a tension between these two lines, as if fighting for the right to come out 
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of the texture, however players should ensure tension remains throughout. At. m. 62, a new voice 

enters the conversation, in the flutes, oboe 1, trumpet 1, and xylophone, as seen in Figure 4.9. 

This line, separated and slightly accented in style, should starkly contrast the melody and counter 

melody. The style is one of an ominous strength. At m. 67, we reach the climax of emotion, in 

which the ensemble should play with the most emotion possible. Vertical alignment on moving 

notes and sustain of air will help maintain the emotion needed for this. As the emotion dies 

down, the piece trails off and fades to pp slowly. Players should be sure to use air releases 

instead of tongued releases to create the stylistically appropriate release that allows the energy 

and sound to resonate. 

Belle is contrasting in style to the first movement, as it is much more jovial and dance-

like. It is once again based on a folk song, and the use of slurred and articulate notes line up with 

the original spoken words in the same manner as the first movement. As seen in Figure 4.28, the 

grace notes are replaced with an accent on the “and” of two. The repetitive style of the original 

lyrics is seen through the repetitive style of this movement. There is a constant switch between a 

duple and triple feel in this movement. In the introduction, we are given a style of soft 

excitement and repressed energy. In m. 5, the trumpet soloist introduces the melody for the first 

time, and must do so by playing spaced, yet light, and giving full length to the two dotted quarter 

notes at the end of each measure. Micro dynamics, not written, should follow the contour of the 

line, both in this solo, and throughout the piece. 

 

 

 

 

Figure 4.28 Trumpet Solo; mm. 5-8 
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In m. 9, the repressed energy seems to start dying away, before flutes and oboes introduce 

Theme B in m. 11. This introduction gives us a feel of being aloof and light-footed, however, 

wanting more. Now, with an accent on beat one as well as the “and” of two, the triple feel is felt 

between the duple feels. As the orchestration thickens at m. 17, there is a sense of growing 

energy and excitement building. Players should take caution to push the energy but not rush the 

tempo or shorten the value of notes. At m. 22, the style starts to open, having a more lilted and 

lighter feel as the upper woodwinds take over the melody. Their melody is driving, yet careful, 

so players should be sure to not overplay dynamics or articulation. 

 As the brass takes the reins on the melodic line at m. 31, there is suddenly a feel of bold 

confidence and emphatic triumph that takes over. Through a crescendo through the triple feel in 

mm. 35-36, the ensemble reaches a moment of fff dynamic at m. 37. In this section, we now have 

a very happy and upbeat melody, while being interrupted at the ends of phrases by a dark and 

brooding low brass hit. Players should be aware of Ticheli’s use of orchestration to build 

dynamics from mm. 1-38 and allow his writing to help with the dynamics and not force the style.  

 Once the music reaches m. 44, there is firmly a dance-like rhythmic feel set, however 

with a sense of chaos and on the verge of out of control with the meter and rhythm changes 

through this section. While chaotic, the ensemble should work to maintain the flowing sense to 

the melodic lines and grow into m. 52. The style continues from mm. 52-68, however with a 

sense of conversation between the gentler melodic line and the more abrasive line in the low 

brass. At m. 69, the trumpet soloist returns, however this time bringing a heroic style and a sense 

of stability. Emphasis on the accents and intensity through slurred notes will help with this. At 

m. 74, the entire ensemble drops to a p dynamic and builds through to m. 82. A sense of building 

intensity and forward motion is needed and can be helped by a slight increase on the weight of 
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all notes. At m. 82, there is a brazen style of intense chaos and curious conflict throughout the 

ensemble. Additional weight, specifically on accents, will help with this, as well as a crescendo 

through the descending lines.  

Figure 4.29 Descending Line in Trombone 1; m. 82 

 

At m. 88, we reach a calm and soothing section, led by a tenuto line that is almost in the 

nature of a lullaby, before gently coming to a sustain on a fermata in m. 91. Immediately coming 

out of the fermata at m. 92, trumpet 1 returns us to the original playful feel at the original tempo, 

however with slightly more energy brought to the style, due to the bassoon and marimba lines. 

At m. 96, the addition of castanets is seen, in which they are playing the same original rhythmic 

line the sand blocks introduced in the beginning. However, this color change brings a more Latin 

feel to the dance-like groove. M. 101 brings a return to Theme B and the aloof and lighter feel, 

and low brass returns to punctuate the ends of phrases with abruptness as m. 104. This drives 

forward into m. 113, however the notes in the low brass become less abrasive in nature and 

bolder; players should work to achieve a more triumphant sound with purer tone quality than 

previously played on these notes.  

 At m. 114, we have a transition section with a complete style change. Ticheli thins out 

the orchestration and removes the main melodic motive for the first time. With a stagnant feel, 

only moved forward by the bell tones in the brass; the piece seems to die away before a 

percussion soli regain energy and articulation, driving us forward in rhythm and volume into m. 

120.  
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This brings us to the climax of sound in the movement, with the entire ensemble returning with a 

suddenly bold and exclamatory sound. The melodic lines should play this majestic and boldly, 

driving forward, but not rushing as they relish in this new and pure sound.  

At m. 126, the closing material enters, with a three-note pattern starting in a new 

instrument every beat. Players should play these spaced and light, however with slight front on 

the note, even though they are not marked so. Trills in clarinets and saxophones help drive the 

energy forward until an abrupt halt at m. 130. M. 131 brings a final restatement of the main 

theme, this time with the most energy, volume, articulation, and best tone quality of the entire 

piece, before ending on beat two with an accented yet resonant ensemble eighth note.  

 

 Unit VI. Musical Elements 

La Belle et Le Capitaine is written in D dorian, which is a mode often associated with 

folk music, dating all the way back to Gregorian chant (Traditional Music Library, 2019). Dorian 

is a mode often associated with having a mystical and energetic sound (The Dorian Mode-

Become a Pro Composer, 2020). Based on the D minor scale, which Ticheli alludes to in this 

movement, we also can portray somber and melancholic feelings (Richard, 2023). In the opening 

alto saxophone solo, as the main theme is stated, the soloist should play freely and with vibrato if 

Figure 4.30 Percussion Soli; mm. 118-119 
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possible, allowing expression to pour out. The conductor should allow for musicality to take 

precedent over strict time, within reason.  

As more voices start to join in m.7, starting with clarinet 1, entrances in the 

accompaniment should support, not overpower, the soloist. The clarinet 1 harmonic line should 

sit just below the alto saxophone in volume and attempt to match the style and passion. At m. 17, 

we get the first fuller ensemble moment of the piece. Harmonic lines have many dynamic 

changes written within their parts, and should play them with intent, but not to overpower the 

melodic lines. Players who play the melodic line should ensure there is no break over bar lines, 

regardless of if there is a slur or not. Mm. 19-20 is a great example, as even though it is between 

three bar phrases, a break in sound here would cause the music to become abrupt and jagged. 

Stagger breathing, within sections and throughout the ensemble, will help to cure this throughout 

the entire movement.  

Figure 4.31 Trumpet 1; mm. 18-21 

 

Sixteenth note lines, as seen in Figure 4.31, should be played with energy and flow 

through the line, not allowing for dragging or decay. Though the melodic line has very few 

written dynamic changes, the ensemble should work to follow the rise and fall in dynamics 

naturally presented by the contour of the melodic lines. M. 29 brings Theme B; however, it 

maintains the musical requirements of Theme A. At m. 33, the descending quarter notes, as seen 

in Figure 4.4, must drive forward, carrying through the bar line. The oboe 1 voice should lead 

musically in this section, without overpowering the group. In m. 38, the melodic line 
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diminuendos and dies out, however, harmonic lines can bring out their moving notes, to help 

sustain energy and forward motion through the bar line. 

Figure 4.32 Moving Line in Clarinet 3; m. 38 

 

M. 44 brings us back to thinner texture, with flutes, clarinets, and alto saxophones 

comprising the orchestration. Playing the melodic line, now unsupported, requires these players 

to play with full tone and without break, allowing musical lines to be shaped and led by the alto 

saxophone. A suspended cymbal roll in m. 49 emerges and should be played with 70 percent of 

the crescendo on the roll happening in the last two beats of m. 49. The return of Theme A and 

full orchestration at m. 50 will require the music to be balanced, so all parts are equally balanced, 

with the melody residing just above the rest. Listening will be key, as players should bring out 

their parts musically when they have moving lines and others have sustained. Suspended cymbal 

should continue to roll in the way previously mentioned. As the countermelody enters for the 

first time at m. 56, as see in Figure 4.15, musical tension between this line and melody should be 

encouraged and not allowed to dissipate. Allowing alto saxophone to lead the melodic line and 

clarinet 1 to lead the countermelody will help to achieve the timbre and dynamics necessary.  

 In m. 62, the flutes lead a new line, as seen in Figure 4.16, and while not marked with 

articulations, should be played with more space between the notes and more front on the notes, to 

help achieve the musical idea. The full ensemble crescendo that happens here should allow for 

70 percent of the crescendo to happen in m. 66, led by the descending line in saxophones, 

trumpet 3, and horn 2. An aggressive and emphatic downbeat in m. 68 will help sustain the full 
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volume of the climax that started a measure previously and should not decay in volume until beat 

two of m. 69. In mm. 70-71 the ensemble should provide the fullest and most aggressive 

dynamic swell of the movement, while maintaining musical integrity. The final held note, and 

subsequent fade in m. 73, should still contain full tone and musical intent, allowing for a release 

that is resonant, and a few moments of silence after the fade.  

 Belle is written in the key of F major for most of the movement, a key that is described as 

portraying full peace and joy, but also can express a light passing regret (Buja, 2016c). This is 

fitting for a folk song based on someone who is in love but sells their horse for that love which is 

not reciprocated.  As the movement starts with percussion 2 presenting the main rhythmic idea, 

as seen in Figure 4.3, it is important emphasis is placed on the accented notes and the ensemble, 

playing or not, finds the pocket of the rhythmic groove. As the trumpet 1 solo enters, they should 

ensure the style mentioned in Unit 5 also is played with a more mellow tone quality. In m. 12, 

with the introduction of Theme B, players should still emphasize accented notes, but slightly less 

firm than before, and sustain air through the bar lines. Those playing the ostinato accompaniment 

should be heard, but in the background. As Ticheli alternates between Theme A and B at m. 22, 

players should work to emphasize the 6/8 + 2/4 feel, seen in Figure 4.4, through emphasizing 

accents, and push energy through the duple feel. As brass takes over at m. 31, the ensemble 

should embrace the change in timbre and save 70 percent of the crescendo in mm. 35-36 for the 

last two beats of m. 36.  

Theme A’ enters in m. 38. Melodic lines should maintain the same musical 

considerations, however with slightly more front and volume and not release until the low brass 

enter on beat 3 of each two-measure phrase. As the movement once again trades between 

variations on Theme A and Theme B, players should emphasize the slurs in the melodic lines to 
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help with musical phrasing. Emphasis and crescendo can also be put into any descending lines. 

In m. 51, a crescendo in the woodwinds and trumpet is played, as all play four quarter notes, and 

players should get slightly louder on each quarter note. 

Figure 4.33 Crescendo seen in Flute 1; m. 51 

 

In m. 52, interplay between the melodic line and the accented brass line should be 

encouraged. Balance in the brass should be examined, to ensure correct timbre, and all accents 

can be played with more fervor than previously played. In m. 58, players will need to relax the 

energy and play with lighter fronts as Theme B returns, as well as place slight crescendos on all 

ascending lines. This continues through to the return of the trumpet 1 solo at m. 69, once again 

needing to be played with a mellow, yet excited tone. Theme A’’ returns most previously 

mentioned considerations, with players needing to enter and then back off when playing sustains. 

In m. 82, a new Theme C requires players to shock the audience with the sudden change in 

musicality, playing with punch and marcato, before decaying into m. 88. Releases in mm. 86-87 

should be done in time and with resonance. In m. 88, tenor saxophone should lead the tenuto line 

seen in Figure 4.24.  

The return of trumpet 1 leading Theme A at m. 92 should have the same considerations 

as m. 5, but with more energy and volume. Melodic lines should push energy through the ends of 

phrases, but not crescendo. This section musically is repetitive of the first 73 measures, but with 

more volume and fervor. In m. 113, a slight crescendo should be placed on the descending 

quarter note line in the woodwinds. 
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 In m. 114, bell tones in the lower voices should be played with front to the note, and 

allow for resonance after each one, while still driving forward. In m. 121, all play dotted quarter 

notes, and players should work to not drag this 6/8 feel, with a slight growth in sound on each 

one. This is the most accented and volume section in the piece. As the three-note pattern appears 

in the closing material in m. 126, the first two notes of each new entrance should be slightly 

louder than the written volume. Silence in m. 130 can be held, but not to the point where it is 

uncomfortable for the audience. As the ensemble performs the final statement in mm. 131-132, 

notes should still be tuneful and not harsh.  

 

 Unit VII. Form and Structure 

Cajun Folk Songs is a piece 206 measures and 6 minutes and 30 seconds in length. It is 

comprised of two movements, titled La Belle et Le Capitaine and Belle. This piece is written for 

a wind band comprising of piccolo, flute, oboe, bassoon, B-flat clarinet, E-flat alto clarinet, B-

Flat bass clarinet, E-Flat contrabass clarinet, alto saxophone, tenor saxophone, baritone 

saxophone, trumpet, horn, trombone, euphonium, and tuba. In terms of percussion, this piece 

requires xylophone, marimba, a small, suspended cymbal played with yarn mallets, a pair of sand 

blocks (or cabasa if unavailable), a medium-large triangle, castanets (mounted or Epstein brand), 

tambourine, four toms, and bass drum. There are shared elements between the two movements, 

such as phrase structure, but melodies and rhythmic ideas are contained within their respective 

movement. 

 La Belle et Le Capitaine is 74 measures in length and approximately three minutes in 

length. This movement is written in ABA form. The overall phrase structure for most of the 

piece is five measure phrasing, with a combination of three measures plus two measures forming 
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it. The piece opens with a 6-bar introduction section, written tempo being quarter note equals 63 

beats per minute and flowing, before starting Theme A at m. 7. 

 The introduction is in D dorian, as is the entire movement, and follows a common i-v-i 

chord progression. Theme A, starting on an A minor chord, lasts through m. 22. The chord 

progressions used in this section are common, consisting of i-IV-v and VI in the key of D dorian. 

In mm. 9-11, Ticheli uses a cadential 6/4 progression to create tension, going to an A minor 

chord. Usually these go to a dominant chord, however in this case, going to the minor v, presents 

a sense of unease, which plays to the style. 

Figure 4.34 Chord Progression; m. 9-11 

 

In m. 23, we reach a transition section, lasting through m. 28. This transition section hints 

at D minor, with the use of an F major and B-flat major chord. At m. 29, we reach Theme B. 

This theme will last a significant amount of time, going all the way through m. 49. Theme B is 

highlighted by the addition of first oboe to the melodic line. This section is almost exclusively D 

minor, A minor, and G major chords, outlining the i, IV and v chords of D dorian. A concert 

pitch D is often droned in the lower voices, specifically tuba, to help emphasize the tonality in 

this section.  

The melodic line is broken into two chunks in this section, with the first part consisting of 

six beats over three 2/4 bars, and the second part consisting of six beats over two 3/4 bars. This 

use of metric manipulation, as seen below, helps to show the difference in where Ticheli would 

like phrasing, as well as how the words originally set to this melody helped that phrasing.  
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Figure 4.35 Melody in Oboe; m. 29-33 

 

This phrasal structure is repeated twice, and then at m. 39, it is slightly changed with the second 

part of the melody consisting of two beats over a 3/4 + 2/4 combination, perhaps foreshadowing 

to the metric structure of movement two. However, the overall phrasal structure of three measure 

plus two measures, or a “macro five”, in which this movement is built, is maintained. 

Figure 4.36 Phrasal Structure; m. 29-43 

 

At m. 50, we return to Theme A, which also happens to be the buildup to the climax of 

the movement at m. 67. In m. 50, we see the main melodic idea from Theme A being presented 

for the third time, with a new countermelody also being played. The melody and countermelody 

interplay, with one generally playing while the other sustains, as seen in Figure 4.15 in the oboes 

1 and 2, as oboe 1 plays the counter melody and oboe 2 plays the main melodic line. This 

interplay continues through m. 66. D minor chords, in root form, 2nd inversion, and with added  

sevenths dominants to the harmonic progression of this section. The occasional G major and B-

flat Major chords give a sense of brief hope and reprieve from the minor nature. 

 At m. 62, the flutes, oboes, trumpet 1, and xylophone introduce a spaced, fanfare-like 

countermelody, as seen in Figure 4.16, while the melody and previous countermelody persist in 

the other instruments. This section has a crescendo poco a poco, building in intensity, texture, 

and volume to the climax at m. 67. The entire ensemble plays a D minor chord on the downbeat, 

with some voices moving on beat two. Clarinet 3, alto clarinet, and horn 1 move to a concert B-
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flat on beat two, further emphasizing the tension in the climax, and slightly taking us to D minor. 

It is also a chromatic motion, as they play a concert B-natural on the downbeat of m. 68, as the 

ensembles goes to a G major chord.  

 

 

 

 

The movement grows in volume one last time, to m. 71, before dying down to m. 72. Clarinets, 

saxophones, and horns gives us a short iteration from Theme A one last time, while also 

performing a ritardando to take the tempo down to quarter note equals 40 beats per minute. At 

m. 74, those players hold a D minor chord in 2nd inversion, with concert A being the lowest 

voiced note, before fading away to pp and eventually nothing.  

Table 4.4 Orchestration Table for Cajun Folk Songs, La Belle et Le Capitaine 

Measure Orchestration 

1 Alto Saxophone Solo 

8 Alto Saxophone 1 and Clarinet 1 

17 All Woodwinds and Upper Brass 

29 Clarinets, Oboes, Bassoons, All Saxophones, Trumpets, and Trombones 

40 Flutes and Clarinets 

44 Flutes, Clarinets, and Alto Saxophones 

50 All Wind Players and Percussion 2 

62 All Wind Players, Percussion 2, and Timpani 

Figure 4.37 Harmonic Motion in Clarinet 3; mm. 67-68 
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72 All Woodwinds and Horns 

 

Belle is the second movement of this piece and is 132 measures and approximately 3 

minutes and 30 seconds in length. This movement is in strophic form, introducing a melodic line, 

and playing variations on it throughout its development. The movement is primarily in the 

tonality of F major, with brief changes to closely related keys of C major, B-flat major, and G 

minor, as well as touching on less related keys of E-flat minor and G-flat major. The written 

tempo is quarter note equals 152-160 beats per minute, however as previously stated, Ticheli 

recommends a tempo of quarter note equals 160-168 beats per minute. The phrase structure for 

this movement has more variety than the first movement, however, it is generally comprised of 

three bar and two bar phrases. Within those phrases, metric modulation also adds to the phrasing, 

with 5/4 forming much of the piece, however 3/4 and 2/4 contribute largely as well.  

 The movement begins with a four-bar introduction, in which tonality of F major is 

established in the bassoons, clarinets, and tenor saxophone. Percussion 2 introduces the main 

rhythmic idea in the sand blocks, before being joined by oboe 1 and alto saxophone 1 at m. 3. At 

m. 5, Theme A is introduced, lasting through m. 11. Here the dynamics die down to a mp, and 

the melody is added to the rhythmic motive by trumpet 1, as seen in Figure 4.28. Theme B is 

introduced by the flutes and oboe 1, while oboe 2 and clarinet 1 play the ostinato as 

accompaniment underneath. As seen in the oboes, this ostinato accompaniment is important for 

outlining the structure of the micro phrases within the melodic line.  
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Figure 4.38 Melody and Ostinato in Oboes; m. 14 

 

Theme B continues through m. 2, repeating the melodic line twice, before returning to 

Theme A at m. 21. This return of Theme A is played once, through m. 27, at a softer mf dynamic 

than previously performed. Theme B is repeated, one time, from mm. 28-30. Tambourine takes 

over for providing rhythmic accentuation and outline of the melody from the sand blocks. At m. 

31, we find Theme A played again, one time, however now transposed to the key of A-flat 

major, and in the brass while woodwinds give a new ostinato to help outline the melody and the 

tonality.  

Figure 4.39 Example of Woodwind Ostinato in Clarinet 2; m. 31 

 

From m. 35 to m. 37, we see a transition section, using the same orchestration on melody 

and ostinato, with everyone giving accented, ff quarter notes on m. 37. Theme A’ is introduced 

from mm. 38-43, now in the key of C minor. Melody is played in the woodwinds and upper 

brass, while low brass accentuates the ends of phrases with bell tone style long tones.  Added G-

flat and D-flat in the low brass long tones foreshadow the coming tonalities. An added G-natural 

at m. 43 helps us transition to the key of G minor in m. 44. 
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Figure 4.40 Example of Concert G-Natural in Trombone 1; m. 43 

 

 At m. 44, a single iteration of Theme B is played, with tonality emphasized by B-naturals in the 

upper woodwinds. M. 48 brings Theme A’ back, now in G minor, growing with a large 

crescendo in m. 51 to a ff dynamic. This continues through m. 52, before Theme A’ continues. 

Now in B-flat major, the melody outlines a B-flat major 7 chord in mm. 53-54. 

Figure 4.41 B-Flat Major 7 Chord Outlined in Flute 1; mm. 53-54 

 

In this variation, the low brass continues to accentuate the ends of the phrases, however 

with ascending quarter notes rather than long tones. M. 58 brings a return of Theme B, used as a 

transition section for the tonality. Flutes, clarinets, and xylophone carry the melody throughout 

here, while oboes and alto saxophones play the rhythmic ostinato line. This continues through m. 

63, before Theme A’ returns one last time, now in E-flat minor, emphasized by concert pitch A-

flat and E-flat in the melody and concert pitch G-flat in the ostinato line. This is played twice, 

before a return to Theme B in m. 69, in the tonality of G-flat major, as concert pitch D-flats 

further reinforce this. 

 Concluding at m. 73 after one iteration, a new Theme A’’ is introduced at m. 74. Back in 

familiar territory of F major, this theme starts at a subito mp dynamic and builds in two bar 

phrases through a crescendo poco a poco through m. 81 to a ff dynamic. In m. 78, concert F-

sharp and B-natural show a brief touch on a tonality of D major, and addition of concert G-sharp 
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in m. 80 gives us a detour through a tonality of E major. Using 7th chords, Ticheli used a 

chromatic tonality transition to get us back to F major in m. 82.  

Figure 4.42 Harmonic Motion and Tonality; mm. 78-84 

Tonality D Major E Major F Major 

Harmonic Motion D7 E7 F Major Triad 

 

A new theme, labeled as Theme C, is introduced in m. 82. This theme, built on a two-

measure melodic idea, is a pseudo climax, before dying down and leading us into a transition 

section at m. 88 through a ritardando at m. 86. In this transition section, the ensemble now plays 

at quarter note equals 88 beats per minute and is at a mp dynamic that leads to a F major fermata 

on beat three of m. 91. Of note, from m. 35 to this fermata at m. 91, Ticheli uses solely 2/4 and 

3/4 bars, however the 5/4 feel is felt within this setup. Flute 1, clarinets, tenor saxophone, horns, 

and euphonium hold their fermata note into the next measure, as bassoons, baritone saxophone, 

and marimba immediately start into Theme A at the original tempo in 5/4. This reprise of the 

opening, with more texture and now in the key of C minor, lasts through m. 100. The marimba 

drives home this new tonality of C minor using concert E-flats and a return to concert pitch C on 

every upbeat. 

Figure 4.43 Marimba; m. 93 

 

At m. 101, Theme B once again returns for a singular repetition, also in C minor. Melody 

in upper woodwinds and brass, with an ostinato also in those sections, highlight this. Theme A’’ 

returns in m. 104, this time in A-flat major, as the melodic line outlines an A-flat major chord. 
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Figure 4.44 A-Flat Major Chord Outlined in Trombone 1; mm. 104-105 

 

This continues through m. 109, where a new Theme B’ takes over at m. 100. This is 

differentiated from Theme B, as the back half of the melodic line is changed.  

This is also in C major, as the low brass drones a concert pitch C-natural. Only played 

once, this takes us into m. 114, where we have a six-measure transition section, taking us back 

into F major. Using the ascending quarter notes from previous variations of the A theme, the 

main melodic idea is not present in this transition section, outside of a percussion break at mm. 

118-119, where they use the main rhythmic idea, and a crescendo to ff, to take us to the climax of 

the piece at m. 120.  

At the climax, Theme A returns in its original tonal center of F major, however this time 

ff and accented. The melody is stated three times, in two measure phrases, before giving way to 

the final six measures of closing material from mm. 126-132. The closing material is a three-note 

pattern consisting of D, F, and G, with a new voice entering with the line every beat until m. 130, 

where a grand pause calls for complete silence. Mm. 131-132 restate the main melodic line one 

final time, ending at a fff dynamic. Interestingly, from mm. 104-132, Ticheli uses solely two 

measure phrases, allowing for combinations of 3/4 and 2/4 to create the 5/4 feel this movement is 

known for.  
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Table 4.5 Orchestration Table for Cajun Folk Songs, Belle 

Measure Melodic Scoring 

1 Bassoons, Clarinets, Tenor Saxophones, and Percussion 2 

5 Bassoons, Clarinets, Tenor Saxophones, Trumpet 1, Trombone 1 and Sand Blocks 

11 Clarinet 2 and 3 and Trumpet 2 

12 Flute 1, Oboe 1 and 2, Clarinet 1, 2, and 3, Trumpet 2, and Percussion 2 

17 All Woodwinds and Percussion 2 

28 All Woodwinds, Percussion 2, and Xylophone 

31 

Flutes, Oboes, Clarinets, Tenor Saxophones Trumpets, Horns, Trombones, 

Euphonium, and Bass Drum 

38 Full Ensemble 

44 Flutes, Oboes, Bassoons, Clarinets, Alto Clarinet, Bass Clarinets, Alto Saxophones, 

Baritone Saxophones, Trombones, Euphoniums, Tuba, and Triangle 

53 Full Ensemble 

58 Flutes, Oboes, Clarinet 3, Alto Clarinet, Alto Saxophones, and Xylophone 

60 

Flutes, Oboes, Clarinet 3, Alto Clarinet, Alto Saxophones, Tenor Saxophones, and 

Xylophone 

61 Piccolo, Flutes, Oboes, Clarinet 3, Alto Clarinet, Alto Saxophones, Tenor 

Saxophones, Horns, Trumpets, and Xylophone 

64 Clarinets, Bassoons, Alto and Bass Clarinets, Horns, Trombones, Euphonium, Tuba, 

and Tom Toms 
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71 

Piccolo, Flutes, Clarinets, Alto Saxophones, Tenor Saxophones, Trumpet 1, and 

Xylophone 

74 Full Ensemble 

88 Flutes, Clarinets, Tenor Saxophones, Horns, and Euphoniums 

92 Bassoons, Trumpets, and Marimba 

96 Flutes, Clarinet 2 and 3, All Saxophones, Trumpets 1 and 2, Trombones, 

Euphoniums, Tubas, and Percussion 

101 Full Ensemble 

103 Piccolo, Flutes, Clarinet 1 and 2, Trumpets, Horns, Marimba, and Tambourine 

106 

Piccolo, Flutes, Clarinet 1 and 2, Alto Clarinet, Bass Clarinet, All Saxophones, 

Trumpets, Horns, Trombones, Euphoniums, Tubas, Marimba, and Tambourine 

108 Full Ensemble 

118 Bassoons, All Saxophones, All Brass, and Percussion 

120 Full Ensemble 

126 

Piccolo, Flute 1, Oboe 1, Clarinet 1, Alto Saxophones, Tenor Saxophones, Trumpet 1 

and 2, Horn 1, Trombone 1, and Suspended Cymbal 

130 Silence 

131 Full Ensemble 
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 Unit VIII. Suggested Listening 

 Cajun Folk Songs II, Frank Ticheli 

Blue Shades, Frank Ticheli 

Seminole Wind, John Anderson 

Irish Tune from County Derry, Percy Grainger 

Folk Song Suite, Ralph Vaughan Williams 

Song Without Words from Second Suite in F, Gustav Holst 

  

 Unit IX. Seating Chart and Acoustical Justification 

The seating chart seen in Figure 4.45 reflects the set up used for the performance of 

Cajun Folk Songs by the Kansas State University Concert Band. The ensemble is set up this way 

to accommodate the size and space of the room, McCain Auditorium 201, as well as the needs of 

the other pieces being performed on the concert. Principal players are generally arranged towards 

the center of the band to allow ensemble members to listen in to them. The percussion is in a 

typical percussion set up, allowing for easy transitions between instruments and parts.  
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Figure 4.45 Seating Chart for KSU Concert Band 
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 Unit X. Rehearsal Plans and Evaluations 

 

Rehearsal Plan – Rehearsal #1 

Ensemble: KSU Concert Band Announcements: Introduce myself and give inspiring words. 

 

Literature: Cajun Folk Songs Time: 1:05 pm – 1:20 pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

1. Full Run of the Piece (10 min) 

a.  Goal is to not stop, however, restarting 

from key points if it does fall apart may 

be needed. 

2. Work Mvt. 1 mm. 50-61 (5 min) 

a. Goal is to introduce the themes and get 

everyone playing. 

b. Have each line (melody, counter melody, 

and harmonic line) play separately so all 

can hear the three separate lines. 

Assessment 

1. General intonation and correct notes will be informally 

assessed by the conductor as the ensemble sight reads the 

piece. 

a. The conductor will note anything that is below 

80% successful for future work. 

2. Rhythms and steady tempo will be informally assessed 

by the conductor as the ensemble sightreads the piece. 

a. The conductor will note anything that is below 

80% successful for future work. 

3. Using video recording, the conductor will do further 

review of the above topics to determine future lesson 

plans.   
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Rehearsal Plan – Rehearsal #2 

Ensemble: KSU Concert Band Announcements: Discuss some background on Frank Ticheli. 

 

Literature: Cajun Folk Songs Time: 12:40 pm – 12:55 pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

1. Focus for today will be Mvt. 1, starting with mm. 17-

28. (5 min) 

a. Focus on vertical alignment between all 

parts. 

b. Work on correct pitches and rhythms at a 

steady tempo. 

c. If the above is achieved, work on musical 

shaping. 

2. Work mm. 29-49. (5 min) 

a. Focus on vertical alignment between all 

parts. 

b. Work on correct pitches and rhythms at a 

steady tempo. 

c. If the above is achieved, work on musical 

shaping. 

3. Work mm. 17-49 (5 min) 

a. Work on connecting these chunks and 

continue to work on notes and rhythms. 

Assessment 

1. Vertical alignment and proper starts and end to notes will be 

assessed by the conductor listening for the clear start and 

finish of harmonic and rhythmic figures and note lengths 

across the ensemble.  

a. The conductor will ask the ensemble if they felt this 

was achieved at 80% or high success and aim for this 

before moving onto the main lesson. 

2. Correct pitches and rhythms will be assessed by the 

conductor. 

a. The conductor will listen and assess if this was 

achieved at 80% or higher success before moving on. 

3. The conductor will assess themselves for steady tempo, clear 

time, and cues in their conducting. 

a. The conductor will reflect through video and work to 

improve areas that cause the ensemble issue. 
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Rehearsal Plan – Rehearsal #3 

Ensemble: KSU Concert Band Announcements: Discuss a little background of the 5/4 in Mvt. 2. 

 

Literature: Cajun Folk Songs Time: 1:05 pm – 1:20 pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

  

Plan 

1. Focus will be Mvt. 2, starting with mm. 92-114. 

(7 min) 

a. Focus on vertical alignment, correct 

playing of 5/4 time, and steady tempo. 

b. Work to achieve the groove, starting in 

percussion, and adding sections onto that. 

2. Work mm. 1-37 (8 min) 

a. Discuss similarities to mm. 92-114. 

b. Focus on vertical alignment, correct 

playing of 5.4 time, and steady tempo. 

c. Work to achieve the groove, starting in 

sand blocks, and adding sections onto 

that. 

Assessment 

1. Vertical alignment and proper starts and end to notes will 

be assessed by the conductor listening for the clear start 

and finish of harmonic and rhythmic figures and note 

lengths across the ensemble.  

a. The conductor will ask the ensemble if they felt 

this was achieved at 80% or high success and aim 

for this before moving onto the main lesson. 

2. Correct pitches and rhythms will be assessed by the 

conductor. 

a. The conductor will listen and assess if this was 

achieved at 80% or higher success before moving 

on. 

3. The conductor will assess themselves for steady tempo, 

clear time, and cues in their conducting. 

a. The conductor will reflect through video and work 

to improve areas that cause the ensemble issue. 

4.  
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Rehearsal Plan – Rehearsal #4 

Ensemble: KSU Concert Band Announcements: Remind ensemble about working parts on own! 

 

Literature: Cajun Folk Songs Time: 12:40 pm – 12:55 pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

  

Plan 

1. Work mm. 37-64. (7 min) 

a. Focus is on articulations, ensuring 

accents and emphasis are placed on the 

correct notes. 

b. If this goes well, the next focus will be 

on dynamics, specifically contrasting on 

crescendos.  

2. Work mm. 65-91. (8 min) 

a. Focus is on articulations, ensuring 

accents and emphasis are placed on the 

correct notes. 

b. If this goes well, the next focus will be 

on dynamics, specifically contrasting on 

crescendos.  

c. Work on transitions between styles, as 

well as laying ritardando with the 

conductor will be a focus.  

Assessment 

1. Articulations will be assessed by the conductor listening 

for the correct placement of emphasis in the line and 

correct length of notes. 

a. The conductor will ask the ensemble if they felt 

this was achieved at 80% or high success and aim 

for this before moving onto the main lesson. 

2. Dynamics will be assessed by the conductor listing for the 

correct change in volume of sound by the ensemble, as 

well as contrast between varied dynamic levels.  

a. The conductor will assess if this is done at an 80% 

or higher rate before moving on.  

3. The conductor will self-assess their ability to use impulse 

of will in guiding the ensemble through transition of 

styles, as well as tempo changes. 

a. Video review will assist the conductor in seeing 

what works and what does not.  
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Rehearsal Plan – Rehearsal #5 

Ensemble: KSU Concert Band Announcements: Discuss the meaning of the lyrics to Mvt. 1 

 

Literature: Cajun Folk Songs Time: 12:55 pm – 1:10 pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

  

Plan 

1. Work Mvt. 1 mm. 1-17 (5 min). 

a. Goal is to take what the ensemble learned in 

the full ensemble sections and apply it to 

solo playing. 

b. Focus will be on balance, blend, and musical 

line. 

2. Work mm. 17-49 (7 min) 

a. Focus is on balance, blend, and musical line. 

b. Guide the ensemble to critically listen and 

identify what is important. 

c. Guide the ensemble in using breath support, 

dynamics, and energy to guide the musical 

phrasing. 

3. Work mm. 1-49 (3 min) 

a. Put together the two sections and work on 

applying balance, blend, and phrasing across 

all. 

Assessment 

1. Balance and blend will be assessed informally by the 

conductor, listening to be able to hear all lines with good 

tone. 

a. The conductor will ask the ensemble if they can 

hear certain lines, and to use their ears to balance 

their sound.  

2. Using verbal feedback, the conductor will assess the 

ensembles interpretation of their lines (melody, counter 

melody, and bass line), and use this information to guide 

the overall interpretation of each section. 

3. The conductor will use video review to assess balance, 

blend, and phrasing, as well as their own conducting. 

a. They will watch for use of baton style, left hand 

gestures, and facial expressions to help show the 

line to the ensemble. 
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Rehearsal Plan – Rehearsal #6 

Ensemble: KSU Concert Band Announcements: Give background on lyrics to Mvt. 2. 

 

Literature: Cajun Folk Songs Time: 12:40 pm – 12:55 pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

  

Plan 

1. Work mm. 92-end of Mvt. 2. (6 min) 

a. Focus is on articulations, balance, and 

blend. 

b. Guide the ensemble to critically listen 

and hear which lines are important and 

balance their sound to them.  

2. Work mm. 65-91. (6 min) 

a. Focus is on articulations, balance, and 

blend. 

b. Guide the ensemble to critically listen 

and hear which lines are important and 

balance their sound to them. 

3. Work both chunks together. (3 min) 

a. Apply all we’ve worked on across both 

sections. 

b. Work to maintain good style changes and 

tempo changes. 

Assessment 

1. Articulations will be assessed by the conductor listening 

for the correct placement of emphasis in the line and 

correct length of notes. 

a. The conductor will ask the ensemble if they felt 

this was achieved at 80% or high success and aim 

for this before moving onto the main lesson. 

2. Balance and blend will be assessed informally by the 

conductor, listening to be able to hear all lines with good 

tone. 

a. The conductor will ask the ensemble if they can 

hear certain lines, and to use their ears to balance 

their sound.  

3. The conductor will use video review to assess balance, 

blend, and phrasing, as well as their own conducting. 

a. They will watch for use of baton style, left hand 

gestures, and facial expressions to help show the 

line to the ensemble. 

4.  
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Rehearsal Plan – Rehearsal #7 

Ensemble: KSU Concert Band Announcements: Remind ensemble we have four rehearsals left! 

 

Literature: Cajun Folk Songs Time: 1:05 pm – 1:20 pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

  

Plan 

1. Work Mvt. 2 mm. 1-52. (5 min) 

a. Focus is on shaping of the musical line, as 

well as balance and blend. 

b. Continue listening and correcting any errors 

in pitch, rhythm, or vertical alignment. 

2. Work mm 53-91. (5 min) 

a. Focus is on shaping of the musical line, as 

well as balance and blend. 

b. Continue listening and correcting any errors 

in pitch, rhythm, or vertical alignment. 

3. 3. Work mm. 92-end. (5 min) 

a. Focus is on shaping of the musical line, as 

well as balance and blend. 

b. Continue listening and correcting any errors 

in pitch, rhythm, or vertical alignment. 

 

Assessment 

1. The conductor will assess students’ ability to interpret the 

music and come to a consensus on how to shape the musical 

line.  

a. The conductor will ask for input and feedback from the 

ensemble to help guide this. 

2. Working on larger chunks, the conductor will assess the 

retention of the concepts worked on in the previous rehearsal. 

a. The conductor will help review as needed with the 

ensemble, working for minimal errors. 

3. Working on larger chunks, the conductor will assess the 

ensembles’ ability to connect sections, perform style changes 

and tempo changes, and maintain tone throughout. 

a. The conductor will use video review to assess this, as 

well their conducting to ensure that these changes are 

being shown to the ensemble.  
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Rehearsal Plan – Rehearsal #8 

Ensemble: KSU Concert Band Announcements: Help the ensemble remember concepts in Mvt. 1 we have worked previously. 

 

Literature: Cajun Folk Songs Time: 12:40 pm – 12:55 pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

  

Plan 

1. Work Mvt. 1 mm. 1-38. (5 min) 

a. Focus is on shaping of the musical line, as 

well as balance and blend. 

b. Continue listening and correcting any errors 

in pitch, rhythm, or vertical alignment. 

2. Work mm. 39-61. (5 min) 

a. Focus is on shaping of the musical line, as 

well as balance and blend. 

b. Continue listening and correcting any errors 

in pitch, rhythm, or vertical alignment. 

3. Work mm. 62-end. (5 min) 

a. Focus is on shaping of the musical line, as 

well as balance and blend. 

b. Continue listening and correcting any errors 

in pitch, rhythm, or vertical alignment. 

 

Assessment 

1. The conductor will assess students’ ability to interpret the 

music and come to a consensus on how to shape the musical 

line.  

a. The conductor will ask for input and feedback from the 

ensemble to help guide this. 

2. Working on larger chunks, the conductor will assess the 

retention of the concepts worked on in the previous rehearsal. 

a. The conductor will help review as needed with the 

ensemble, working for minimal errors. 

3. Working on larger chunks, the conductor will assess the 

ensembles’ ability to connect sections, perform style changes 

and tempo changes, and maintain tone throughout. 

a. The conductor will use video review to assess this, as 

well their conducting to ensure that these changes are 

being shown to the ensemble.  
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Rehearsal Plan – Rehearsal #9 

Ensemble: KSU Concert Band Announcements: Remind ensemble of any needed mutes, shields, etc., and go over concert etiquette. 

 

Literature: Cajun Folk Songs Time: 1:05 pm – 1:20 pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

Plan 

1. Work Mvt. 1. (7 min) 

a. Run large chunks (mm. 1-38, mm. 39-61, 

mm. 62-end).  

b. Focus is on connecting these chunks and 

applying all musical concepts across the 

entire movement.  

2. Work Mvt. 2. (8 min) 

a. Run large chunks (mm. 1-51, mm. 52-91, 

mm. 92-end) 

b. Focus is on connecting these chunks and 

applying all musical concepts across the 

entire movement.  

3. If time allows for either movement, break down 

any errors and reemphasize tempo changes. 

Assessment 

1. The conductor will listen for musicality and extremes of 

dynamics, specifically the softer ranges, throughout.  

a. The conductor will use pattern size, baton, and 

nonverbal communication to show his real time 

assessment to the ensemble. 

2. The conductor will assess ensemble and conductor’s 

ability to communicate and move together through 

nonverbal means. 

a. The conductor will use verbal feedback from 

students and will require a “comfortability” of at 

least 90% before moving on to the next chunk. 

3. The conductor will assess informally for any errors in 

pitch, rhythm, and alignment, and stop and correct if they 

happen more than once. 
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Rehearsal Plan – Rehearsal #10 

Ensemble: KSU Concert Band Announcements: Final Rehearsal – practice concert etiquette! 

 

Literature: Cajun Folk Songs Time: 12:55 pm – 1:10 pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

1. Mvt. 1 – final checks for errors and work 

transitions between large sections. (7 min) 

a. Mm. 1-38 

b. Mm. 39-61 

c. Mm. 62-end 

2. Mvt. 2 – final checks for errors and work 

transitions between large sections. (8 min) 

a. Mm. 1-51 

b. Mm. 52-91 

c. Mm. 92-end 

3. Ensure that the ensemble practice how to bow, 

as well as start and stop each piece. Discuss not 

putting instruments down until the end of each 

movement, and not talking or playing between 

movements. 

Assessment 

1. Assess the ensemble’s ability to: 

a. Recall and retain all previously worked concepts. 

b. Perform each movement at performance level and have 

smooth transitions between large sections 

2. Assess Transitions 

a. Can the ensemble change tempo, styles, and dynamics 

between sections seamlessly? 

b. Can they perform all transitional markings 

(accelerando, ritardando, etc.) as a group and with the 

conductor? 

c. Can the ensemble do all non- playing aspects of 

performance? (Mutes, bows, soloist stand, etc.) 

3. Individual Assessment 

a. Conducting – Is pattern size varied and accurate? Are 

facial expressions vibrant and useful? 

b. Musicality – Do I portray a bridge between the music 

and the audience? 
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Chapter 5 - Elegy by Travis Cross 

 Unit I. Composer 

Dr. Travis J. Cross was born in 1977 in South Korea, and moved to Ankeny, Iowa, 

United States as an infant. He currently serves as the Professor of Music and Director of Bands at 

the University of California at Los Angeles, where he leads the Wind Ensemble and the graduate 

wind conducting program. He chaired the music department from 2018 to 2023 and was 

associate dean for academic mentoring and opportunity during his initial years of the UCLA 

Herb Alpert School of Music. Prior to employment at UCLA, he served as the Wind Ensemble 

conductor for five years at Virginia Tech in Blacksburg, Virginia. There, Cross led students in 

performances at the Virginia Music Educators Association conference, Kennedy Center, and 

Carnegie Hall and developed the Virginia Tech Band Directors Institute into a major summer 

conducting workshop.  

Dr. Cross holds a Master and a Doctorate degree in Conducting from Northwestern 

University in Evanston, Illinois, where he studied with Mallory Thompson. He earned a Bachelor 

degree cum laude in Vocal and Instrumental Music Education from St. Olaf’s College in 

Northfield, Minnesota, where he studied with Timothy Mahr.  Prior to his graduate work, Dr. 

Cross taught for four years at Edina (Minnesota) High School. There, he conducted two concert 

bands and oversaw the marching band program (Travis J. Cross, 2022). 

 Dr. Cross has been very active as a professional in the music education field. In 2004, 

Cross participated in the inaugural Young Conductor/Mentor Project sponsored by the National 

Band Association. The same year he received the Distinguished Young Band Director Award 

from the American School Band Directors Association of Minnesota. From 2001 to 2003, Cross 

served a two-year term as the recent graduate on the St. Olaf College Board of Regents. In 2006, 
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he was named a Jacob K. Javits Fellow by the United States Department of Education. He 

previously served as national vice president for professional relations for Kappa Kappa Psi, the 

national honorary band fraternity. In 2017, Cross served the Cavaliers Drum and Bugle Corps as 

brass co-caption head.  

A proud Korean adoptee, Cross has led efforts to foster mentorship and networking 

opportunities within the Asian American band director community. In 2022, he joined the 

Council of Korean Americans. Dr. Cross is in high demand internationally as a guest conductor, 

composer, and clinician. He has worked internationally in Canada, China, Korea, Singapore, 

Spain, Thailand, and the United Arab Emirates; as featured band clinician at the Texas Music 

Educators Association Clinic/Convention; and on several occasions at the Music for All National 

Festival and Midwest Clinic. He has engagements in Arizona, California, Georgia, Indiana, 

Maryland, New York, North Carolina, Pennsylvania, Tennessee, Texas, and Germany during the 

2022 and 2023 season. Cross is a Yamaha Master Educator. As a composer, Dr. Cross has 

written more than 20 original works, published by Boosey and Hawkes, Daehn Publications/C.L. 

Barnhouse, and Theodore Music. He also wrote a chapter for volume four of Composers on 

Composing for Band and contributed to The Horizon Leans Forward: Stories of Courage, 

Strength, and Triumph of Underrepresented Communities in the Wind Band Field and The 

Future of the Wind Band: Philosopher and Practitioner in Dialog (Travis J. Cross, 2022) 

Listed below are a selection of works for wind band composed or arranged by Dr. Travis 

Cross. These pieces were selected to cover a range of styles and the timeline in the composer’s 

life in which they were written. This list is not meant to serve as a qualifier for these works, but 

rather a brief overview of his works for the wind band field. This list is organized 

chronologically by date published (Theodore Music, n.d.). 
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Table 5.1 List of Selected Works for Wind Band by Dr. Travis Cross 

Title: Length (time): Date: 

Be Thou My Vision 4 Minutes 1999 

Morning Song 4 Minutes 2000 

Variations on a Welsh Blessing 5 Minutes 2001 

Le vent de tristesse 4 Minutes 2002 

South Valley Fanfare 1 Minutes and 30 

Seconds 

2002 

Alleluia 4 Minutes 1997/2004 

The Further Adventures of the Cowboy Kid and His 

Trusty Sidekick Carlos 

6 Minutes 2004 

Dawning Day 5 Minutes and 30 

Seconds 

2006 

Tribute 4 Minutes and 30 

Seconds 

2006 

Everlasting Light 4 Minutes 2008 

Rizzendo 4 Minutes 2008 
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Elegy 4 Minutes and 30 

Seconds 

2009 

Short Essay 4 Minutes Rev. 2009 

Looking at the Stars 4 Minutes and 30 

Seconds 

2010 

Things That Never Were 3 Minutes and 30 

Seconds 

2010 

When In Our Music 4 Minutes 2010 

Memento 5 Minutes 2011 

And the grass sings in the meadows 7 Minutes 2011 

Let the Amen Sound 7 Minutes 2012 

Lullaby 3 Minutes 2013 

 

 

 Unit II. Composition 

Elegy is a composition commissioned by a consortium of high school and university 

bands, under the leadership of Mark J. Lakmann and Dr. Christopher Werner at Logan and 

Central High Schools in La Crosse, Wisconsin. The premier performance was given by the 

Logan High School Wind Symphony, under the baton of Dr. Travis Cross on March 9th, 2009. 

Ten high schools from Wisconsin, Minnesota, and Kansas comprised the consortium, along with 
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the University of Wisconsin-La Crosse and the University of Nebraska-Lincoln. Elegy was 

composed while Dr. Cross was teaching at Virginia Tech.  

The composition is of medium difficulty and is approximately 4 minutes and 30 seconds 

long. The piece is 71 measures long and is 4/4 time in its entirety. The piece is in the key of D 

minor and ends in the key of D major from mm. 67-71. Cross uses many major 7th chords, 

dominant 7th chords, and triads with an added 9th to add emotion to the piece. There are hints of 

F major throughout, seen by a C major to F major chord progression, however, the piece never 

fully commits to another tonal center other than D minor or major. The orchestration is standard 

modern wind symphony instrumentation. The piece is in ABA format, with an A section from 

mm. 1-36, changing tonality and an uptick in tempo to indicate the B section from mm. 37-52, 

before returning to the A theme from mm. 53-66. There is a “coda” section, indicated by a key 

change, from mm. 67-71. The entirety of the piece is set in a lyrical, flowing style, indicated by 

the slur articulations throughout.  

 

 Unit III. Historical Perspective 

Elegy was written shortly after the death of Dr. Cross’ maternal grandmother, Juanita 

Grimes (1922-2008), which happened the summer between his fourth year of residency at 

Northwestern University, and the start of his first teaching job in Virginia. This piece is one of 

three Dr. Cross has written in memory of family, with the first being Tribute, written a few years 

prior for his paternal grandfather, and Memento, written a few years later for his paternal 

grandmother. Dr. Cross’ maternal grandmother had a harder end to life than many, and this is 

reflected in Elegy, which the composer notes in the score notes, contains more sadness than the 

other two, as first noticed by it being written in a minor key (D minor). The composer notes in 
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the score this piece is dedicated with love, gratitude, and affection to the memory of his 

grandmother.  

An elegy is a meditative lyric poem that laments the death of a friend or loved one. Elegy 

is derived from the Greek word “elegus”, which means a song of bereavement sung along with a 

flute. Elegy is one of the richest literary forms because it has the capacity to express emotions 

that deeply influence people. The strongest of the tools an elegy uses is its reliance on memories 

of those who are no more. Elegy Written in a Country Churchyard, by Thomas Gray, and When 

Lilacs Last in the Dooryard Bloom’d, by Walt Whitman are two of the most popular examples of 

an elegy (Elegy, 2020). It is stylistic of an elegy to start with themes of sorrow and misery, and 

end with a theme of hope and happiness. These traits are found in this piece and will be detailed 

in following units.  

 

 Unit IV. Technical Considerations 

Elegy requires standard instrumentation for a piece of medium difficulty. Piccolo is used 

throughout, but never exposed. It often doubles the flute 1 or flute 2 part, adding a change of 

color and texture. Timpani and tuba move primarily in harmonic function, rather than melodic. 

There are solos in the flute, oboe, clarinet 1, and alto saxophone at m. 53 and solos in the trumpet 

1 and trombone 1 at m. 56, however these solos are simple rhythms and in the middle range of 

the instruments.  They also primarily serve the function of timbre and texture change from the 

original A section, rather than a soloistic line. There is a solo line in the alto saxophone at m. 21, 

and again at m. 63 that has a concert C-sharp and needs to be played with emotion and volume. 

 

Figure 5.1 Alto Sax Solo; mm. 21-22  
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It is repeated as a soli line in the piccolo, flutes, oboes, and trumpets at m 33, which must do the 

same, as seen below. 

 

Auxiliary percussion instruments, such as the cymbals and wind chime, do not provide a 

challenge in terms of rhythm, but do require attentiveness to the style and tone in which they are 

played. At m. 37 the low winds play a rhythmic figure, as seen below, that starts on the “and” of 

one. It is imperative these winds play in time and with energy to give the proper energy to the 

rest of the ensemble to show the change in style and mood. This is the only section throughout 

that provides a rhythmic challenge. The winds are required to use air support to maintain tone 

and intonation throughout long notes, and this can be emphasized throughout. 

Figure 5.3 Bassoon Demonstrates the Rhythmic Pattern of the Off Beat; mm. 37-38 

 

The introduction section, and again at the recapitulation, provides some accidentals, such 

as the B naturals seen below in the trombone 1. At m. 23, concert C-sharps and B-naturals in m. 

33 leads us to a deceptive cadence in the key of D minor. In mm. 45-52 we see the use of D 

melodic minor. Lastly, a change to D major will require an ability to play in the key of two 

sharps in the coda section from mm. 67-71. These are the only sections in the piece that provide 

a challenge in terms of accidentals or key signatures. 

Figure 5.2 Piccolo Demonstrates the Soli Line; mm. 33-34 
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Figure 5.4 Oboe and Bassoon Highlight Deceptive Cadence; mm. 33-34 

 

The main challenge provided in this piece is the technical ability to play extreme 

dynamics and to play at slower tempos. The dynamics range from p to ff; however, the emotional 

context of this piece requires extreme care in tone at both of those extremes. The tempo sits 

between quarter note equals 60 beats per minute and quarter note equals 76 beats per minute the 

entire piece. This tempo will require an internalization of the eighth and quarter note pulse by the 

ensemble, and ability to support notes all the way through phrases. 

 

 Unit V. Stylistic Considerations 

The scoring of the piece varies, from full ensemble settings to multiple solo lines, to 

smaller chamber-like sections, which allow for the ensemble to convey multiple feelings and 

moods. Players must be aware of who else is playing, and adjust their tone, timbre, and volume 

accordingly. Examples of this can be seen at m. 11, where it is scored in a woodwind ensemble 

setting.  
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The melody line in the alto saxophone and the counter line in the clarinets need to play off each 

other, understanding when one compliments the other, and balancing volume off that. The low 

winds drive the melodic lines with their entrances on beat two, as well as outlining the harmonic 

structure and emphasize the suspensions that land on beat one and resolve on two. In this 

intimate setting, the tone, timbre, and meaning of the written dynamics should differ from the 

previous section.  

 The piece is lyrical in its entirety, with many of the changes in sections being shown with 

tempo changes, color changes, and tonality. Those playing the melody must be able to “play the 

line”, and ensure the entire line is played with good tone and air support, while also allowing for 

the proper musical phrasing. Those not playing the melodic lines must “play within the line” and 

recognize how their entrances affect the phrasing and shape of the line that is happening in that 

moment. For example, in m. 14, those with quarter notes on beats three and four should grow 

Figure 5.5 Scoring in the Woodwind Ensemble; mm. 11-13 



 110 

into beat one of m. 15, before quickly balancing their volume after the initial attack to allow for 

the melodic line to be heard.  

 

Air support and tone quality is a must for all wind instruments over the entirety of the piece. 

Dynamics are very intentionally written by the composer, and the ensemble must be sensitive to 

the written dynamics and crescendo/decrescendo. The nature of the piece calls for a sense of 

rubato and impulse of will by both the conductor and ensemble.  

 One significant compositional technique the players must be aware of is the use of 

suspensions and anticipations within the harmonic structure of the piece. The composer uses 

suspensions from beat four of one measure to beat one of the next to help extend the musical 

flow and growth across the bar lines. These suspensions also create tension into beat one, and 

resolution on beat two. This act of tension and release happening in the middle of the measure, 

rather than the beginning and ends of measures as we are accustomed in western music. Players 

must not only be aware of this and play them as such, but also notice when the suspension is held 

by a tie, or the composer shows an anticipation with no tie, and play them accordingly. It is of 

note the suspensions are almost always tied, and the anticipations are not, and the inflection and 

phrasing used by the ensemble should reflect the strength of the tension on the suspension 

compared to the less tense anticipation. 

Figure 5.6 Tuba Displaying Quarter Note Line; mm. 14-15 
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The slight break, or lack of, in the suspension or anticipation before the next chord is a 

small, but crucial aspect to the emotion of this piece. Players should also be aware of the need to 

emphasize the notes coming into the suspensions, as this helps build the tension that gives the 

harmonic and emotional effectiveness to the suspensions through setting the tonal ground for the 

suspended note which creates the tension. The director should take care in the balance of the 

suspensions, emphasizing the root note throughout both the suspension and the resolution. This 

allows us to hear the tension and release in both notes. The notes that provide the voice leading 

in the suspension, often in the upper voices, should be present but not overbearing, and 

emphasize the change in notes more so than the notes themselves. For the anticipations, many 

are often preceded by larger leaps, as seen in Figure 5.7, and the ensemble must take care to not 

allow a break of sound leading into or coming out of the anticipation.  

 

 Unit VI. Musical Elements 

The opening theme is written in the key of D minor, which can be felt musically in a way 

that expresses a subdued feeling of melancholy, grief, anxiety, and solemnity (Buja, 2016b). The 

first ten measures are full of dynamic growth and decay, before settling into a more reflective 

and solemn feel at mm. 11. Cross uses entrances on the down beat and off beats, and slowly 

Figure 5.7 Comparison of Anticipation Without a Tie Over the Bar Line (Oboe, mm. 

23-24) and Suspension with a Tie Over the Bar line (Cl. 1, mm. 28-29) 
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expands the orchestration to help the listener feel the emotion and music slowly growing, as one 

may feel when emotions of a life event start to settle in.  

Figure 5.8 Examples of Staggered Entrances in Trombone 1, 2, and 3, Baritone B.C., and 

Tuba; m. 1 

 

The dynamic growth and decay seem to simulate those emotions starting to be pushed down, but 

ultimately overflowing in the ff at mm. 6. At mm. 11, the timbre of the woodwind ensemble, 

along with the harmonic and rhythmic motion in the marimba, present a more laid back and 

reflective feel.  

The first instance of a hint of F major, using a C major to F major progression, appears at 

mm. 13-14, and reappears at mm. 17-18. Cross starts to introduce the concept of suspensions and 

anticipations over the bar line, without giving the full effect, to show glimpses of tension and 

pain. As mm. 23 arrives, the orchestration opens into the full ensemble, allowing for the 

suspensions to come to full light. Having an emphasis on the root and 5th of these chords, and 

having the suspended note back off and emphasizing the note leading into the suspension and the 
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note after, the effect of reflective pain shifts to one of a powerless anxiousness, filled with 

tension and resolution. A glimpse of F major shines through in mm. 29-30. The ritardando into 

completely reduced orchestration at mm. 35 gives a feeling of emptiness and being abandoned. 

M. 37 marks the beginning of the next section, which is in the tonality of D minor. This 

can be musically felt as a key that is at once full of peace and joy, but also expresses effectively a 

light, passing regret and a mournful, but not a deeply sorrowful feeling. The rhythmic structure 

of this section is much more active than the previous section, being seen in the use of eighth note 

runs, grace notes, and entrances on the “and” of one. These entrances on the upbeat produce a 

more active, forward motion, showing a sense of optimism.  

The reduction back to a woodwind ensemble gives a more timid timbre and allows a 

feeling of uncertainty. The use of an A dominant 7th chord in m. 44 drives the piece through to 

the next section. At m. 45, the piece settles back into a less active rhythmic structure and recalls 

some of the dynamic growth and decay from the first ten measures. From mm. 45-52; Cross uses 

D melodic minor, perhaps to hint the upcoming D major key, highlighted using B-naturals and 

C-sharps over an extended period. The lack of F-sharps, however, show we are not fully 

committed to the major key yet, and are in the melodic minor.  

Figure 5.9 Trombone 1 Displays D Melodic Minor; mm. 47-52 

 

 The return of dynamic growth and decay, as well as staggered entrances are reflective of 

the beginning. However, this time, there is a sense of overwhelming emotion that is not as 

controlled as the first showing of this, leading to a moment of passion at m. 49, where the 

tonicization of C major to F major appears again, followed by a second wave, led in the 
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suspended cymbal, at m. 50. At m. 52, the music shows a crescendo into m. 53, using a strong A 

dominant 7th chord. However, an abrupt silence on beat four causes the must to never reach the 

D minor when we would expect a traditional V7-I progression to resolve. This outpouring of 

emotion is a showing of grief; a call for a return knowing there will be no answer.  

The piece returns to the opening theme from mm. 53-66. The use of solo lines and more 

active suspensions than seen in the original A section allows for a shift in timbre and color that is 

indicative of depression and grieving, rather than anxiousness. The alto saxophone plays the final 

solo, labeled dolce, or sweetly, at m. 65, giving almost a feeling of acceptance, with the wind 

chime emphasizing that brighter, yet light, timbre. Tempo and emotion are led in m. 66 by the 

clarinets, playing four pulsing quarter note Es. 

 
 This is almost heard like a heartbeat, fading on each one. At m. 67, the piece transitions 

to D major, which is often felt by feelings of majesty and grandeur, adapts itself well to 

triumphal processions, festival marches, and pieces in which stateliness is the prevailing feature 

(Buja, 2016a). However, in the format of an elegy, the shift to D major shows hope and 

acceptance for the sorrow that preceded it.  

67 68 69 70 71 

D Maj 9 – 

A Maj 

G Maj – B 

min 

Sus – A 

Maj 

Sus – D 

Maj 

D Maj Add 

9 

 

 

Figure 5.10 Clarinet Quarter Note Line; m. 66 

Figure 5.11 Harmonic Analysis of D Major Section; mm. 67-71 
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The orchestration of upper woodwinds and horn gives a bright timbre that still has depth. The 

tempo changes to quarter note equals 60 beats per minute, the lowest in the piece, accompanied 

with the original melodic idea being stretched into longer note figures shows a feeling of not 

wanting to let go. The piece seems to end on a D major chord in m. 70, before adding notes to 

change it to a D major add 9 chord in the final measure, which seems to add a little sparkle and 

tension to previously played D major chord. This is the first and only time in which the 9th of the 

chord is so clearly added, whereas earlier in the piece it is within the chord closer to the 

beginning of the measure. 

 

 Unit VII. Form and Structure 

This piece is in ABA form, with an introduction in the first 10 measures, and a five-

measure coda at the end. The piece starts in the key of D minor, with entrances every half-beat, 

and dramatic dynamic swells. The A section goes from mm. 11-34, with a two-measure 

transition to the B section from mm. 35-36. The A section is in the style of a woodwind chamber 

ensemble, with melody in the alto saxophone, and a counter line in the clarinets. This section is 

flowing and calm.  

The full ensemble comes in at m. 23 to highlight melodic and harmonic ideas introduced 

by the woodwinds. At m. 37, the B section is introduced and lasts until m. 44. The B section is 

signified by an uptick in tempo and a marking of poco piu mosso. The orchestration of a 

woodwind ensemble is present again, with the tuba and trumpet joining at m. 41. This section is 

Figure 5.12 Example of Condensed D Major Add 9 Chord; m. 71 
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also driven forward by an eighth note pattern that comes in on the “and” of one in the low 

woodwinds.  

Figure 5.13 Example of Driving Line in the Tenor Saxophone; mm. 41-42 

 

There is a recapitulation of the introduction from mm. 45-50, with another two-bar 

transition sections from mm. 51-52. The main change in the recapitulation is a growth to a peak 

in sound and emotion of the piece at m. 49. The A’ section is introduced at m. 53. It is 

highlighted by multiple solo lines that are used to show a change in color and melodic shaping 

from the original A section. 

 

This section lasts until m. 64, followed by one last two-measure transition section at mm. 

65-66. The coda section lasts from mm. 67-71, before ending on a fermata note at m. 71 that 

ends with resonance and without fade. The coda is in D major, signifying a change in the 

emotion of the piece and a resolution to the tension that has happened throughout. Below, the 

melodic scoring shows the structure of the ensemble throughout the piece, to give an idea of the 

texture, timbre, and orchestration throughout.  

Figure 5.14 Examples of Solo Lines in Flute/Oboe and Alto Saxophone; mm. 53-54 
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Table 5.2 Orchestration Table for Elegy 

Measure Orchestration 

1 Bassoon, Bass Clarinet, Horns, Trombones, Euphoniums, Tuba, Timpani, 

Suspended Cymbal, Bass Drum, Marimba 

3 Oboe, Clarinet 1,2,3, Alto Saxes, Tenor Saxophones, Baritone Saxophone, 

Trumpet 2 and 3, Bassoon, Horns, Trombones, Euphoniums, Tuba, Timpani, 

Suspended Cymbal, Bass Drum, Marimba 

5 Full Ensemble, no Percussion 3 

11 Bassoon, Clarinets, Bass Clarinet, All Saxophones, Vibraphone 

14 Bassoon, Clarinets, Bass Clarinet, All Saxophones, Tuba, Vibraphone 

18 Bassoon, Clarinets, Bass Clarinet, All Saxophones, Tuba, Euphoniums, Bass Drum 

Vibraphone 

23 Full Ensemble; No Percussion, with Intermittent Entrances by Mallet Percussion 

and Suspended Cymbal 

34 Full Ensemble, Timpani is only Percussion  

35 Bassoon, Clarinet 2 and 3, Bass Clarinet, All Saxophones, Solo Trumpet; add 

Timpani, Bass Drum and Tam-Tam in m. 36 

37 Piccolo, Flutes, Oboes, Bassoons, All Clarinets, Bass Clarinet, All Saxophones, All 

Percussion except Percussion 3 
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39 Piccolo, Flutes, Oboes, Bassoons, All Clarinets, Bass Clarinet, All Saxophones 

41 Piccolo, Flutes, Oboes, Bassoons, All Clarinets, Bass Clarinet, All Saxophones, All 

Trumpets, Tuba, Percussion 1, 2, and 4 

45 Full Ensemble 

53 Solo Flute, Solo Oboe, Bassoons, Solo Clarinet 1, Solo Alto Sax, Tenor Sax, Bari 

Sax 

56 Solo Flute, Solo Oboe, Bassoons, Solo Clarinet 1, Solo Alto Saxophone, Tenor 

Saxophones, Baritone Saxophones, Solo Trombone, Bells 

57 Solo Flute, Bassoons, Solo Clarinet 1, Solo Alto Sax, Tenor Saxophones, Baritone 

Saxophones, Solo Trumpet, Solo Trombone, Bells, Vibes 

59 Solo Flute, Bassoons, Solo Clarinet 1, Solo Alto Sax, Tenor Saxophones, Baritone 

Saxophones, Solo Trumpet, Solo Trombone 1, Solo Trombone 2, Bells, Vibes 

60 Solo Flute, Bassoons, Solo Clarinet 1, Solo Alto Sax, Tenor Saxophones, Baritone 

Saxophones, Solo Trumpet, Solo Trombone 1, Solo Trombone 2, Trombone 3, 

Euphonium, Bells, Vibes, Timpani, Bass Drum 

61 Bassoons, All Clarinets, All Alto Saxophones, Tenor Saxophones, Baritone 

Saxophones, Horns, All Trombones, Euphonium, Timpani 

65 Clarinet 1, Bass Clarinet, Solo Alto Saxophone, Tenor Saxophones, Baritone 

Saxophones, Windchimes 
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66 Clarinet 1, Bass Clarinet, Solo Alto Sax, Tenor Saxophones, Baritone Saxophones, 

Horn 1 and 3 Windchimes 

67 Piccolo (switch to Flute), All Flutes, Oboes, Bassoons, Clarinet 1, Alto 

Saxophones, Horns 1 and 3 

68 Piccolo (switch to Flute), All Flutes, Oboes, Bassoons, Clarinet 1, 2, and 3, Alto 

Saxophones, Horns 1 and 3, Trombone 1 

69 Piccolo (switch to Flute), All Flutes, Oboes, Bassoons, Clarinet 1, 2, and 3, Bass 

Clarinet, Alto Saxophones, Baritone Saxophones, Horns 1 and 3, Trombone 1, 

Trombone 2, Euphonium, Suspended Cymbal 

70 Piccolo (switch to Flute), All Flutes, Oboes, Bassoons, Clarinet 1, 2, and 3, Bass 

Clarinet, Alto Saxophones, Baritone Saxophones, Horns 1 and 3, Trombone 1, 

Trombone 2, Euphonium, Triangle 

71 Bassoons, Clarinet 1, 2, and 3, Bass Clarinet, Alto Saxophones, Tenor Saxophones, 

Baritone Saxophones, All Horns, All Trombones, Euphonium, Tuba, Timpani, 

Bass Drum 
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 Unit VIII. Suggested Listening 

Tribute by Travis Cross 

Memento by Travis Cross 

On a Hymnsong of Phillip Bliss by David Holsinger 

One Life Beautiful by Julie Giroux 

Amazing Grace by Frank Ticheli 

 

 Unit IX. Seating Chart and Acoustical Justification 

 The seating chart seen in Figure 5.15 reflects the set up used for the performance of 

Elegy by the Kansas State University Wind Symphony. The ensemble is set up this way to 

accommodate the size and space of the room, All Faiths Chapel, as well as the needs of the other 

pieces being performed on the concert. Principal players are generally arranged towards the 

center of the band to allow ensemble members to listen in to their principal players. The 

percussion is in a typical percussion set up, allowing for easy transitions between instruments 

and parts.  
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Figure 5.15 Seating Chart for KSU Wind Symphony 
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 Unit X. Rehearsal Plans and Evaluations 

 

Rehearsal Plan – Rehearsal #1 

Ensemble: KSU Wind Symphony Announcements: Introduce myself, and a little about my time at KSU. 

 

Literature: Elegy Time: 4:30 – 5:00 pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

1. Full Run of the piece. (5 min.) 

2. Large chunks in reverse order, E-F, C-D, A-B, D-F, 

and A-C. (Interleaved) (15 min.) 

a. Play through each section in full before 

breaking it down. 

b. Focus for the day is intonation, note duration, 

and air support. 

c. Air should be from bottom of lungs, and air 

for a warm, dark timbre. 

d. Notes need to be held for full length and start 

and end in proper vertical alignment across 

the ensemble. 

3. Break down intonation and balance of ensemble in 

fermatas; m. 34, m. 45, m. 52, and m. 71. (10 min) 

Assessment 

1. Intonation in each combination of sections (A-B, C-D, etc.) will 

be assessed by the conductor listening for correct notes, 

balance, and tone in held chords.  

a. The conductor will determine if this was achieved at 

80% or higher success and aim for this before moving 

to the next section.  

2. Note duration and air support in each combination of sections 

(A-B, C-D, etc.) will be assessed by the conductor listening for 

steady tone, warm timbre, and immediate production of correct 

pitches.  

a. The conductor will ask the ensemble if they felt this 

was achieved at 80% or higher success and aim for this 

before moving to the next section. 
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Rehearsal Plan – Rehearsal #2 

Ensemble: KSU Wind Symphony Announcements: Give feedback from film review, as well as goals for the day 

 

Literature: Elegy Time: 3:50 – 4:10 pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

Plan 

1. Isolate and focus on A and A’ section (Rehearsal 

Letters B and D) (20 min.) 

a. Focus for the day is on vertical alignment 

between melody, counter line, and bass lines. 

b. Break down solo lines in A’ section so 

ensemble can hear how they vertically align. 

c. Remind them of articulations, right notes, 

intonation, etc. 

d. Alignment on the start and end of the 

suspensions over bar lines, mm. 57-58 for 

example, should be highlighted 

e. Highlight musicality in the vertical 

alignment, while aiming to still play through 

each line with purpose.   

Assessment 

1. Vertical alignment and proper starts and end to notes will be 

assessed by the conductor listening for the clear start and finish 

of harmonic and rhythmic figures and note lengths across the 

ensemble.  

a. The conductor will ask the ensemble if they felt this 

was achieved at 80% or high success and aim for this 

before moving onto the main lesson. 

2. Musicality will be assessed by the conductor listening for the 

ensemble’s interpretation of the line and allowing it to align 

with the interpretation formed by the conductor through score 

study.  

a. The conductor will us verbal feedback from the 

ensemble to develop and assess when the musicality of 

the section has improved significantly before moving 

on in the rehearsal. 
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Rehearsal Plan – Rehearsal #3 

Ensemble: KSU Wind Symphony Announcements: Introduce the general idea of the piece and feedback 

from film review 

 

Literature: Elegy Time: 4:55 pm – 5:20 pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

1. Macro: Full run of the piece – focus is on showing 

musicality. (5 min.) 

2. Micro: Fix immediate issues (15 min.) 

a. Tone of the coin scrape in m. 9 

b. Tone/depth of tone in bells m. 28 and m. 56 

c. Extremities of dynamics in Sections A and C – D, 

emphasizing softs 

d. Balance and emphasis of correct notes in 

suspensions 

e. Isolate percussion at m. 37 for vertical alignment. 

f. Articulations on start and ends of notes; gentle 

starts and resonate ends. 

3. Macro: Run Sections A and C-D, allowing for the 

conductor to try musical ideas in conducting and connect 

with ensemble. (5 min.) 

a. Second rep. of each section with left hand only. 

i. Torse/breath only on third rep if time 

allows. 

Assessment 

1. Macro – Assessing the ensembles ability to react to my gestures 

and facial expressions. 

a. The conductor needs to be extreme and assess if 

students respond effectively to gestures. 

2. Micro – Assessing each item listed in plan for quality. Each 

item should be at 80% or better success before moving on. 

a. If fixed in the initial run, no need to touch on again 

today. 

b. Ask students for verbal feedback on balance, 

articulations, and tone. 

3. Macro – Assessing the ensembles ability to react to gestures 

and facial expressions. 

a. First rep. – assess reaction to flow and expression of 

stick and face 

b. Second rep. – assess reaction to left hand gestures 

c. Third rep – assess ability to be musical and react to just 

face/torso/breath. 
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Rehearsal Plan – Rehearsal #4 

Ensemble: KSU Wind Symphony Announcements: Give more detail on the emotions of each section, and 

discuss why they may connect this way (7 stages of grief) 

 

Literature: Elegy Time: 3:50 pm – 4:15 pm  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

1. Working on each section in A-C, introduce the 

musical and emotional concepts to the ensemble. 

a. Work on musicality, shaping of phrases, and 

communication between ensemble and 

director. (15 min. total) 

i. Vulnerable, Fragile (5 min.) 

ii. Reflective, Pain (5 min.) 

iii. Bargaining, Anxious, Powerless (5 

min) 

2. Run large chunks, working on changing the emotion 

and shaping of sections A-B, B-C, and A-C. (10 min) 

a. The conductor will work to show 

vulnerability in face, torso, and conducting 

pattern to allow the ensemble to feel 

comfortable showing vulnerability.  

Assessment 

1. The conductor will use this rehearsal to continue assessing 

communication and response with the ensemble.  

a. The conductor will be assessing eye contact, musical 

reaction to pattern changes, and verbal feedback on 

emotional aspects from the ensemble.  

2. Using verbal feedback, the conductor will assess the ensembles 

interpretation of their lines (melody, counter melody, and bass 

line), and use this information to guide the overall 

interpretation of each section. 

3. The conductor will assess ensemble’s ability to understand 

emotional keywords, using informal assessment of their ability 

to take the concept and apply it musically.  
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Rehearsal Plan – Rehearsal #5 

Ensemble: KSU Wind Symphony Announcements: Give feedback from film review and introduce more 

emotions. 

 

Literature: Elegy Time: 4:20 pm – 4:45 pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

1. Review mm. 1-52 

a. Working in section D, introducing the musical 

and emotional concepts to the ensemble. Working 

on musicality, shaping of phrases, and 

communication between ensemble and director. 

i. Mm. 37-44 – Frustrated, Optimistic, 

Scared 

1. Horn and Bassoon m. 49; 

emphasize beat two and three. 

Trombone and other half note 

changes emphasize beat one. 

ii. Mm. 45-50 – Vulnerable, Overwhelmed, 

GREIF 

iii. Mm. 51-52 – Guttural Cry 

b. Take time to ensure the ensemble truly grasps the 

concepts between each section, and clearly shows 

a change or shift in emotion between the sections. 

c. Take time to ensure the ensemble is part of the 

conversation and interpretation process. 

Assessment 

1. The conductor will use the initial run to gauge retention of the 

concepts worked on in the previous rehearsal and use that 

knowledge to inform how the content for today will be taught. 

2. The conductor will use this rehearsal to continue assessing 

communication and response within the ensemble.  

a. The conductor will be assessing eye contact, musical 

reaction to pattern changes, and verbal feedback on 

emotional aspects from the ensemble.  

3. Using verbal feedback, the conductor will assess the ensembles 

interpretation of their lines (melody, countermelody, and bass 

line), and use this information to guide the overall 

interpretation of each section. 

4. The conductor will assess ensemble’s ability to understand 

emotional keywords, using informal assessment of their ability 

to take the concept and apply it musicality.  
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Rehearsal Plan – Rehearsal #6 

Ensemble: KSU Wind Symphony Announcements: Give feedback from film review and remind the 

ensemble we only have 3 full rehearsals left. 

 

Literature: Elegy Time: 4:25 pm – 4:40 pm  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

1. Review mm. 37-end.  

a. Working section E-F, introducing the musical 

and emotional concepts to the ensemble. 

Working on musicality, shaping of phrases, and 

communication between ensemble and director. 

(15 min.) 

i. Mm. 53-66 – Depressed, Reflective, 

Grieving (5 min.) 

ii. Mm. 67-70 – Acceptance and Hope (5 

min.) 

iii. M. 71 – Not quite ready to let go (5 

min.) 

b. Take time to ensure the ensemble grasps the 

concepts between each section, and clearly 

shows a change or shift in emotion between 

sections. 

c. Take time to ensure the ensemble is part of the 

conversation and interpretation process. 

Assessment 

1. The conductor will use the initial run to gauge retention of the 

concepts worked on in the previous rehearsal and use that 

knowledge to affect how the content for today should be taught. 

2. The conductor will use this rehearsal to continue assessing 

communication and response with the ensemble.  

a. The conductor will be assessing eye contact, musical 

reaction to pattern changes, and verbal feedback on 

emotional aspects from the ensemble.   

b. Using verbal feedback, the conductor will assess the 

ensembles interpretation of their lines (melody, counter 

melody, and bass lines), and use this information to 

guide the overall interpretation of each section. 

c. The conductor will assess the ensembles’ ability to 

understand emotional keywords, using informal 

assessment of their ability to take the concept and apply 

it musically.  
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Rehearsal Plan – Rehearsal #7 

Ensemble: KSU Wind Symphony Announcements: Remind ensemble that anyone who is emotionally 

overwhelmed at any point may leave and come back as needed. 

 

Literature: Elegy Time: 4:25 pm – 4:55 pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

1. Macro: Full Run (5 min.) 

a. Focusing on musicality, shaping, and conductor ability 

to show musical line effectively. 

2. Micro: Large Chunks: mm. 53-End, mm. 23-52, mm. 1-22. (15 

min.) 

a. Focus on emotions in each section, and transitions from 

one emotion to another. 

b. The conductor will use impulse of will in 

communicating to the ensemble their desires in shape, 

motion, and dynamics to ensure the ensemble moves as 

one. 

3. Macro: Full Run (10 min.) 

a. Record this run; help the ensemble get in the mind set 

of performance v. rehearsal.  

i. Help the ensemble approach this run from a 

vulnerable state that demonstrates the 

programmatic nature of the piece (stages of 

grieving).  

Assessment 

1. The conductor will use the initial run to gauge retention of the 

concepts worked on in the previous rehearsal and use that 

knowledge to affect how the content for today should be taught. 

2. The conductor will use this rehearsal to continue assessing 

communication and response with the ensemble. 

a. The conductor will be assessing eye contact and 

musical reaction to pattern changes, and verbal 

feedback on emotional aspects from the ensemble. 

3. The conductor will assess students’ ability to show musicality 

and vulnerability through informal auditory assessment. 

a. The conductor will use the impulse of will in guiding 

the desired shaping and musicality of the piece. 

i. The conductor will use the micro section to 

ensure this is at least 90% successful before 

moving on. 
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Rehearsal Plan – Rehearsal #8 

Ensemble: KSU Wind Symphony Announcements: Give feedback from film review. 

 

Literature: Elegy Time: 3:50 pm – 4:10 pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

1. Run large chunks – mm. 1-22, mm. 23-52, mm. 53-71. (20 min.) 

a. Goal for each run is continued musicality and increased 

fluidity of communication between ensemble and 

conductor. 

2. Mm. 1-22 (6 min.) 

a. Listen for balance on starts of notes in first six 

measures; these have started to get away from us. 

b. Aim for gentle articulations on front of notes that 

produce immediate, clear sound. 

3. Mm. 23-52 (7 min.) 

a. Dynamic extremes 

b. Release – aim for resonant and tuneful 

c. Tempo changes and rubato together 

4. Mm. 53-71 (7 min.) 

a. Rubato and tempo changes together 

b. Aim for more ritardando in final motives; find more 

time to breathe after extreme moments. 

c. Mm. 70-71; more sense of emotion. Aim to not limp to 

the end of the race.  

Assessment 

1. This is the conductor’s last chance to assess ritardando, tempo 

changes, and rubato before needing to be final and consistent 

on the last rehearsal. 

a. The conductor will assess these and communicate 

assessment through the baton. 

2. The conductor will listen for musicality and extremes of 

dynamics, specifically the softer ranges, throughout.  

a. The conductor will use pattern size, baton, and 

nonverbal communication to show his real time 

assessment to the ensemble. 

3. The conductor will assess ensemble and conductor’s ability to 

communicate and move together through nonverbal means. 

a. The conductor will use verbal feedback from students 

and will require a “comfortability” of at least 90% 

before moving on to the next chunk. 
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Rehearsal Plan – Rehearsal #9 

Ensemble: KSU Wind Symphony Announcements: Discuss proper concert etiquette for this piece and share 

a short story to help them find the correct mindset to perform this piece.  

 

Literature: Elegy Time: 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

1. Final rehearsal: Fit as many repetitions as possible 

into today’s rehearsal.  

a. Start by giving the ensemble a chance to get 

in the correct headspace for this piece. Allow 

45 seconds to think about the flow of the 

piece. 

2. Full run: Focus on performance and musicality 

a. In mm. 1-36, focus on emotion and tempo 

shifts. 

b. In mm. 37-end, focus on emotion and tempo 

shifts. 

3. For the conductor: Focus on the ability to convey as a 

performer and conductor. Work to show as much 

authentically as possible and connect with the 

ensemble at the deepest level.  

Assessment 

1. The conductor needs to be confident and authentic in gestures, 

as they need to reflect what will be done on the concert. 

a. The conductor will assess the ensemble’s ability to 

respond to these and remind them verbally and 

nonverbally as needed. 

2. The conductor should assess the ensemble’s ability to play with 

musicality and dynamic range. 

a. The conductor will give verbal and nonverbal feedback 

to help correct any issues. 
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Chapter 6 - Symphony for Brass and Percussion by Alfred Reed 

 Unit I. Composer 

Alfred Reed (1921-2005) was born in Manhattan, New York, named Alfred Friedman at 

birth, to Carl and Elizabeth Friedman. His parents were immigrants from Vienna prior to World 

War I.  Reed’s family cherished music, and by age ten he was studying trumpet. By high school 

age, he was performing professionally at resort hotels in the Catskill Mountains, under the name 

Alan Reed. In his younger years, he shifted his focus to arranging and composition and studied 

theory and harmony privately with John Sacco and Paul Yartin. He eventually took a job at the 

Radio Workshop in New York City as a staff composer/arranger and assistant conductor in 1938.  

Reed completed both his Bachelor of Music and Master of Music at Baylor University in 

Waco, Texas, in 1955 and 1956 respectively. He was also the conductor of the Baylor Symphony 

Orchestra, starting in 1953; a position in which he worked while simultaneously completing his 

degrees. During his years at Baylor, he also became concerned with music education, specifically 

the works being written for choir, band, and orchestra, which led him to land a job as editor at 

Hansen Publishing, from 1955 to 1966. In 1966, Reed left his job as editor to join the faculty at 

the University of Miami, holding positions in the Theory-Composition and Music Education 

departments. He also developed the unique Music Industry degree there, in which he became the 

director for the department of music media and industry (Camus, 2001). 

As a composer of music, Reed has written over 250 works and is considered one of the 

most prolific and frequently performed composers for concert band, wind ensemble, orchestra, 

chorus, and various smaller chamber music groups. During World War II, he served as a 

musician, arranger, and associate conductor for the 529th Army Air Force Band, where he 

created more than 100 works. He spent some time studying with Vittorio Giannini at Julliard 
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after the war, from 1946 to 1948 (Camus, 2001). He also served as staff composer and arranger 

for both the National Broadcasting Corporation and the American Broadcasting Corporation, 

mainly composing dramatic music for radio shows, such as Parallel 38 (Duffie, 1986).  

As a prolific composer, musician, and educator, Reed has left an everlasting print on 

music, and many of his works are considered cornerstones of the wind band literature. Dr. 

William May, Dean of the Baylor School of Music, is quoted saying in Reed’s Tributary put out 

by Baylor University after his passing; “Virtually every young musician in America has played 

or sung Alfred Reed's music.” Reed wrote many works for wind band, and the reasoning for this 

can be seen in his words from a 1986 interview with Bruce Duffie:  

From where I sit, what I have seen and heard and what I have done in the last 35 years of 

my life, I have to say that the most exciting prospects today, from the point of view of 

developing audiences and offering opportunities for many composers to try out many, 

many different ideas is, largely because of financial considerations, no longer the 

symphony orchestra, but the wind orchestra.  Because when all is said and done, we can 

argue aesthetics, we can argue art, we can argue communication.  But we cannot argue 

the fact that 46 salaries are a lot less than 85, 92 or 108 (Duffie, 1986). 

 

His recognition of the evolution of the music industry and how to successfully compose for his 

eras, from his work in music from the 1940’s, all the way to the 2000’s, is shown in this 

statement, as well as his role in music education at Baylor and Miami.  

Listed below are a selection of works for wind band composed or arranged by Alfred 

Reed. These pieces were selected to cover a range of styles and the timeline in the composer’s 

life in which they were written. This list is not meant to serve as a qualifier for these works, but 

rather a brief overview of his works for the wind band field. This list is organized 

chronologically by date published (Alfred Reed, n.d.). 
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Table 6.1 List of Selected Works for Wind Band by Alfred Reed 

Title Length (time) Date Published 

Russian Christmas Music 14 Minutes and 30 Seconds 1944 

Symphony for Brass and Percussion 18 Minutes and 30 Seconds 1952 

A Festival Prelude 4 Minutes and 30 Seconds 1962 

Armenian Dances Pt. 1 11 Minutes and 30 Seconds 1972 

First Suite for Band 15 Minutes and 30 Seconds 1976 

Armenian Dances Pt. 2 20 Minutes and 30 Seconds 1977 

A Christmas Intrada 9 Minutes 1980 

The Hounds of Spring 8 Minutes and 45 Seconds 1981 

El Camino Real  10 Minutes 1985 

 

 

 Unit II. Composition 

Symphony for Brass and Percussion, also known as Reed’s Symphony No. 1, was 

completed in the summer of 1952. It was premiered in December 1952 by the Oberlin 

Symphonic Band at the College Band Directors National Association. It is dedicated to Donald I. 

Moore, the conductor of the Oberlin Symphonic Band which is the group who premiered the 

piece.  This piece is the second work composed for this orchestration, with the first being 

Russian Christmas Music (Reed, 1967). 
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This piece consists of three movements. The first movement, seven minutes in length, 

opens with an introduction at a maestoso tempo, quarter note equals 54 beats per minute. In this 

introduction, much of the thematic material for the movement is exposed. At m. 13, it goes into 

an allegro tempo of quarter note equals 132 beats per minute, which is in the form of a “hard-

driven march”, however has a triple feel rather than duple rhythmically. The main theme is built 

in fourths and is treated with alternate quartal and tertial harmonies.  

Figure 6.1 Main Theme built in Fourths in Trumpet; mm. 2-3 

 

The middle section provides a contrasting chorale section, built more as a brass choir 

with soloistic parts in each section, before converging to full group harmonies. The horns stagger 

entrances, each coming in on a repeated triplet figure, starting on a different note in the chord.  

 

They then introduce the main melodic idea of this section, as seen below, that will be used later 

in movement two. Trumpets and trombones introduce a muted quarter note line at m. 109. This 

line is built on growth and decay and overlaps the horn line. 

Figure 6.2 Horn Triplet Entrances; mm. 103-105 
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Bells enter opposite of this line starting in m. 116. This dies away into the return of the march-

like style to end the movement at m. 129. 

The second movement, also seven minutes in length, is written to contrast the opening 

movement. It is written in three-part song form, starting with soloistic, lyrical lines in the 

baritone, tubas, and horns, before being joined by trumpets and trombones for a full ensemble 

sound. The ensemble builds to an aggressive, accented feel at m. 28. This decays until m. 40, 

where the timpani provide a pedal point, and a six-part fugato in the lower horn, cornets, 

trumpets, and trombones begins. At m. 60, the brass start building on a new accented rhythmic 

line, accented by downbeat strikes on the chimes. This reaches a climax, in the full brass 

ensemble sound at m. 70 which dies away and returns to the original theme of the second 

movement, with the addition of colors in the tuned percussion. The movement closes with the 

original opening timbre of horn, baritone, and tuba, with a final chord strike by the mallet 

percussion, before fading away into nothing. Reed marks a fermata over a rest for all; suggesting 

he would like extended silence for resonance and stillness. 

Figure 6.3 Melodic Rhythm in 1st Trumpet; mm. 111-113 
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The third movement, four minutes in length, is a rondo built upon traditional Latin 

rhythms in the percussion. These rhythms are accentuated using tuned toms, new to this 

movement, which are tuned to “low, middle, and high”, and notated as seen below. 

 

 The rhythmic motives are introduced by percussion, and then the melodic motive starts in the 

tuba at m. 8, which is repeated up the score order, higher and higher until being finished by the 

trumpets and trombones. This section of the movement develops with the aid of rhythmic 

alterations and aggressive crescendos, before yielding to the second section. This second section 

is a canon in the trumpets, long and lyrical, with a pedal point in the horns. An ostinato rhythm is 

provided in the baritones and tubas, as seen below. 

The horns, first in two parts, and then four parts, take over the canon at m 97, followed by 

a return to trumpets with the addition of trombones in m. 121. The movement ends with a coda-

like section, using a shortened version of the first theme, which brings the movement, and entire 

symphony, to a driving conclusion. Bells up in the horns and sffx dynamics provide an 

exclamatory and exciting finish to a piece with numerous styles and timbres. A drawn out, 

grandiose allargando section starting at m. 160 gives a proper ending to this piece.  

Figure 6.4 Tom Tom Tuning Notation (Low, Middle, High) 

Figure 6.5 Ostinato Rhythm in 2nd Baritone; mm. 73-74 
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The piece is originally scored for four horns, four trumpets, four baritones, one tuba, and 

five percussion players. This edition is a revised edition, in which two cornets and a second tuba 

are added. This revised edition is a result of the composer's work with the piece in varied 

performances and conditions over the first 15 years of the piece, having the opportunity to deal 

with problems of balance, blend, and providing “happier solutions” to these issues (Reed, 1967). 

The seating chart the author used for rehearsals is seen below. Since the cornets match with the 

horns most often, an arrangement that allows for the conical instruments to be together, as well 

as the cylindrical, should allow for the proper timbre and sound. Timpani and bass drum should 

be close to the tubas, as they will share rhythms and grooves.  

  

Figure 6.6 Rehearsal Seating Chart 
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 Unit III. Historical Perspective 

Symphony for Brass and Percussion was originally completed in 1952. However, this 

version is the composer's revised edition, with a date of around 1967. This piece received its first 

performance in December of 1952 by the Oberlin Symphonic Band, under the direction of 

Donald I. Moore, to whom the piece is dedicated. This premiere was at the College Band 

Directors National Association in Chicago (Camus, 2001). 

This piece is the second major work written by Reed, prior to his appointment at Baylor, 

and more than likely heavily influenced by his studies with Giannini and his first major work, 

Russian Christmas Music, which was completed in 1944. Reed used this piece as an attempt at 

exploring the possibilities for utilizing brass and percussion sonorities in an extended piece. With 

the band scene switching from the military brass band to the larger, much more woodwind 

involved wind ensemble in the early to middle 20th century, Reed attempts to capture the sound 

of the wind ensemble in an orchestration that preceded it. Similarities from this piece can be seen 

in his later works, such as commonalities between the loud, exciting Latin-grooved third 

movement of the Symphony for Brass and Percussion, and El Camino Real (Alfred Reed, n.d.). 

 

 Unit IV. Technical Considerations 

The first movement starts at a maestoso tempo, quarter note equals 54 beats per minute. 

There is no written key, however the movement opens with a C7 chord, before all instruments 

converge on a G-sharp minor chord. In m. 7, the ensemble plays a F11 chord, repeating it again 

at m. 15, giving this section a tonality of F. The second section of the first movement also uses 

multiple tonal centers, again not establishing a set key. Mm. 23-51 introduces the second section, 

which is allegro, quarter note equals 132 beats per minute, and centers around F-sharp, with the 

dominant C-sharp appearing in chords, such as m. 31 to help reinforce this tonal idea. 
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 Mm. 52-83 hints a C minor often, with the instances of B-flat, E-flat, and A-flat, as well 

as multiple C minor chords. At m. 84, it shifts to a tonal center of E-flat, reinforced by the 

timpani alternating between E-flat and other pitches. The third section of the first movement, 

lento and quarter note equals 69 beats per minute in tempo, establishes a tonal center of F again, 

with multiple F7 and C7 chords helping dictate this. The piece returns to the upbeat tempo of 

quarter note equals 136 beats per minute at m. 129, and floats around a couple tonal centers 

before establishing a center of F major again, reinforced by a group chord progression to F major 

at m. 167. The movement ends on an E major chord. The use of shifting tonalities throughout is a 

20th century compositional technique employed heavily by Reed in this movement.  

The first movement has extended use of triplet rhythms and double dotted quarter-

sixteenth note rhythms, resulting in a need for precise playing, as seen below. 

Reed switched between having instruments play in a section and play individually, with many 

sections completing the motive started by another section, or this same feature happening within 

one section. This will require the players to be able to play independently to properly align the 

piece vertically. The trumpet 1 is scored in a range that allows it to be played on piccolo trumpet. 

The trombone 1 often plays high enough that it switches into the tenor clef.  

Figure 6.7 1st Horn Triplet Rhythm; mm. 73-74  

 

Figure 6.8 1st Trumpet Double Dotted Quarter and Sixteenth Note Rhythm; m. 70 
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This movement uses the full range of the horn, from bass clef notes, all the way to notes 

above the treble clef staff, so a horn section with the ability to play its full range is required. The 

percussion section consists of snare drum, bass drum, cymbals, and timpani. This movement will 

provide technical challenges in all of these and attention to tempos, as the percussion helps 

dictate tempo and reinforce rhythmic motives that are in the brass. The movement is in 3/4-time 

signature until m 103, where it switches to 4/4. It switches back to 3/4 at m. 129.  

The second movement starts at a largo tempo of quarter note equals 50 beats per minute. 

The opening slow section shifts tonal centers often, with C-flat, D-flat, and F being prominent. 

At m. 28, the timpani are used to help reinforce the tonal center, starting with C. At m. 41 the 

timpani sustain a pedal point F. Here, it switches to a slightly more upbeat tempo, with un poco 

piu mosso.  It then switches between B-flat and F until the return of the introductory section at m. 

76. Shifting between tonal ideas of D-flat and A-flat, the movement ends on a D-flat major chord 

to C major chord.  

The movement provides much more comfortable ranges for all instruments than the first 

movement, sticking near the middle range for all brass. Quarter, half, and eighth notes comprise 

most of the rhythms in this section. The slower tempos and sustains will require good tone 

control and breath support from all instruments. The percussion section consists of timpani, 

chimes, vibraphones, and bells. The use of these tuned instruments for both melodic ideas and 

adding of color to the timbre should be recognized by both the percussion players and ensemble 

Figure 6.9 Chord Progression Example; mm. 93-94  
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alike. A dynamic range of pp to fff will challenge the ability to play with good tone at all 

dynamic levels for all instruments. The entirety of the movement is in 4/4 time signature.  

The third movement starts at a half note equals 104 beats per minute tempo but lists a 

half note equals 112-116 beats per minute would be preferred if possible. The tonality of this 

piece always returns to G in the lowest voice. While not in the key of G, it has a much more 

stable tonality than the previous two movements. The piece shifts between a tonal center of G 

and D, which is the dominant of G, and stays on one tonal center for extended periods of time, 

which has not yet happened in this piece. With very few sharps, and a multitude of B-flats and E-

flats, it could also be implied this movement is close to a tonality of G minor.  

This movement does not change tempos. It heavily relies on upward motion to G, or 

other dominant tones, which is first presented in the opening by the tuba and baritone. All 

instruments will need to be in understanding of how to properly play Latin rhythms, both in style 

and articulation. Many times, the percussion lines up with the brass, but it also is independent 

from the motives being presented. An ability to play both independently and with the large 

ensemble is necessary. There are many offbeat entrances and triplet rhythms throughout this 

piece that may present a challenge, such as in the examples seen below. 

 

 

 

Figure 6.10 Off Beat Entrance Rhythm in Trumpet 3; mm. 117-118 

Figure 6.11 Triplet Rhythm in Trumpet 1; mm. 121-122 
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The range for most brass lies in the middle and upper registers, while the tubas, baritones, 

and trombones 3 and 4 explore their lower ranges as well. Percussion is played by timpani, three 

tuned toms (high, middle, and low), suspended cymbal, woodblock, and bass drum. Rhythmic 

precision and proper technique to play the Latin rhythms is required. The dynamics play a key 

role in complimenting the rhythms, so players should pay special attention to them.  

 

 Unit V. Stylistic Considerations 

There are some overall stylistic considerations for the entire piece the composer lists. The 

composer notes in the score notes the metronomic markings must be regarded as approximations 

only. The exact tempi and dynamics will also depend on the exact size of the group. He also 

notes to take in consideration the acoustical conditions the performance will take place to ensure 

that even in the most complex passages, all the elements will be heard clearly by the audience.  

Reed also notes the cornets rarely play the same part as the trumpets. They are meant to 

blend with the other conical brass instruments, horns and baritones, rather than the cylindrical 

trumpet and trombones. It is preferred for real cornets to play these parts, with deeper, cup 

shaped mouthpieces, to achieve the separation of tone color and blending abilities demanded by 

the nature of the music they will play. The range of the first trumpet suggests it could be played 

on piccolo trumpet as well. Careful attention to rhythmic precision, phrasing and dynamics will 

result in the desired sound the composer intended. 

The first movement provides multiple styles within it, starting with a slow marcato 

fanfare, before transitioning into an upbeat, lighter fanfare at measure 23. This is followed by a 

lento lyrical section in mm. 103-128, before finally returning to the upbeat, lighter fanfare at m. 

129. The heavy use of accents and marcatos throughout should have a clear and distinct 

difference. Reed uses sempre and sffz markings often, requiring the ensemble to be able to create 
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sudden changes. Balance to solo lines by those playing during the full ensemble sections is 

crucial. 3rd and 4th Trombones and tubas in the last four measures of this movement should be 

highlighted as they have the melodic and rhythmic lines as seen in Figure 6.12. The trumpets and 

percussion must come down immediately after their sforzando attacks and then build again.  

The second movement is stylistically in contrast to the first movement, starting in a three-

part song form, and going on to a six-part fugato. Breath support and tone control will be 

required for all instruments as long sustained lines are a key component of this movement. 

Though lyrical, the composer uses accents, marcato, and tenuto markings throughout to 

emphasize weight and length of notes. In m. 15, Reed puts the first stylistic change, accents on 

half notes in the second horn. It calms down again, before finally reaching the weighted, forte, 

section at m. 28, passing off the accented motive, based on an F dorian scale. 

 

 The horns introduce marcato quarter notes at m. 32. This motive is again passed around 

the brass sections until m. 38, where it transitions to the un poco piu mosso section. 

Figure 6.12 Melodic Rhythm in Trombone 3; mm. 210-213 

Figure 6.13 Example of F Dorian Pattern in Baritones; mm. 30-32 

Figure 6.14 Melodic Rhythm in Horn 1; mm. 32-33 
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Here, with a more energized and flowing style, the ensemble grows to m. 60, where the horns 

again introduce an accented motive. This motive should feel lighter than the first one introduced. 

 

 

The F scale pattern returns in m. 62, however unaccented and lighter, and major in tonality now 

at m. 65. An abrupt return to the original F dorian scale pattern, with full weight and accent, 

happens at m. 70, and should provide a jolt for the audience. At m. 76, we return to the original 

largo, slower tempo style. Attention should be paid to all these melodic ideas, and the 

differences in weight, articulation, and volume between them. Percussion serves a purpose of 

color rather than rhythm, and adjustments by the players should be made in both technique and 

balance to achieve this.  

The third movement is in the style of a rondo built upon Latin rhythms. Percussion 

should pay close to attention to the written instructions for tuning and playing of their 

instruments to achieve the proper timbre and colors. The opening theme of the third movement 

first appears in the tubas in m. 7; this is in the deepest range of the tubas as seen below. If they 

cannot play it in unison without blurting or with good tone, it should be played in octaves, with 

the first tuba playing an octave higher until the second note in m. 16.  

 

Figure 6.15 Melodic Rhythm in Horn 1; mm. 59-61 

Figure 6.16 Melodic Rhythm in Tuba; mm. 7-9 
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The timpani passages, beginning at m. 57, and continuing until m. 71, must be clearly 

articulated since they make thematic reference. If needed, they can be played slightly louder than 

indicated, with immediate dampening of each group figure of four tones. The driving, heavily 

articulated rhythms should be clearly defined by the ensemble, with the lyrical middle section 

properly played with breath support, tone, and clear note lengths to properly display the contrast 

of styles. At m. 71, the horns enter on a rhythmic figure that is on a singular pitch. The horns 

should ensure the switch between the rhythm being played in Horn 1 and 2 and Horn 3 and 4 is 

seamless and sounds like one horn playing. The ostinato rhythm in the low brass should be light 

yet clear and in line with the groove set by the Tom Tom sticks, as seen below. 

All this together creates a unique rhythm similar to a clave rhythm. The trumpet solos 

that enter in m. 74 should soar over the top of these rhythms, but not dominate them. This 

continues until m. 93, where there is a shift in groove to the timpani and tom toms. The mallet 

instruments enter with the melodic idea in m. 97 and should be played with motion and 

continuity. 

 The balance between the trumpet and mallet soils, horn lines, and percussion groove 

should be close to equal, but with priority given to the trumpet and mallets slightly. This 

continues until m. 121, where the trumpets and low brass, where they take over the line from the 

horns. This carries us back to the original A section at m. 130. The A section continues, with the 

same style, energy, and articulations as the beginning, but slightly more. At m. 160, the style 

changes to grandiose, stretching at the allargando section at m. 164, where the low brass drives 

Figure 6.17 Dotted Quarter-Eighth Note Rhythm in the Tom Tom Sticks; m. 73 
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us with triplets into the final chord. A final half note on beat two of m. 166 drives the ensemble 

to the final articulation at m. 167, which should be strong, accented, but not overdone. 

 

 Unit VI. Musical Elements 

Overall, this piece in its entirety focuses on tonal centers rather than keys for its playing. 

Each movement is divided into sections, generally contrasting each other. The first movement 

presents many rhythmic and melodic ideas that are reused in a different style in the last two 

movements. The use of solo lines and full ensemble playing interchangeably allows for a vast 

array of timbres and colors throughout individual sections of the piece. Often, when one group 

lands on a chord and stops playing, another group starts the same chord at the same time, 

resulting in my handoffs of harmonies and melodic lines.  

The first movement opens with a stately, forceful fanfare in the trombones and trumpets, 

accented by the rest of the ensemble joining at m. 3.  

This opening climbs upwards in motion, with power chords every few measures, until it 

descends at m. 15. This descent, followed by power chords and percussion accents, leads to a 

melodic flowing section at m. 17, before quickly changing to the hopeful, energetic, and upbeat 

fanfare at m. 23. This section develops, starting with short melodic bursts accompanied by a 

steady, step-like rhythm in the percussion and assorted brass. 

Figure 6.18 Fanfare Rhythms in Trombones 1, 2, 3, and 4; mm. 1-2, Condensed 
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 This continues until m. 60, where the music builds ascendingly to m. 84. In this section, 

the music has a feel of troubledness and unrest, like what you would hear in a 1950’s dramatic 

radio show. At m. 103, the tempo slows down, and the horns introduce a long, melodic passage. 

This motive, seen below, is repeated by trumpets, then trombones, before the ensemble trades it 

off in larger chunks. The non-slurred eighth note should be played with a slight lift, and then 

weight on the tenuto leading to the next phrase. This section gives the feel of development of a 

story. 

Figure 6.20 Melodic Rhythm in 1st Horn; mm. 106-109 

 

 At m. 129, we return to the original upbeat tempo. This section starts out with just 

percussion and low brass, adding more instruments and melodic motives as it goes. This 

continues until m. 159, where the piece slows back down through rhythmic figures; going from 

eighth notes to dotted half notes. At m. 170, the entire ensemble plays powerful chord 

progressions until m. 180, where the trumpets bring back the original melodic motive. This 

section is a reprise of the upbeat fanfare, building and driving to a close. The piece closes with a 

stately and broad motive in the trumpets and trombones at m. 208, before low brass enters on 

beat three of m. 210 with the final melodic idea, and percussion rolls help the ensemble 

crescendo starting at m. 211 to the final attack in m. 213. 

Figure 6.19 Step-Like Eighth-Sixteenth Rhythm in Snare Drum; m. 33 
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The second movement opens with a melodic baritone solo, accompanied by chords in the 

second baritone and tuba. The opening section is one of melancholy and reflection, as if looking 

back in regret.  

 

This builds until m. 17, where the chimes mark a change, and the trumpets and trombones take 

over the melody. At m. 25, the full ensemble reaches a f dynamic and builds and grows in a 

determined and powerful sense to m. 30. This powerful and otherworldly feel continues until m. 

42, with the melodic motive below being passed around the ensemble. This motive, introduced in 

the Horns 3 and 4, brings a return to melancholy feeling, with a bit of a sense of determination 

and forward motion. 

 

 

 

The quarter note melody, with just a hint of separation between the notes, gives a very 

daunting feel. This continues developing until m. 60, where the full ensemble arrives. The 

trumpets introduce an eighth note motive of hope and heroism in m. 64, the major version of the 

melodic idea at m. 28, which is passed around and developed among the brass until m. 72. At m. 

76, we return to the slower tempo, which melody in the chimes, which is then echoed in groups 

of tubas, baritones, and horns. This continues until a horn solo m.83, which carries us all the way 

to the end, with a feel of unrest, before gaining closure from the percussion on the last chord.  

Figure 6.21 Opening Theme in Baritone Solo; mm. 1-4  

Figure 6.22 Melodic Rhythm in Horn 3 & 4; mm. 42-44  
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The third movement is built upon a grooving, rhythmic feel that is taken from Latin 

rhythms. The cut time meter of this movement gives it a much different tempo and feel than the 

previous two, which is also seen by its brevity in time as well. It starts with driving rhythms in 

the percussion, the basis of the piece, which is seen below, before the tubas and baritones 

introduce the melodic motive in their lowest range at m. 7. Horns and trumpets join, giving a 

sense of adventure that takes us to m. 23. At m. 23, the trumpets introduce the main motive, a 

heroic, major sounding line, that is accentuated by glissando lines in the horns, baritones and 

tubas.  

 

The main melodic motives are passed around and die down until m. 60, where the baritone 

introduces a mysterious, spy-like motive at m. 61, which then gets developed by the horns and 

trumpets further.  

 

This leads into the new groove at m. 70, shown by the change to 3/2 time for a measure, 

and the bass ostinato happening in the tubas and baritones. Solos in trumpet 1 and 3, stretched 

out into a more flowing, horizontal motion. At m. 97, the melody is given to the bells and 

xylophone, one of the first melodic motives the percussion is given in the whole piece and 

continues with a new sense of mystery and forward motion, this time more optimistic and 

Figure 6.23 Melodic Rhythm in 1st Trumpet; mm. 25-28  

Figure 6.24 Melodic Rhythm in Baritone Solo; mm. 61-63 
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aggressive. Ostinatos in the timpani and tom toms keep the music moving with a rapid feel, as 

seen in Figure 6.25, while the brass play melodies consisting of half and whole notes over top.  

 

At m. 120, we return to the original melodic motives in the trumpets and trombones. This drives 

until m. 161, returning melodic ideas from m. 23, where the ensemble hits a sudden halt in 

tempo. They continue for eight measures, drawing out the main harmonic ideas on extended 

chords, before finally arriving at the grand finale, which is in a drawn out allargando that 

captures the true feel of power from the brass to lead us to the final chord.  

 

 Unit VII. Form and Structure 

The piece consists of three movements, labeled I, II, and III. Each movement is untitled 

and consists of multiple sections. All three movements use a full brass ensemble and a varied 

percussion ensemble for each movement, with timpani being the consistent instrument across all 

three. The movements are seven minutes, seven minutes, and four minutes in length 

Figure 6.25 Ostinato Rhythms in Timpani and Tom Toms; mm. 93-96 

Figure 6.26 Example of Brass Ending in Trumpet Section; mm. 165-167, Condensed 
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respectively. The first movement is 213 measures long, and in 3/4 and 4/4 time, with 21 

rehearsal numbers outlining the macro phrases of the movement.  

This movement has five sections: introduction, allegro, lento, allegro, and closing. The 

introduction is from mm. 1-22, and features solo lines, before becoming full ensemble, and then 

reducing to horn choir at m. 17. The first allegro section is from mm. 23-102. This section is full 

ensemble until m. 84, when we hear each section take turns with the melodic motive. 

 The lento section is from mm. 103-128. This section highlights a full brass choir, with 

bells adding a color voice to the lyrical, chorale-like section. The second allegro section is from 

mm. 129-207. This is a reprise of the first allegro section and follows the same structure. The 

closing section is from mm. 208-213, introduced by the trumpets, with response by the rest of the 

ensemble to close the movement.  

Table 6.2 Orchestration Table for Symphony for Brass and Percussion; Movement I 

Measure Orchestration 

1 Trumpets, Trombones 

4 All Brass, Timpani 

7 Full Ensemble 

18 Horns, Tubas, Timpani 

23 Trumpets, Trombones, Baritones, Tubas 

25 All Brass, Cymbals, Snare Drum 

30 Trumpets, Percussion 

32 Full Ensemble 

34 Horns, Percussion 

35 Horns, Trumpets, Trombones, Snare Drum, Bass Drum 

37 Add Baritones, Tubas, and Timpani 
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43 Horns, Cornets, Trombones, Snare Drum, Bass Drum 

46 Add Trumpets 

52 Full Ensemble 

53 Horns, Cornets, Trombones, Snare Drum, Bass Drum 

55 Add Trumpets 

60 Full Ensemble minus Timpani 

62 Trumpets and Percussion 

64 Horns, Cornets, Baritones, Tubas, Timpani 

66 All Brass and Timpani 

74 Horns, Baritones, Tubas and Percussion 

77 Trumpets, Baritones, Tubas, and Percussion 

84 Horns and Timpani 

87 Add Trumpets 

90 Trumpets, Trombones, and Timpani 

96 Add Baritone (solo) and Tuba 

103 Horns 

110 Trumpets, Trombones, Tuba 1 

114 Add Horn 2 and 4 and Bells 

120 All Horns and Trumpets 

127 Trumpets 

129 Add All Percussion 

133 Baritones, Tubas, and All Percussion 

137 Add Horns 

142 Trumpets, Baritones, Tubas, and All Percussion 

150 Add Horns 

153 Add Trombones, Subtract Horns 
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156 Full Ensemble 

176 Horns, Cornets, Trumpets, Trombones, Snare Drum, and Bass Drum 

185 Full Ensemble 

186 Horns, Cornets, Trombones, Snare Drum, and Bass Drum 

194 Full Ensemble 

195 Trumpets, Timpani, and Snare Drum 

197 Add Horns, Baritones, and Tubas 

200 Full Ensemble 

208 Trumpets, Trombones, and Timpani 

209 Full Ensemble to the End 

 

 The second movement is 96 measures in length with nine rehearsal markings indicating 

the macro phrases of the movement. This movement is completely in 4/4 time. This section is in 

three-part song-form, otherwise known as ternary or ABA format. The A sections are long, 

lyrical melodies, while the B section is a six-part fugato, seen in the call and response that 

happens.  

The first A section is from mm. 1-41, highlighted by solos in the baritones and horns, 

before moving to a full ensemble sound at m. 20. In m. 28, the full ensemble passes around a 

melodic idea based on an F dorian scale. The B section is from mm. 42-75 and follows a theme 

of exposition of a motive in the upper voices being imitated in the counterpoint happening in the 

lower voices. This F scale pattern happens again, however in F major, at m. 65, before the F 

dorian section returns at m. 70. The final A section is from mm. 76-96, and is almost completely 

structured as horn, baritone and tuba solis that trade off playing. 
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Table 6.3 Orchestration Table for Symphony for Brass and Percussion; Movement II 

Measure Orchestration 

1 Baritone Solo 

2 Add Tubas 

8 Add Horn Solo 

10 Add Horn 2 

14-16 Add Horn 3 and 4 

18 Chimes, Trumpets, and Trombones 

20 Horns 3 and 4, Baritones, Tubas, and Timpani 

28 All Brass and Timpani 

42 Horn 3, Trombone 1, and Timpani 

44 Add Solo Trumpet 3 

45 Add Trombone 3 and Horn 1 

46 Add Trumpet 2 

50 Horns, Trumpets, Trombones, and Timpani 

52 Add Horn 1 and 2 

54 Add Solo Baritone 

56 Add Solo Tuba 

60 Full Ensemble 

65 Horns, Trumpets, Trombones, Baritones, and Tubas 

70 All Brass and Timpani 

77 Trumpets, Vibraphone, Bells, and Chimes 

84 Horn 1 and 2, Baritones, and Tubas 

89 Add Horn 3 

91 Trumpets, Trombone 1, Vibraphone, Bells, and Chimes 

93 Horn 1 and 3, Baritones, and Tubas 
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95 Add Vibraphone, Bells, and Chimes to End 

 

 The third movement is 167 measures in length with 16 rehearsal markings. It is in 2/2, or 

cut time, with a middle section that goes into 3/2 time. The structure of this movement is that of 

a rondo, which has a principal theme that alternates with contrasting themes throughout. This 

movement is made up of five sections, in a pseudo-ABACA rondo format.  

The opening A section, the one emphasized by the Latin beats in the percussion, is from 

mm. 1-22. This is featured by driving percussion and the motive introduced in the low brass. The 

B section is from mm. 23-49, highlighted by a whole note and eighth note melody in the 

trumpets that is accentuated by glissandi in the horns, euphoniums, and tubas. The return of the 

A section at mm. 50-69 starts with a full ensemble sound, before thinning out to section and solo 

playing. The C section from mm. 70-99 is seen by the change of time to 3/2 for one measure. 

Here, the baritones and tubas play a bass ostinato while the trumpets play a soaring whole note 

melody, and the horns keep pulse with repeating eighth notes on the same pitch.  

At mm. 100-167, the final A section returns, starting with variations on whole and eighth 

note melodies from the first section, before all sections join into a raucous, feverous symphony at 

m. 133. This continues until m. 161, where Reed hits the brakes by having the entire ensemble 

play chords on half notes. One final chord is held at the end and ends on an emphatic articulation 

on the downbeat of m. 167. A note about the sections of this movement; they are not as clearly 

defined as the other two movements, and many times one movement is starting while another 

one ends, leading to a melding of sections that creates a flowing, uninterrupted musical 

experience.  
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Table 6.4 Orchestration Table for Symphony for Brass and Percussion; Movement III 

Measure Orchestration 

1 Tom Toms 

3 Add Suspended Cymbal and Bass Drum 

4 Add Wood Block 

5 Add Timpani 

7 Add Tubas 

11 Add Baritones 

13 Add Horns 

17 Add Trumpets 

20 Horns, Cornets, Trombone 4, Baritones, Tuba, and All Percussion 

23 Full Ensemble 

53 Solo Trombone 1, Baritones, Tubas, and Percussion 

55 Solo Trombone 4, Tubas, and Percussion 

58 Solo Tuba and Horns 

60 Trumpets and Solo Tuba 

63 Solo Baritone 

64 Trombone 1 

65 Horns and Trombone 1 

66 Add Trumpets, Timpani, and Xylophone 

71 Horn 1 and 2 and Tom Tom Sticks 

72 Add Baritone and Tuba Ostinato 

74 Add Solo 3rd Trumpet, Horn 3 and 4, and Bass Drum 

78 Add Solo 1st Trumpet 

93 Add Trombone 3 and 4 

110 Horns, Solo 4th Trumpet, Trombone 3 and 4, Tuba 2 and All Percussion 
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121 Trumpets, Trombones, Baritones, Tubas, and All Percussion 

122 Subtract Bells 

130 Full Ensemble, no Tubas 

133 Add Tubas 

134 Full Ensemble to End 

 

 Unit VIII. Suggested Listening 

 Russian Christmas Music by Alfred Reed 

Symphony No. 3 by Vittorio Giannini 

Divertimento by Vincent Persichetti 

Armenian Dances Part 1 and Part 2 by Alfred Reed 

El Camino Real by Alfred Reed 

Mars from Planet Suite by Gustav Holst 
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 Unit IX. Seating Chart and Acoustical Justification 

 The seating chart seen in Figure 6.27 reflects the set up used for the performance of 

Symphony for Brass and Percussion by the Kansas State University Wind Ensemble. The 

ensemble is set up this way to accommodate the size and space of the room, McCain 201, as well 

as the needs of the other pieces being performed on the concert. Blank space is left on the sheet 

to indicate where woodwind players left empty seats as they exited the stage; to accommodate 

for a quick transition, principal players are arranged towards the center of the band to allow 

ensemble members to listen in to their principal players. Cornets are behind horns as they play 

with the Horn 3 and 4 the most often, and timpani are next to Trombone 3 and 4 and tubas, to 

blend and balance those parts. Bass Drum and snare drum are behind Tuba 1 to help each other 

dictate tempo and the base of sound for the ensemble.
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Figure 6.27 Seating Chart for KSU Wind Ensemble 
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 Unit X. Rehearsal Plans and Evaluations 

 

Rehearsal Plan – Rehearsal #1 

Ensemble: KSU Wind Ensemble Announcements: Introduce me and a brief overview of the piece.  

 

Literature: Symphony for Brass and Percussion Time: 4:40 pm – 5:20 pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

1. Read through the piece: Mvt. II, III, I. This to 

start with what they can play to build confidence 

before seeing where they will need technical 

work. (25 min) 

2. Focus on the eighth note and quarter note triplets 

and apply that concept across movements. 

a. Mvt. 3 – m. 7-42, mm. 140-159 

b. Mvt. 1 – mm. 1-4, mm. 139-169, mm. 

182-206 (15 min) 

3. If time, start working on the same concept with 

eighth note runs starting on the off beats in Mvt. 

2 and 3. 

a. Mvt. 2 – mm. 65-75 

b. Mvt. 3 – mm. 101-154 

Assessment 

1. Initial run-through – assess the ensemble’s ability to play the 

following: 

a. Correct Notes 

b. Correct Rhythms 

c. Style, Articulation, and Dynamics 

d. Attacks and Releases 

e. Tempo Control and Counting Rests 

2. Assess the ensemble’s ability to: 

a. Quickly learn and improve triplet rhythms 

b. Ability to transfer concepts across movements.  

3. Individual Assessment: 

a. Conducting – Technique, Tempo, and Style 

b. Musicality – am I showing expression? Who needs 

my help, and who can I let play without micro-

conducting them? 
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Rehearsal Plan – Rehearsal #2 

Ensemble: KSU Wind Ensemble Announcements: Review assessment from video back, and share the key 

concepts being used today. 

 

Literature: Symphony for Brass and Percussion Time: 4:40 – 5:20 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

1. Mvt. 3 - mm. 101-154 

a. Review, if we didn’t get to last time, then 

also transfer to Mvt. 2: mm. 65-75. (10 

min) 

2. Style and Rhythm 

a. Marcato Quarter Notes 

i. Mvt. 1: mm. 8-11 

ii. Mvt. 2: mm. 32-37 

b. Accent Quarters 

i. Mvt. 1: mm. 53-84, mm. 162-

194, mm. 200-end. 

ii. Mvt. 2: mm. 60-75 

iii. Mvt. 3 mm. 140-end 

c. Starting in Mvt. 1, address big chunks, 

and then transfer the concept quickly to 

Mvt. 2 and/or Mvt. 3 (30 min) 

Assessment 

1. Assess the ensemble’s ability to: 

a. Quickly learn and improve triplet rhythms 

b. Ability to transfer concepts across movements.  

2. Assess Style and Rhythm 

a. Can the ensemble properly play the rhythms in time at 

the written tempo? 

b. Can they use the correct accent and marcato 

articulations, regardless of dynamics? 

c. Can they transfer concepts without being told to 

transfer? 

3. Individual Assessment: 

a. Conducting – technique, tempo, and style 

b. Musicality – am I showing expression? Who needs my 

help, and who can I let play without micro-conducting 

them? 
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Rehearsal Plan – Rehearsal #3 

Ensemble: KSU Wind Ensemble Announcements: Share information on concert seating and riser set up; 

practice this acoustically in rehearsal. 

 

Literature: Symphony for Brass and Percussion Time: 3:30 – 5:20 pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

1. Mvt. II – Work chunks and work on timbre and tone. (40 min) 

a. Mm. 8-24 

b. Mm. 12-41 

c. Mm. 42-59 

d. Mm. 60-75 

e. Mm. 76-96 

2. Mvt. 1 – Work chunks and work on timbre and tone. (40 min) 

a. Mm. 103-128. Lento, match Mvt. II 

b. Mm. 1-22. Lento, match Mvt. II 

c. Mm. 23-43 

d. Mm. 44-69 

e. Mm. 70-102 

f. Mm. 129-end 

3. Mvt. III – Work Chunks and work on timbre and tone. (30 min) 

a. Mm. 40-79; build up section by section 

b. Mm. 93-120; build up section by section 

c. Mm. 130- end; build up section by section 

Assessment 

1. Assess the ensemble’s ability to: 

a. Retain and improve on notes and rhythms 

b. Quickly learn and improve tone, timbre, and style 

c. Transfer concepts across movements in similar areas. 

2. Assess Tone, Timbre, and Style 

a. Can the ensemble properly match tone and timbre 

across the ensemble, and change depending on what the 

music calls for? 

b. Can they use correct style as marked in music, and 

transfer from one style to another without issue? 

c. Can they transfer concepts without being told to 

transfer? 

3. Individual Assessment: 

a. Conducting – Style and Facial Expressions 

b. Musicality – am I showing with my face and pattern 

the correct tone and style required? Is communication 

able to happen non-verbally with the ensemble? 
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Rehearsal Plan – Rehearsal #4 

Ensemble: KSU Wind Ensemble Announcements: Reminder to ensemble of the rehearsals left until the concert; 

offer to attend sectionals and work with individual sections on my piece.  

Literature: Symphony for Brass and Percussion Time: 4:40 – 5:20 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

1. Mvt. II – Run larger chunks, working on tempo and 

vertical alignment. (40 min) 

a. Mm. 93-151 (10 min) 

b. Mm. 121-151 (10 min) 

i. Each chunk, percussion only to start, 

everyone else sizzle rhythms. 

ii. Add sections in playing, in order: 

Horns, Trombones, and Trumpets. 

Have all sing and then play. 

c. Mm. 1-49 (break down to mm. 1-24, and 

mm. 25-49) (20 min) 

i. Each chunk, percussion only to start, 

everyone else sizzle rhythms. 

ii. Add sections in playing, in order: 

Low Brass, Horns, Cornets, and 

Trumpets Have all sing and then 

play. Take out slurs for vertical 

alignment. 

 

Assessment 

1. Assess the ensemble’s ability to: 

a. Recall and apply previously worked concepts. 

b. Ability to sizzle, sing, and play their parts with 

rhythmic accuracy and vertical alignment. 

2. Assess Vertical Alignment and Rhythmic Accuracy 

a. Can the ensemble properly sizzle, sing, and play 

rhythms at the written tempo, without dragging or 

tearing as an ensemble? 

b. Can they sizzle, sing, and play parts with vertical 

accuracy in comparison to other parts happening 

simultaneously? 

3. Individual Assessment: 

a. Conducting – Is my head up and out of the music? Is 

my pattern size reflective of the written dynamics? Am 

I maintaining a steady tempo? 

b. Musicality – Is my left hand displaying more than 

mirroring and providing musical intent to the 

ensemble? 



164 

Rehearsal Plan – Rehearsal #5 

Ensemble: KSU Wind Ensemble Announcements: Final rehearsal – reminder of stage set up and ensure to 

bring towels and practice mute placement to ensure no disruption on stage. 

 

Literature: Symphony for Brass and Percussion Time: 4:30 – 5:20 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

1. Mvt. 1 – final checks for errors and work transitions 

between large sections. (20 min) 

a. Mm. 10-43 

b. Mm. 84-119 

c. Mm. 119-159 

d. Full Run of Mvt. 1 

2. Mvt. III – final checks for errors and work transitions 

between large sections. (20 min) 

a. Mm. 40-79 

b. Mm. 80-130  

c. Mm. 145-end  

d. Full Run of Mvt. III 

3. Mvt. II – final checking for errors and work 

transitions between large sections. (10 min) 

a. Mm. 64-end 

b. Mm. 32-59 

c. Full Run of Mvt. II 

Assessment 

1. Assess the ensemble’s ability to: 

a. Recall and retain all previously worked concepts. 

b. Perform each movement at performance level and have 

smooth transitions between large sections 

2. Assess Transitions 

a. Can the ensemble change tempo, styles, and dynamics 

between sections seamlessly? 

b. Can they perform all transitional markings 

(accelerando, ritardando, etc.) as a group and with the 

conductor? 

c. Can the ensemble do all non- playing aspects of 

performance? (Mutes, bows, soloist stand, etc.) 

3. Individual Assessment 

a. Conducting – Is pattern size varied and accurate? Are 

facial expressions vibrant and useful? 

b. Musicality – Do I portray a bridge between the music 

and the audience? 
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Appendix A - Graph of Cajun Folk Songs by Frank Ticheli 

Dr. Frank Tracz created the Graph Analysis as a method of analyzing scores for wind band in a comprehensive and thorough 

manner. This graph details every measure of the piece, at both the micro and macro levels, through the following categories: Form, 

Phrase Structure, Tempo, Dynamics, Meter and Rhythm, Tonality, Harmonic Motion, Orchestration, General Character, Means for 

Expression, Conducting Concerns, and Rehearsal Considerations. Each of these categories are further detailed below: 

Form details the structure of the piece at the macro level. 

Phrase Structure details the phrase structure within the form, as well as within each measure, at a micro level. 

Tempo details any tempo markings, as well as any markings that dictate a change in tempo. 

Dynamics details any written dynamic markings, as well as written and implied dynamic changes throughout. 

Meter and Rhythm details meter changes and significant rhythms for each area of the piece. 

Tonality details general tonal centers for the piece at a micro level.  

Harmonic Motion details specific chords and chordal changes, as well as functions such as suspensions, that occur in the piece. 

Orchestration details the instruments that are playing in each measure throughout the piece. 

General Character details the intent and emotional setting the conductor intended to invoke throughout the piece. 

Means for Expression details methods that a composer can use to help the ensemble perform musically and reach the 

conductor’s intent. 

Conducting Concerns details areas in need of additional attention and reasoning behind conducting decisions made by the 

conductor. 

Rehearsal Considerations details areas in need of additional attention and methods to rehearse these areas. 
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Appendix B - Graph Analysis of Elegy by Travis Cross 

Dr. Frank Tracz created the Graph Analysis as a method of analyzing scores for wind band in a comprehensive and thorough 

manner. This graph details every measure of the piece, at both the micro and macro levels, through the following categories: Form, 

Phrase Structure, Tempo, Dynamics, Meter and Rhythm, Tonality, Harmonic Motion, Orchestration, General Character, Means for 

Expression, Conducting Concerns, and Rehearsal Considerations. Each of these categories are further detailed below: 

Form details the structure of the piece at the macro level. 

Phrase Structure details the phrase structure within the form, as well as within each measure, at a micro level. 

Tempo details any tempo markings, as well as any markings that dictate a change in tempo. 

Dynamics details any written dynamic markings, as well as written and implied dynamic changes throughout. 

Meter and Rhythm details meter changes and significant rhythms for each area of the piece. 

Tonality details general tonal centers for the piece at a micro level.  

Harmonic Motion details specific chords and chordal changes, as well as functions such as suspensions, that occur in the piece. 

Orchestration details the instruments that are playing in each measure throughout the piece. 

General Character details the intent and emotional setting the conductor intended to invoke throughout the piece. 

Means for Expression details methods that a composer can use to help the ensemble perform musically and reach the 

conductor’s intent. 

Conducting Concerns details areas in need of additional attention and reasoning behind conducting decisions made by the 

conductor. 

Rehearsal Considerations details areas in need of additional attention and methods to rehearse these areas. 
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Appendix C - Graph Analysis of Symphony for Brass and Percussion by Alfred Reed 

Dr. Frank Tracz created the Graph Analysis as a method of analyzing scores for wind band in a comprehensive and thorough 

manner. This graph details every measure of the piece, at both the micro and macro levels, through the following categories: Form, 

Phrase Structure, Tempo, Dynamics, Meter and Rhythm, Tonality, Harmonic Motion, Orchestration, General Character, Means for 

Expression, Conducting Concerns, and Rehearsal Considerations. Each of these categories are further detailed below: 

Form details the structure of the piece at the macro level. 

Phrase Structure details the phrase structure within the form, as well as within each measure, at a micro level. 

Tempo details any tempo markings, as well as any markings that dictate a change in tempo. 

Dynamics details any written dynamic markings, as well as written and implied dynamic changes throughout. 

Meter and Rhythm details meter changes and significant rhythms for each area of the piece. 

Tonality details general tonal centers for the piece at a micro level.  

Harmonic Motion details specific chords and chordal changes, as well as functions such as suspensions, that occur in the piece. 

Orchestration details the instruments that are playing in each measure throughout the piece. 

General Character details the intent and emotional setting the conductor intended to invoke throughout the piece. 

Means for Expression details methods that a composer can use to help the ensemble perform musically and reach the 

conductor’s intent. 

Conducting Concerns details areas in need of additional attention and reasoning behind conducting decisions made by the 

conductor. 

Rehearsal Considerations details areas in need of additional attention and methods to rehearse these areas. 
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Appendix D - Interview with Dr. Frank Tracz 

The following is a transcription of an in-person interview with Dr. Frank Tracz, Director 

of Bands at Kansas State University. The focus of the interview was on quality literature. The 

interview took place at 11:00 am on Wednesday, January 22nd, 2025.  

 

Ben Rajewski: Good morning, Dr. Tracz. If you have time to answer the following 

questions about literature, it would be greatly appreciated. I have chosen to interview you for 

these questions based on the information you have given while teaching various graduate-level 

courses at Kansas State University. This email interview transcript will be recorded to be 

included in my report. 

Dr. Tracz: Sounds good. 

BR: I have a few questions on quality literature for you, specifically on the state of 

quality literature and how it is affected by publishing companies. The first question is “How do 

you think publishers affect the publication of literature in the current day and how does that 

compare from when you first started teaching?” 

DT: I am not so sure it has changed at all since then. The thing to remember is the 

publishers are in this to make money. There is a lot of good people running these places, and 

they want to do what is good for the bands, students, and conductors as well as the music world, 

but they have to make money. It is like the instrument manufacturers, if they do not do a good 

job, people will not buy instruments, so that’s where the publishers get involved. Publishers are 

going to send you what they think you want to play, what the common “B-Flat middle ground” 

is, and we have to be careful there. If you only play what you get in mail, emails, and internet, it 

is going to be what everyone is buying, what is the norm. It’s the middle level grade three pieces, 
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because there is a million of those, as compared to grade two and four, and so forth. Grade three 

has become an ambiguous area, where it covers some grade two and covers some grade four, and 

it covers a lot of things. What I think the publishers try to do is get in your hands what they think 

you should play based on what everyone else is playing. That in itself is a problem.  

BR: That makes sense. When you are looking at music, what are some criteria you use to 

determine if a piece of literature is "quality"? 

DT: I look at first of all, the composer. Then I look what I need, what the band needs, 

what I need to get across. There is a reason we pick literature for our concerts, its educational 

and its musical. It has to be a combination of both, whether it’s one piece or across multiple 

pieces, it has to serve a purpose. It is multi-faceted, multi-course, really good meal. You have to 

have a little of everything to whet the appetite, it has to be good for you, it has to be good for the 

audience, it needs to be good for the band, and it needs to be good for the conductor to rehearse 

as well. Quality music means its playable, but its challenging. Quality music means its 

accessible, but you will have to work at it to be a success. You do not want something you can 

lay right away and keep the band where it is, we want to stretch them. That is what we look for 

there in terms of picking the literature. All the normal color schemes, dynamics, key signatures, 

tempos, and so on. The nightmare concert is 112 beats per minute in concert B-Flat for 45 

minutes. Nobody does that, at least I hope they do not. To me, it keeps coming back to what do 

we want to teach them, and we pick the literature to teach them, and there is a lot of good 

literature to help you teach some things. It is our job to make it creative, to make it interesting, 

for not only the players, but for the parents in the audience as well.  

BR: That is interesting to think about! So, based off that, do you feel the repertoire (the 

literature being played, as Frank Battisti defines it), is reflective of the literature being written? 
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DT: I think it is changing, and for the positive, because we are doing a lot of stuff, like 

buying from composers who are writing for specific genres and different reasons. It is forcing the 

publishing companies, I think, to look into these people and places, and write some of that stuff. 

It is changing, because we are choosing the composers based on our musical needs, and 

composers are starting to answer that need. They are doing things, and writing things, that are 

going to help us get through it. They are writing things that are going to help us understand the 

musical aspect of it, and the things we need to teach our groups. There are a lot of good people 

coming through. 

BR: That is good to hear. Those are the only questions I had for you today. Thank you for 

taking the time to answer them, and I hope you have a great day! 

DT: Anytime, you take care. 
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