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Abstract

The following report is an in depth research and angbysigct based on the graduation
requirement for a Masters in Music Degree from Kai&tase University. The product of this
project was a conducting recital performed by MichaeligtliBe with the Union High School
Concert Band. This performance was held on May 5, 200%in Miditorium at Union High
School. The repertoire includéthtional Emblem Marchy E.E. Bagley/edited by Frederick
Fennell,On An American Spirituddy David HolsingerPortraits by Jim Colonna, an8erenade
Op. 22 (c)by Derek Bourgeois. The theoretical, historical and teetaicalyses of this project
was collected using tHénit of the Teacher Resource Guideveloped by Richard Miles and the
Macro, Micro, Macro score analysis form developed byAPank Tracz. This report also
includes documentation of the planning and evaluation of redietarsal.
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CHAPTER 1 - Introduction and Report Information

Introduction and Statement of Purpose

This report is the documentation of the process of aimagyand performing literature for
the wind band. Areas to be analyzed in this report indlnéeselecting of quality literature for
wind band, researching and analyzing the selected literatarsipy and evaluating rehearsals,
and a recording of the performance.

Through this process | have learned several techniqués itotae analyzing of music. |
have also discovered many resources available to as#ig process of score study. The most
important and useful aspect of this process was understanoipmrtant theory, history, and
character of each piece is to the education of a piEnwisic. These aspects can sometimes have
a greater impact on the music and the education of stuttert learning the notes and rhythms.
The knowledge gained through these areas of study giveusie purpose for the students. |
have change my approach to score study and the teachinghgdieae through this process. |
plan on transferring these techniques from the conced $etting into marching band, jazz

band, and small ensembles.

Performance Information
The performance of this recital was on May 5, 2009 at 7:30ip.Matt Auditorium at
Union High School. The personnel included members of therldigh School Concert Band.
The performance was a joint concert with the UniorhF8ghool Vocal Department under the
direction of Tim J. Mitchell.

Music Examined
The literature selected for the performance and exammet this report include
National Emblem Marclby Edwin Eugene Bagley/edited by Frederick Fen@xl An American
Spiritual by David HolsingerPortraits by Jim Colonna, an8erenade Op. 22 (ty Derek
Bourgeois. A theoretical and historical analysis as agtlocumentation of planning and
evaluation of each rehearsal is included in this report.



Format of Analysis
The format of this report is based on the artigtets of Teacher Resource Guidg
Richard Miles found iTeaching Music Through Performance in Band, Volume 1, page 33-39
edited by Richard Miles and Larry Blocher. The formatsssts of:
Unit 1: Composer
Unit 2: Composition
Unit 3: Historical Perspective
Unit 4: Technical Considerations
Unit 5: Stylistic Considerations
Unit 6: Musical Elements
Unit 7: Form and Structure
Unit 8: Suggested Listening
Unit 9: Additional References and Resources
This unit will be omitted from the analysis of eachcpi@nd replaced with a full
list of references at the end of the report.
This report will also include a form documenting the gsialand planning of each
rehearsal and the macro-micro-macro analysis foatt df which were developed by Dr. Frank
Tracz.



Concert Program
Union Fine Arts Department
Presents:

Pre-festival Concert

Matt Auditorium
Tuesday May 5, 2009
7:30 p.m.



Union Concert Choirs
Directed by Tim J. Mitchell

Treble Clef Chorus
NIQra SUM. ... it ie e e s e e e eeeeeea2 . PADIO Casals

Lord Listen to Your Children ..........cccoovieiie e iie e e e .arr. Jack Schrader

Bass Clef Chorus
VIVE L amMOUl ... ettt e e ii i e anr. Shaw-Parker
Steal AWaY......cccoviiiiiici i QN1 Brazeal Dennard

Sophomoric PhiloSOphy.........ccoiii e Raymond Dvorak

Mixed Chorus
The Morning Trumpet. ..........cooviiiii i e ee e eenen 2. BF. White
The AWaKENING. cc.. v e e e e JOSEPH ML Martin
] (T o PP =1 ¢ (o3 AV o F=Tod (=
John the Revelator................c oo eeee2aIT, Caldwell-lvory
Wade InThe Water............cccoo i e eI, Allen Koepke

Union Concert Band
Directed by Michael Bistline

National Emblem March.....................................E.E. Bagley/ed. Fredrick Fennell
On An American Spiritual...............ccoco i i David Holsinger
POMIAILS. ..ot e Jim Colonna
Mvt. | — Fanfare
Mvt. Il — Song
Mvt. 1l — Burlesque
Serenade Op. 22(C)...cvvvieieiie i i iiiieiiei e e e ne 2. DETEK BOUrgeois



Union Concert Band Personnel

Elutes Alto Sax Trombones
AMelissa Foss — 10 Haley Flores — 12 Kirsten Rokke — 12
ACerena Merchant — 10 Ashley Frush — 10 Sam Graf - 11
Kristen Brown - 9 Brittany Frush - 9 Erica Barz - 10
Heather Hammersley - 9 AAndy Heckroth - 9 AKamryn Kobmsbel - 9
Natasha Reising — 9 Heidi Lange - 9
Euphonium
Oboe Tenor Sax Jamie Downs - 11
ALauren Powell — 12 Josh Frush — 12 *Haley Peters - 10
Shawn Anders - 9
Bassoon Tuba
Spencer Elliott — 12 Bari Sax Stevie Batchelder - 11
*Richard Leipold Jordan Olson — 10
Clarinets
AEmily Brandt — 12 Trumpets Percussion
~Jessica Brandt — 12 Emily Hast - 12 Travis Driscol - 12
*Chelsea Ecklund — 12 Kelsey Rosauer - 12 Karl Schlotterbagk
Brianna DiGiacomo — 10 Brittany Ecklund - 11 Alex WiedenhdiP
Pellasia Jurgemeyer — 10 Tiffany Hach - 11 Michael Wautéds —
Miranda Riechmann — 10 Will Brandt - 10 Alissa Clark - 10
Sarah Freeland - 9 Chris Nelsestuen - 10 Ryan Drigol -
Alex Minor - 9 Lyndsay Dunkelberger - 9
Emily Trimble — 9 French Horn *Shelby Gravemen - 9
Ethan Wellman — 12 "Casey Tecklenburg - 9
Bass Clarinet *Emily Snyder - 11
Cheyanne Shorter — 9 Megan Hopper - 9

* - Division | Soloist at solo contest

A - Division Il Soloist at solo contest



UHS Concert Band - Program Notes

National Emblem(1902)...E.E. Bagley(1857-1922)/Ed. Fredrick Fenndl§14-2004)

This 1902 march is the most famous of all Mr. Bagleymgositions and
was written on a train ride while he was on tour with faimily band. After a
bombastic introduction, Bagley put national ties i tpiece by putting the
Star-Spangled Banner melody in the trombones. Mr. Ferthelleditor, was the
long time director of the Eastman School of Music WEm$emble and is known
the father of the wind ensemble concept.

On An American Spiritual (1991).................................David Holsinger (1945)

This Holsinger original is based on the hymn twiere You ThereThis
hymn is based on four simple versus. After the stateofahe hymn tune in the
beginning, the piece progresses into the very chaotic aral baitire of this
event. Read the lyrics below and hear how the intebsilds to the majestic
ending of the rising from the tomb. Mr. Holsinger hasedamasterful job of
portraying the emotion of this story.

Were you there when they crucified my Lord?
Were you there when they nailed him to the cross?
Were you there when they laid him in the tomb?

Were you there when he rose up from the tomb?



Portraits (1999).....oii i Jim Colonna470)

Mvt. | — Fanfare
This movement starts in a fugue. There are three separaances of the
main subject before coming together in a unison rhythme S@me melody is
then played in a legato style before coming back iheorharcato style of the
fanfare to end the movement.
Mvt. Il — Song
The contrasting lyrical movement starts with andnast part in the upper
woodwinds that mimic a set of wind chimes. The meldwyntcomes in over the
ostinato section. This movement is inspired by the AgcaarComposers Aaron
Copland and Morton Gould.
Mvt. 1l — Burlesque
This movement is inspired by the great Leonard Bernsteihhis
whimsical and bright movement incorporates some gresbmist chords, crazy
percussion instruments, and an up tempo 7/8 section. Atgbege to a man that

gave so much to the music industry.

Serenade Op. 22(c) (1980)..........ccivevvvvineineennennnen ... Derek Bourgeois (1941)

This piece originally written in 1965 was written for organMr.
Bourgeois wrote this piece for the organist to play as paepkssed out of the
church at the end of his wedding. He wanted this remesisto be happy and
light, but didn’t want them to recess out in an evendt/4/4 march; instead he
put this piece in an uneven 11/8 meter. Just incase thég@oomfortable with
the 11/8 he changed the meter to 13/8 in the middle befokeng back to the
11/8. The (c) behind the title indicated the third arrangémgthis piece. The

second arrangement was written for a brass band.



CHAPTER 2 - Music Education Mission Statement

The educational system in America is set up to help pretigdents the understanding,
knowledge and skills to become productive citizens. Raneounderstanding process is gaining
the historical knowledge of our ancestors. Americarsiéii cultural society and all of these
cultures have some form of musical heritage. Thishig Mchoose music as the vehicle to teach
young students because communicating musically expressesdail values of past and present
civilizations in a way not available in other discips.

My music program will be based on quality music with aetgrof cultural and historical
backgrounds, styles, tempos, dynamic levels, and compd$emigh these musical aspects
students will learn technical and listening skills as aslexpressive musical concepts. These
skills will be nurtured in a comfortable classroom envirenmThis classroom environment will
provide an atmosphere where students gain knowledge necessangmunicate musically.
Allowing the students to be interactive with myselgitlsections, and the ensemble will be
essential to the growth of our program.

The focus in my classroom will be on gaining knowledgeawi piece of music through
its historical background and performance practices, theakaspects, and the composer’s
interpretations. Through these concepts students will deaslonusicians both musically and
technically, focusing the student’s achievement on tirewth as musicians.

Rehearsal planning and effective evaluation of each rediesestional, and concert
through score study, analyzing recordings (both video & auall) conducting practice will be
the devices that aid me in educating my studé@&nising this course of action it will be of the
utmost importance to keep students as the center of atteAsking the question “What is best
for my students” keeps my focus on the end product, whiaeking great musicians through

great music.

CHAPTER 3 - Quality Literature Selection

Choosing music for an ensemble can be a very dautask. The decisions made when
choosing music effect many factors including the impleat@mn of the national music



standards, student motivation, and audience appeal justi® agew. | like to categorize the
selection process down to five main categories: Enkgi8byles & Programming, Composer,
Stipulations and Limitations, and Curriculum.

Ensemble:

Knowing the characteristics of the ensemble is tha mgsortant aspect of
selecting music. It is in this section where literatgets narrowed down to fit the
ensemble. If the ensemble can play a limited rangeusfanin the grade 4 category, but
are unable to play music above grade 4 then music searanrfgaus in the categories
below grade 4.

The ensemble’s instrumentation must also play a fadtoensemble could have
the instrumentation to cover all parts, but might noehe technical skills a grade 5
composition requires. The director must also take intsideration the strengths of the
sections and the ensemble’s soloists. Knowing theserawill narrow down the
literature to a more finite number.

Styles & Programming:

Programming a balanced concert is the second main conbernselecting
literature. Selecting different styles and the placgméthese pieces in the concert order
will play a big role in audience appeal. Students’ physiodl mental endurance and the
flow of the concert should also be taken into constaeravhen programming.

Choosing different styles when programming a concertheilh consideration to
insure a balanced concert. Some of the styles to chawsenfould include standard
wind band literature, lyrical or slower selections, rhas; new or commissioned pieces,
fanfares, multi movement works and novelty pieces.omlmnation of a few of these
styles might make for a nice piece in the concertexample English Folk Song Suite
by Ralph Van Williams would be considered a multi mowveiweork from the standard
wind band library.

Composers:

The section can be incorporated in with the “StylesRuodjramming” section.
Some composers write in certain style, some writaamy different styles, others only
write for small bands, and some composers signify aiodrme period of wind band
history. Knowing the composer’s background and the typsusic they write will help



in programming a balanced concert and can also help ibeedly of the selection
process.

Knowing the composer’s background or compositional stytehaving a list of
quality composers will help in selecting the highest guétierature. Some qualities to
look for in a composer may include:

History/Background — How long have they been composing awdhiemy

composition have they written?

Style/Traits — What style to do they write in and deré¢ any compositional traits

that the ensemble would benefit from?

Educational Resources — Does this composer have a vieli3ies the composer

provide historical and theoretical information about thegosition?
Stipulation and Limitations:

This section becomes a major area for concern instlmwery ensemble. Some
guestions which arise here aHow much time is there to prepare for the next concert?
How much time are we allowed to perform? Is this performance ¢ontest or festival,
if so, do we have to select music from a list? Are thereadidnal resources and
recordings readily available for score study? Has this ensemble plhaigedi¢ce or
songs by this composer beforEffese questions arise for every ensemble whetlseait i
collegiate ensemble, community band, high school bangggnning fifth grade band.
All of these questions play a factor in selecting tgatrmusic to provide a great
experience for the members of the ensemble.

Music Curriculum:

All of the categories in the selecting quality literatbedp narrow the literature
down to quality pieces and this category is where thets@hemust happen. Once a stack
of pieces is selected, identifying which pieces fit thesiocurriculum must be consulted
at this time. Whether using the National Music Standardmother set of criteria, pieces
selected should fit the ensembles curriculum. Quatgydture will fit the educational
needs of the curriculum. When these criteria areisnghen we give students the best

chance for musical understanding and for a great experience
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CHAPTER 4 - [National Emblem Marchby E.E. Bagley, ed.

Frederick Fennell]

Unit I. Composer

Edwin Eugene Bagley was born on May 29, 1857 in Craftsbueymngnt. Born into a
musical family, Mr. Bagley was proficient on the cet,trombone, baritone, and violin. He
started his musical career at age nine as a vocatistanedian with the Leavitt's Bellringers,
which was a touring variety show. Once he learnedaheet, he toured with the Swiss
Bellringers for six years. After his last tour he joirtkd Blaisdell’'s Orchestra in Concord, New
Hampshire and in 1880 he was a solo cornetist with tHe Hagater in Boston. He then went
back on the road for nine more years with an Operapg@agnin Boston called the Bostonians.
It was with this group that he switched from cornetdéonbone. At the conclusion of his tour
with the Bostonians he played with the Germania Baibston and also the Boston Symphony
Orchestra. Edwin was also a member of the E.N. lairBand and Theron D. Perkins Band.
After Mr. Bagley's family was grown they formed a fdyriband which also toured(Chevallard
& Mast, 2003) (Chevallard & Mast, 2003).

While Mr. Bagley had an active performing career he aig® quit busy with his
compositions as his marches were very popular. The fanmstus march was the National
Emblem March, but he was also known for: The Ambasdsldoch, American Victortions,
Bagley’s Imperial, Father of His Country, Front Sextiand Knights Templar. Edwin also
wrote a few overtures and was and accomplished CarsiatiBagley also composed several
overtures, waltzes and co-wrote a comic opera (ReBiggley, & Hoe, 1991-1996). Mr. Bagley
was an active teacher as well. He was the banématsseveral schools throughout New
Hampshire, also taught private lessons and worked in thérausic store.

Mr. Bagley lived the majority of his life in Keene Nédampshire where he passed away
at the age of 64 on January 29, 1922. His death left an ietpantthe town of Keene. The
town’s bandstand was dedicated and named in his honor inbyari@ First lady Rosalyn Carter
(Chevallard & Mast, 2003).
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Editor: Frederick Fennell

Frederick Fennell was born on July 2, 1914 in Cleveland, @bwas a graduate of the
Cleveland Public Schools. While growing up Mr. Fennell gofitss in depth music studies at
the Interlochen Arts Camp, then known as the Nativhadic Camp. After high school Mr.
Fennell went to the Eastman School of Music whereebeived his B.A. in 1937 and his M.M.
in 1939. He was the first student to receive a degree ingson Performance (Camus, 2005).

In 1939 Mr. Fennell started his professional teaching catdas alma mater. He spent
twenty-three years at Eastman conducting severatelffensembles. In 1952, while at
Eastman, he founded and developed the first Wind Enserfblenell sent letters to over 400
composers asking them if they would write music for ki& Bnsemble(Battisti, 2002). The first
composers to respond were Percy Grainger, VincentdRetj and Ralph Vaughn Williams.
These big name composers show how well respected Mrelreras as a conductor.

After his tenure at Eastman Mr. Fennell moved to thesérsity of Miami where he
spent 15 years as the Conductor in Residence. Mr. Fenealdmbeen the guest conductor for
the Cleveland Orchestra, Minneapolis Symphony Orchdstrajon Symphony Orchestra, and
the Boston Pops Orchestra. Mr. Fennell spent 11 ye#ns ahd of his career as the Director of
the Kosei Wind Orchestra of Tokyo(Phfeffer, 1992).

Mr. Fennell passed away in his home in Siesta Key,ddarn December 7, 2004. He is
known as one of the pioneers in wind band history. Kebbkan responsible for thousands of
great recordings, an endless amount of articles @eee study and wind band literature, and
many of the concepts we use today(Camus, 2005).

Unit II. Composition

National Emblenwas originally composed in 1902 on a train while Mr. Bgglas on
tour with his family band. Not pleased with the outcarhlis composition he threw it in the
trash to never be seen again. Secretly, the memb#rs group retrieved the score and
practiced it in the baggage car. Unknown to Mr. Bagheygroup played it as their first number
at the next day’s concert. Mr. Bagley was very gdeland thus the popularity of the piece
began. The piece was later published in 1906{{}}.

This 1981 edition oNational Emblemedited by Fredrick Fennell is one of fourteen
different editions(Rehrig et al., 1991-1996). This piece metones mistaken as a Sousa march
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due to its popularity and style. This edition also includessthndard symphonic band
instrumentation. The percussion parts are slim, whiti@@mmon for this time; they include
parts for snare drum, field drum, bass drum, cymbatskattledrums (timpani).

The piece opens with a bombastic and energetic introducBagley then used the first
twelve notes of th&tar Spangled Banném the trombones and baritones as the first thetteeo
piece(Bagley, 1981). The next melody and the trio nyedod original materials of Bagley’s.
The second strain is actually the melody behind theafoblyrics of the ‘Monkeys Wrapping
Their Tales Around The Flagpd{€hevallard & Mast, 2003).

This is a brass and percussion march. The woodwinds addoltei to the harmony of
the piece, but the melodies and foundation of the piesenith in the brass and mainly the low
brass. To quote the editor, Frederick Fennell, he sdig & march for marching; sit-down
performances of it should continue to march, for thas heritage-music for the fee, not for the
head-and it is unmistakably music for the spirit(Bagl81)!

Unit lll. Historical Perspective

National Emblemwritten in 1902 and published in 1906, was written at a méiyential
time in wind band history. At this time the biggest name taavelling band was Sousa’s band.
Big names in wind band history, such as, Gustav HolspiRa&hn Williams, Percy Grainger,
etc. have not started writing for the concert band @gincerts at this time consisted of
orchestral transcriptions, soloist with band accompantimrand marches(Battisti, 2002). Groups
are starting to record live concerts on the phonograglaarew style of music is forming in
New Orleans. This new style of music we know todayagtige which is the early stages of
jazz. Composers like George M. Cohan are startingite patriotic music which is used a in a
few year during World War |. Bagley’'s extensive perforo@pareer gave him an advantage to
know what audiences liked and this was one of the keysstondnich becoming so
popular(Chevallard & Mast, 2003).

Unit IV. Technical Considerations

This is a very straight forward march. The form is@(Bio), with each section repeated.
The march is in cut-time and can be played at a metmermoarking of 100-120 depending on
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the ability of group. Like most marches, exaggeratiomefitynamics and accents will ensure a
musical performance.

The opening statement of this march proves to be triskyysaarts with an eighth note
triplet pick up landing on beat one. This requires a prguse by the conductor indicating the
style, tempo, and the dynamics desired and students dimaltientive to the prep. This up beat
provides energy for the Eb major chord played by the l@asdon beat two of the first full
measure. Beat two is tied over to a group of four eightbsnand should be released on beat one
to allow the last three eighth notes to speak propedytagether as an ensemble. The opening
statement through measures 1-4 should be fit, atit the ensemble should be cautious to not
over blow through this section. The first four measue¢she tone for this march and played
with intensity, clarity, and accuracy will allow thisepe to be very musical.

The melody of Theme A is placed in the trombones apth@niums and will create some
intonation and range issues. Measure 14 and 16 there swahiéh will tend to be flat and
players will have to listen and adjust. The high G easare 15 will need to be well supported to
fit the style and also to not be out of tune with isecand ensemble. In last half of Theme A the
dynamics are played at both extremes and the euphonaniteies/tenor sax have an
ornamented rhythm which should be played dt dével over top of the ensembles soft
dynamic.

Theme B also has big ups and downs dynamically. Measur&8,339, and 41 have an
oboe figure which can be brought out to add varietyeditie of the music. Adding this to the
mallets in the percussion section is an option to hetg bbhis out. Measure 54 starts a serious of
block chords throughout the band followed by a two meastin@sison low brass. Intonation
issues will arise here due to the volume of the blockdhalso because of the unison line. The
snare and field drum have three measures of sextupletsasure 54 which should drive the
ensemble not overpower them.

The trio section starts with two measures of Ab melards and then the melody enters
in the low brass. Trombones work on keeping slide prstconsistent throughout the group to
help with intonation. The melody is transferred t® tipper woodwinds and trumpets were
trumpets will need to use their third valve tuning slide to kbkegpitch down on the concert C.
The trumpet range is also tested in this melody at me&®uas they move up to a concert G.
The trumpet fanfare in measure 82 & 83 and then again in 90sh@ild be worked slowly to
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ensure consistent articulation throughout the sedii@asure 80, 84, 88, and 92 the woodwinds
have eighth notes scales passages starting on tlod beat 1 and run to the downbeat of the
next measure. Breaking these passages down into two gybiqus will help keep clarity in the
passage.

The percussion parts throughout are slim and rhythmicatlgifficult, minus the few
measures of sextuplet in the snare and field drum. @¢tengs and dynamics will be important in
making this piece musical. Cymbals and bass drum have vpoyrtiamt accents throughout this

piece. Bagley gives the bass drummer a chance tamplaically.

Unit V. Stylistic Considerations

Accents and staccatos also play a major part in thishmAccents throughout the band
need to be played with gusto. The most important accents in the percussion section,
specifically the bass drum and the cymbal. Through theriapf this march the bass drum and
cymbals play a subdued pulse, but accented spots like mitzd iniddle of very soft section
need to be brought out to add color and flavor to thelmarhe staccatos throughout this piece
need to be played short and with some bounce. This &yl keep the march feeling light. All
staccato notes and passages not rush and make sure to®agle gpace in between notes to
keep a steady pulse.

Pick ups into measure 29 starts Theme B. There needsatstift in styles here. The
passage in measure 29 & 30, which is repeated at 37-38, 45-46, & B&ebl® to be seamless
and with no articulation. This line should diminuendo fridtoe p or evenpp.

In the trio section, the staccato Ab major chords showoihtinue to bounce, keeping this
section light as well. The low brass enters withtielody while the bass drum accompanies
their entrance with a forte. This is another exangpldhe importance of the percussion accents
and how they add to what the ensemble is doing. The wind@dscale passages starting at
measure 80 should be played as an embellishment oveptbéttee ensemble. The trumpet
section at 82 is playing a fanfare which continues throbglend of the piece. Play this fanfare

as if to signal the end of the piece.

Unit VI. Musical Elements

Melody:
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The majority of the melody in the piece is with e tlow brass. The statement of
the first themeStar Spangled Banngis put in the trombones and baritone. This theme
should be played strong and majestically.

The second theme gives the melody to the upper woodwinfteaor sax,
trumpets, and French horn. The opening phrase of this ynstalild be played smooth
and connected. The second phrase will occur three tintesreuld be played light and
delicate. The second time through the phrase will beedlap a whole step and the third
back down to the original notes.

The trio melody is back in the low brass. This melduysd be played very
sonorously. The eight measure melody is then passtitba upper reeds and trumpets.
The second group must imitate the same style set bgwhbrass in the previous phrase.
The trumpets continue with this melody throughout the sekeen measures, but a
fanfare is added as an embellishment.

Dynamic:

Dynamics are the most important part of this marclis #s case is with most
marches. The repetitive nature of a march demandsdyreainics or the piece becomes
stagnant. The opening statement grows fr6mg*“ff” then continues until measure 5
when a sudden drop top starts a four measure crescendo back ifito Theme A is
sixteen measures long and after the statement oifshéhleme the ensemble does a
subito p” for four measures. A dramatitf™ enters to finish out the first theme.

Drastic dynamic changes continue into the second thEngemelody
diminuendos fromff” to “p” starting at the pick-ups into measure 29 through measure
30. The trombones then come up to play a bfiefjiarter note motif to lead into a
repeat of the same eight measure phrase. This sequapmenis again before the
trombones play this motif four times, gradually buildintpimeasure 54 when the entire
ensemble hadf” half note chords.

The dynamic stays at a strong level throughout the S&ction. The dynamic
interest should be focused on the percussion. The bassatidioymbals haveffzhits in
m. 81, 85, 89, and 91. As many different ideas are going @ @fice in the Trio, the
percussion can add flavor by bring out these accented notes.
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Unit VII. Form and Structure

M.1-11 Introduction

M. 12 — 27 Theme A in Eb — Repeated

M. 28 — 61 Theme B in Eb — Repeated

M. 62 — 95 Theme C (Trio) in Ab - Repeated

Unit VIII. Suggested Listening
Riders of the Flag by J.P. Sousa
Stars and Stripes Forever by J.P. Sousa
National Spirit March by Silas Erly Hummel
Americans We by Henry Fillmore
The Chimes of Liberty — Edwin Francis Goldman

Emblem of Freedom — Karl King

Unit IX. Seating Chart and Acoustical Justification

Auxiliary
Marimba

Percussion

Vibraphone

Xylophone Snare Drum
Bass Drum
Bells
Timpani
Chimes \

1"RowLtoR - 2™ Row L to R — ¥ Clar., B. Clar., Bassoon, Oboe,
Piccolo, Flutes 3" F. Horn, 2°F. Horn, £ F. horn

39Row L to R — 2’ Clar., 3 Clar., 2° T-bone, 4"Row L to R - Tpt., & Tpt.., 3¢
18 T-bone, & T-bone, 2Y A. Sax, ' A. Sax Tpt., Tenor Sax, Bari Sax, Euph., Tubi

Acoustical Justification:
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The UHS Concert Band is set up to provide the best opportionisgudents to
hear with in their sections and the ensemble. Bdihgjta hear the ensemble well will
allow the students the ability to adjust balance anaation with in the group. This set
up is also designed to allow for a good acoustical balfmaudience members.

The first row consists of 4 flutes and one piccolosTifione of the smaller
sections in the ensemble and needs to be front and seritee audience can hear them.

The second row holds thé' tlarinets, bass clarinet, bassoon, oboe, and French
horns. The bass clarinetist was an inexperienced freshntathe bassoonist was a
musically strong senior. The majority of the time thgarts are doubled. Putting them
together in the ™ row allows the freshman to gain some confidence and femmthe
senior while their two timbres come through better whig balance of the ensemble in
the second row. These two also sit in front of tbenbones in the third row and the tenor
& baritone saxophones in th& fow. This allows the bass clarinetist and bassotmist
hear more projecting instruments playing their part with@aving their sound covered
up. The oboe is also in the second row. She was astenyg player and putting her in
the second row helps blend her sound into the enserhble Was in the first row there
would have been potential to stick out and not have balamamecea sound. There are
three horn players on stage left. The principal playenithe end so her sound blows
through the second and third player allowing those plagensar her style, dynamics,
and leadership. Putting the French horns in the secondlsovhelps bring there tone out
with in the ensemble. Thé'tlarinets are on stage right up front with the fluidsese
two parts play together often and keeping them close aflomzetter communication.

The third row starts on stage right with tfé @&nd & clarinets. They are sitting
directly behind the *i clarinets allowing them to hear th& dlarinet and provide a
section sound from the right side of the ensemble.t&yedeft side of the ensemble |
have place the alto saxophones, putting them direetiind the French horns in the
second row. Their placement here is twofold:

1. | have kept the alto section of the ensemble togéiheontinuity and section

balance. The two sections play together much of the &nd they will be more

consistent when they can hear each section.

18



2. | have place the alto saxophones in the third rowmesevarmth of the French

horn sound comes through the ensemble and the alto saxcgghorecan help

color the sound rather than overpowering the horns.ehkemble gets a richer

and warmer sound this way.
The middle of the ensemble in the third row holds tbmbones. The trombone section
was originally in the % row with the rest of the brass, but the tenor amiddvee
saxophones were overpowering the trombones and thedeabf the ensemble was not
good. Placing the trombones in the third row allows ferttbmbone sound to come out,
tenor and baritone saxophone sounds to back off witkamuificing air support and tone
quality, and finally the reed sound can color the brasisrg, similar to how the alto
saxophones do with the French horns.

The fourth row starts on stage right with the trumpétig with the 2 part on
the end of the row,Ipart next to them, and th& Part inside of theSipart. This allows
the £ part players to be heard by everyone in the sectiomITpart players need to be
heard for balance, blend and intonation. They areetdngelrs of the section and putting
them in middle allows both théd%and &' parts to sit next to them. Continuing to the
middle of the section, the tenor and baritone saxopldrbehind the trombones. As
stated in the previous paragraph, the lower saxophonesdielpthe trombone sound.
The euphonium and tuba are next to the lower saxophonask@dps the “bass” section
of the band in a close group. Next to the tubas is thgatmplayer. There were not
enough players to fill out the fourth row, so inserting timpani next to the tubas help
the bass section play together.

The percussion section is set up from stage right tstiafting with the highest
pitched mallet instruments, then moving to the auxiliasgrument, the snare drum, bass
drum and ending with the timpani (in th® ebw). This percussion set up, along with the
bands set up, allows for the percussion parts to blewithrtheir matched sections
within the ensemble. | believe this set up helps the b&t#l become a better balance

ensemble and more cohesive group.
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Unit X. Rehearsal Plans and Evaluations

Rehearsal Plan — Rehearsal #1 — 3/30/09
Ensemble: UHS Concert Band

Literature: National Emblem March

Announcements:

Time: 10 min

Title

1. Sight read through measures 1-61.

Evaluation
1. Didn’t have much time to do much more than read throu
the first part of the piece.
2. After an explanation on how this piece would sound in c|

time the band read through this section quit well.

gh
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Rehearsal Plan — Rehearsal #2 — 4/6/09
Ensemble: UHS Concert Band

Literature: National Emblem March

Announcements:

Time: 20 min.

Title

a. lIsolate Intro, A-D, D-F

1. Work on notes, rhythms and dynamics. 1. Worked opening slow until the band could play it clean. F

. Also isolated trombone melody at A. Tuned up their high

. Worked dynamics throughout. They have been labeling

Evaluation

Cl, Sax, Tpts all have the opening fanfare. The cut time
eighth notes are a problem. Worked on getting their tongu
and fingers to match up. It is better now, but still n@egit

faster.

The melody is coming through nicely now. Also had them
play measures 25, 47, and 53 so they knew the importang

that line with in the phrase.

them, but | feel they are still shy about them unelytknow

the part better.

D

G)

e of
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Rehearsal Plan — Rehearsal #3 — 4/14/09
Ensemble: UHS Concert Band

Literature: National Emblem March

Announcements:

Time: 20 min.

Title
1. Review Beginning to Trio
a. Working F to Trio

2. Work notes and rhythms at trio to end.

a.

b.

Evaluation

1. The review was rough today. Students were back from a
break and not engaged today.

Dynamics were mediocre today. We need to ident
our dynamic levels and apply those to our piece.
Isolated the trombones in section E. They need to
the driving force of the dynamics getting into F.

2. Didn't get to the trio today.

ify

be
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Rehearsal Plan — Rehearsal #4 — 4/15/09

Ensemble: UHS Concert Band Announcements:
Literature: National Emblem March Time: 5 min. (warm-up) 15 min (rehearsal.
Title Evaluation

1. Using this piece as part of our warm-up for thg
day.

a. Isolating m. 6-11 & sections A-C to wor
dynamics. ldentify our levels and
transferring them to the piece.

2. Work the notes and rhythms at Trio to the end

a. Isolate WW runs at H-end.

. Defining dynamic levels with this piece really workedagre

Definedpp-1, p— 2..etc.
a. Worked great. The students could grasp the conc{
and were able to transfer this into other dynamics.

. Melody in low brass and trumpet is coming through just.fi

The WW runs are getting better, but are still slow.
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Rehearsal Plan — Rehearsal #5 — 4/17/09

Ensemble: UHS Concert Band Announcements: 25 min. assemgpbtondensed rehearsal
Literature: National Emblem March Time: 20 min.
Title Evaluation

1. Working to get notes and rhythms in better shapg

2. Start to add some dynamics to this section

1. Notes and rhythms continue to get better in this sectiof
but WW still have a big job ahead to get m. 80 to the e
cleaner.

a. Got the low brass melody to “pass off the melod

to the trumpets. Make the long tone at m. 70-71

grow and keep the energy until trumpets take o
melody.

2. Dynamics are starting to fit in. Once the WWs geirth

part clean it will be easier for that section to bhaa

dynamically.

er
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Rehearsal Plan — Rehearsal #6 — 4/22/09

Ensemble: UHS Concert Band Announcements:
Literature: National Emblem March Time: 10 min.
Title Evaluation
1. Review trio section 1. Trio section is going well. Melody is coming through, Qut
a. Working dynamics in the percussion obbligato part in upper reed at H need some attention.
2. Review piece from beginning checking style, 2. Overall the students were not doing dynamics today, but
dynamics and percussion accents. majority of the time was working with the percussiotust

make their parts exciting.
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Rehearsal Plan — Rehearsal #7 — 4/23/09

Ensemble: UHS Concert Band Announcements:
Literature: National Emblem March Time: 15 min.
Title Evaluation
1. Work on percussion parts with band. 1. Cymbal and bass drum are starting to become more
a. Working to get bass drum and cymbal t aggressive, but need to work on the snare drum & tenor drum
be more expressive. to not be overpowering.
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Rehearsal Plan — Rehearsal #8 — 4/24/09

Ensemble: UHS Concert Band Announcements: WW. Sectional
Literature: National Emblem March Time: 20 min.
Title Evaluation

1. Work on eighth note runs at H.
a. Working to make the WW to produce a

bigger sound with good tone.

1. Notes are still a problem for some players. Clariaats
Flutes are starting to produces a bigger sign.
a. There was a discrepancy with the flutes thinking th
were playing the same rhythms as clarinets. Once
isolated their rhythms their sound improved.

ey
we
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Rehearsal Plan — Rehearsal #9 — 4/28/09

Ensemble: UHS Concert Band Announcements:
Literature: National Emblem March Time: 15 min.
Title Evaluation

1. Review dynamics with percussion parts as we|

as entire band.

1. Big dynamics are fine, but we are really struggling with
softer dynamics.

a. Took band down to one per part at B so the
dynamic contrast would happen. Still need to
work to make more of a contrast.

b. Percussionists are also not ready parts well. W
need to work more in this area to get the correc}

style and dynamics out of them.
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Rehearsal Plan — Rehearsal #10 — 5/1/09

Ensemble: UHS Concert Band Announcements:
Literature: National Emblem March Time: 15 min.
Title Evaluation
1. Review dynamics and balance issues with in 1. Dynamics at B and C were better today. Cutting people
each section of the march. out at B helped, but those still playing need to make a
a. Start from the beginning and work each noticeable shift themselves in order to get the contrast
section. Reiterating who is the most 2. Phrasing of the unison line at D needs to make a better
important in each section. crescendo into D and then a big decrescendo over the[next

two measures. Students are doing this after being
reminded, but not before. Work on getting them to waich

more will also help this aspect of the piece.
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Rehearsal Plan — Rehearsal #11 — 5/5/09

Ensemble: UHS Concert Band Announcements: Concert Day
Literature: National Emblem March Time: 5 min.
Title Evaluation
1. Start the piece to ensure the students know whery 1. Students are ready for concert. With this being the opening
the tempo will be at the concert. of the concert we discussed opening tempos and watching for
2. Review the dynamic contrast at B, C, and D. the opening down beat.

3. Review the balance of the brass and woodwind
parts at H, bothsiand 29 time.
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CHAPTER 5 - [On An American Spiritualby David Holsinger]

Unit I. Composer

David Holsinger was born on December 26, 1945 in Hardin,ddigssGrowing up in
Missouri, David received his B.A. from Central Methodisdl€ge in Fayette, Missouri. He
finished his advanced degrees from Central Missouri W {n Warrensburg, Missouri and
University of Kansas (A.B.D.) in Lawrence. Holsing&oareceived a Doctor of Humane
Letters (L.H.D) from Gustavus Adolphus College inF&ter, Minnesota for his lifetime
achievement in composition. Holsinger’s primary compaositeachers have been Donald
Bohlen at Central Methodist College and Charles Ho#geadt/niversity of Kansas. Holsinger’s
compositions have twice won the ABA Ostwald Composifimrard and have also been finalists
in both the DeMoulin and Sudler Competitions(David Holsinge09b).

Outside of his awards in composition, Holsinger has diess list of accomplishments.
He has been awarded the Distinguished Music Alumni Awiabdth Central Missouri State and
Central Methodist College. Selected as the NatiBafon of Delta Omicon Music Fraternity,
and was awarded the Excellence in Scholarship Faculardvat Lee University in 2003, just to
name a few. He has also been honored to direct tveagrgyifferent all-state bands and has
appeared as a guest conductor/clinician at over sixty roajtege and universities in thirty-
seven states(David Holsinger, 2009a).

Mr. Holsinger spent 15 years at Shady Grove Churchram&Prairie, Texas as the
composer in residence and music ministry/worship leadéer his time at Shady Grove,
Holsinger accepted his current position at Lee Univemsi§leveland, Tennessee as Conductor
of the Wind Ensemble. Holsinger now resides in Clewlaith is wife, Winona who is a part-
time professor of music at Lee University. Mrs. Holsmigaches conducting, music survey,
and oversees the music library. David and Winona Haee tchildren, one daughter Haven, and
two sons, Niles and Grayson. David wrote a piece in hoheach of his childrenHavendance
(1985),Nilesdancg1987) andGraysondanc€1995)(David Holsinger, 2009a).

Holsinger has over one hundred published works for band anel gbhis most famous
compositions includeOn A Hymnsong of Philip Blig4988),Abrams Pursui{1998),The
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Gathering of the Ranks at Hebr@¢998),To Tame The Perilous Skig992) andA Childhood
Hymn(1991)(David Holsinger, 2009a).

Unit Il. Composition

On An American Spiritualias written in 1991 and is published by TRN Music Publisher,
Inc. The piece is based on the Negro SpiritWale You There When They Crucified My Lord
The piece’s dramatic intensity grows with each vefdais spiritual. While there are many
variations of these lyrics, the verses this son@&et on are(Holsinger, 1991):

Were You There When They Crucified My Lord
Were You There When They Nailed Him To The Tree
Were You There When They Laid Him In The Tomb
Were You There When He Rose Up From The Dead

This piece uses a standard instrumentation for a cormedt B here are only two French
horn parts, but there are three separate trombone phete are four different percussion parts:
percussion 1 & 2, timpani and mallets. The percussion penitedie snare drum, bass drum,
triangle, wind chimes, gong, and suspended cymbal. The mpattetalls for both bells and
xylophone.

This piece is extremely emotional and one does not eledk any further than the
spiritual lyrics for inspiration. Mr. Holsinger has doa marvelous job of depicting the dramatic
nature of this historical event. The emotional feelwgs in the lyrics of these verses are
brought out in Holsinger’s writing. While the grade levethas piece might be considered a 3 or
3 %2 by playability standards being able to connect on a grad& émotionally with enhance
the experience of this piece.

Unit lll. Historical Perspective
This selection, written in 1991, was the third of fivecpie written in Holsinger’'s
Hymnsong series. Holsinger had already composted his nmgtigof the serie©n A
Hymnsong of Phillip Blis§1988). At this time in his career Mr. Holsinger was wogkat
Shady Grove Church and was composing three to six origgmapositions for band every year.
The pieces range in difficulty level from grade 2 todgr&. The band world was also highly

involved in commissioning works and developing consortiumienaission pieces for band.

32



On An American Spirituas based on pre-Civil War spirituals song by Negro slaves
This spiritual would be considered a “grassroots” spiritd@lginger, 1991). Meaning it was
song by common people as apposed to the main stream ectcigfie which involved the same
spiritual, but these song were harmonized to fit thet¥ve€uropean style. They “grassroots”
spirituals were sung with more loose harmonies involsmae improvisation. This spiritual
Were You Therevas published in 1911 BBongs of Evangelisby Standard Publishing Co. of
Cincinnati(Holsinger, 1991). The hymn is now widely used throughmuny different

denominations.

Unit IV. Technical Considerations

At the very beginning of this piece there are intonatimmcerns with the solo French
horn a clarinets. The first full measure has the tvgtruments on a concert G, which is naturally
going to play sharp on the French horn, so the studeltseed to lip it down. The clarinets can
help the A by venting with the right hand to bring tlitelpdown and add some depth to the
sound. The % French horn entrance at measure 3 is also cued aitthsax if the
instrumentation does not balance.

Measure 20 starts a two measure chromatic motif inlthesax which is to be played
accented and agitated. This motif is played for sixteeminuous measures and is very easy to
slow down. Encourage the section to alternate plagdnslp keep the motif intense. Snare drum
is added to the alto saxophone line to help with the accBrasibone glissandos during this
section will have a tendency to be difficult for youngé&yers. Work the pitches and rhythm
first. Once the pitch and rhythmic foundation are setragthe glissandos will be quite easy.

The sound and intensity build up to measure 40 and contirgreso This will create
balance issues as the band gets bigger and bigger. Worlchweds at 40-45 slow for good
balance and intonation. Timpani use a hard felt mafietolo at measure 40 should. The goal
here is to be precise, but yet get a bit of a resdnarton each pitch.

A repetitive eighth note pattern at measure 46 can gaobéems as students will tend to
not count this rhythm, but rather try and play by ear. @ogrthrough this section will be
important as the majority of the band has this rhythdwaifi need to be precise and clean. The
entrance at measure 55 is also a difficult one. Theels and tenor saxophones must be ready
and breathe on beat one to ensure the entranceaendigether. Finally the scale passages in
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measures 70 & 73-75 for flutes and clarinets are combinaticisteenth notes and sixteenth
notes triplets. Practice these slow and studentseiible to play this with ease.

The biggest climax of the piece is at measure 67 anddheyplayed with great
emotion. The French horn and tenor sax counter melddtgrive this section musically. The
tricky snare drum part here will need to be practiced siod have a good understand of the part
before bring it to rehearsal. A combination of sixtéembte triplets and eighth note triplets
provides a challenge to the snare drummer to keep a steladyapa know exactly when to
enter.

The ending of his piece, from measure 79-88, has the pdtentiave some intonation
problems. Intonation throughout this phrase will be heipee sections holding long tones can
stagger their breath. Flutes and triangle must be prfaréhe last entrance at measure 88.
This entrances needs to be subtle and in tune.

Two small ideas will help this piece musically. Solostmot be afraid to play out and
the suspended cymbal plays a very integral part in shapnghtlases throughout the entire
piece. While this piece doesn’t provide a lot of techniballenge, the group playing this piece

will need to play on a mature level to bring out the esmodf the piece.

Unit V. Stylistic Considerations

The tempo marking of this piece states this piece dhmeiplayed slowly, expressively,
and with rubato. He also gives a suggested metronome marfkd@y The score actually has a
printed tempo of 126, but Mr. Holsinger’s website lists #ss mistake(David Holsinger,
2009a). The opening statement should be played smooth arectechrHolsinger has done a
nice job of writing in the crescendos and diminuendos hairging, but use some rubato to
make these first few measure really sing.

The piece shifts styles at measure 19. The metronomewvsd up to 176 which demands
strong attacks and short/separated articulations. Holdhagea crescendo written under almost
every motif. He is looking to build intensity by makingesevery line moves forward. When the
trumpet melody enters at measure 27 it should be stranggnted. Play close attention to the
accents and articulation markings in measures 40-54. Urligtlhms will demand the band play
all the articulations and accents clean and togetlmer a€cents at measures 52 & 53 need to be
very deliberate and separated and the tempo drops dratgatcalmetronome marking of 52.
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Another style change happens at measure 54. The metronowes up to 126 and the
eighth notes are played smooth and connected. Long tboeki e connected as well, but
moving forward even using a gradual crescendo measure by mélseidgrive of this line
should also be pushed forward by the wind chimes and suspgndbélc

Style continues through measure 67. The main themesherajéstic in nature. Balance
here should consist of good foundation and the countiedyever the top with ornamented
melody in the background. Measure 75 makes a quick changearbgtgiaking the notes
deliberate and separated. By measure 79 the piece hadvaoktill circle to the expressive
rubato style of the beginning.

The style of this piece starts very expressively andugly grows into a regimented and
strict style before coming back. A few different monsein this piece, measures 13, 14, 51, 77,
78, breath marks or caesuras are marked. Be willintipiw sapace before entering again. The
dramatic affect is ruined when bands jump back into theepio quickly. Holsinger wrote these
pauses to give the audience a brief second to refletieomood of the piece.

Unit VI. Musical Elements
Melody:

The melody is past throughout the ensemble in this pideeopening statement
is the French horn soloist and clarinets. At measuhe 9nelody shifts to the
flute/oboe/clarinet/& trumpet. The melody in the fils¢me should be played
expressively and allow room to add some rubato.

After the style change at measure 19 the melody isgbeltysn the trumpets
starting at measure 27. The melody is in a dramatidéfigrent style from the first
statement. Trumpets will need to play each note withoag accent to signify the
intensity of the situation. The melody then reappaamseasure 46 in the tenor sa¥, 3
trumpets, French horn®*trombone, and euphonium. The style should not change her
The intensity and activity around the melody has gottert@res if a change is needed
it will be for the group to play stronger.

The trumpets and clarinets start the melody at pickntpsmeasure 52. The
tempo has changed dramatically here, but the styldoe/dlimilar. Each note will be
played very deliberately by accenting and separating reateh
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The next statement of the theme happens in measuféé Uipper woodwinds
and trumpets have the melody here. The melody hemelislkshed a bit with scale
passages in the upper woodwinds and suspensions in the ra$semhich horn and
tenor sax have an important counter melody part whintbegplayed over top of the
ensemble in a majestic matter.

The last phrase of this piece puts the melody in teadfr horns. Similar to the
beginning, this section should be expressive and playedsantie rubato. The piece ends
with one last statement of the melody in the teaarad ¥ trombone.

Rhythm

While rhythm throughout this piece is not extremely diffi the addition of
accents within the rhythm will make for some difficplaying.

Measure 19-40 have several point of interest. The altpsaxe has a repeated
two measure chromatic idea that needs to crescendo eewtgevery fourth note. Once
the notes and crescendos are down then the studentddcdreaaccents. The snare drum
shares these accents and can cover for saxophomegbleuo play the accents.

The flutes, oboe, and clarinets have the next spot asume 25 on beat 3. This is
an eight beat idea that accents on beats 3, 1, afidrtteof 3. Playing the accents with
intensity will help the line grow through a very repeétsection.

Finally the eighth note pattern at measure 46 is a drivividpm which needs to
be played with intensity. The accented notes will lgreater intensity if the ensemble
lays off the non accent notes.

Dynamics:

There is a wide range of dynamic levels in this pi@te emotion of this piece
will be heightened by the sensitivity to these levelge ®pening statement has the liberty
to allow some rubato, crescendos and decrescendos.

The next section of is very dramatic, chaotic, andte@nal. Students must pay
close attention to the dynamic markings in their gagaam measure 19-40 each section
has something different going on and following Mr. Holsirgyenarkings will be
important to the intensity of the piece. The macrewad the dynamics here is a gradual
crescendo from 19 to 40, while each part has their oatiosedynamics. Holsinger then
writes another drive from 46-51.
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Another gradual crescendo starts at measure 55 as sdenerditransitional
ideas start to develop, the piece gradually broadens andiggés. The wind chimes and
the suspended cymbal drive the ensemble to the climax auree@’. This is the most
majestic section of the piece and should be playedgwat rejoice.

The piece slowly starts to revert to the start ag¢impo slows at measure 75 and
the rubato comes back at measure 79. Like the beginninggetitisn can be played

expressively and with rubato.

Unit VII. Form and Structure

M.1-18 Theme A

M. 19 — 26 Transition

M. 27 -39 Theme Al

M. 40 — 45 Transition

M. 46 — 53 Theme A2

M. 54 — 66 Development

M. 67 - 78 Theme A3

M. 79 — 88 Coda based on Theme A

Unit VIII. Suggested Listening

On a Hymnsong of Philip Bliss by David Holsinger

The Gathering Of The Ranks at Hebron by David Holsinger
A Childhood Hymn by David Holsinger

From Whom All Blessings Flow by Ed Huckeby

Come, Sweet Death by J.S. Bach/arr. By Alfred Reed
Jericho by Morton Gould

Unit IX. Seating Chart and Acoustical Justification

Refer to page 18 and 19 of Chapter 4 for the seating cltheicaustical justification.

37



Unit X. Rehearsal Plans and Evaluations

Rehearsal Plan — Rehearsal #1 — 4/1/09

Ensemble: UHS Concert Band Announcements: Sophomores gora MAPS Testing
Literature: On An American Spiritual Time: 10 min
Title Evaluation
1. Sight read entire piece 1. Read through went well. Students understand how thq
2. Go back and hit spots that need work to ensuf piece sounds and will be able to practice it.
students know how to practice those sections. 2. Went back and worked a few sections

a. M. 46 — Getting the repeated rhythm to fit with
the melody...balance could be a problem here
and will have to be addressed.

b. m. 54 — Clarinets and tenor sax understand the
eighth note rhythm, but need to spend some

time on it to get it to flow better.

38



Rehearsal Plan — Rehearsal #2 — 4/2/09
Ensemble: UHS Concert Band

Literature: American Spiritual — m. 19-40

Announcements: Juniors gone fdd1APS Testing

Time: 20-25 min

Title
1. Work Alto Sax part at m. 19. Work slow and
then move closer to tempo
a. Putthe Horns with them once they
understand the line
2. Clarinet/oboe eighth note line at m. 25. Work
this slowly and then speed up.
3. Trombone Glissandos at m. 22
a. M. 36 has two different glissandos that
are seconds away from each other, but
same slide position. Work on identifyin
the difference
4. Run 19-40 with the group

Evaluation
Saxophones understand the rhythm and need to pract
on their own now. We also discussed and on the &&ce
with in each measure and the fact that each measure
crescendos.
Clarinets/oboes have this passage down. We add the
sixteenth note chromatic passage the flutes play.
Trombones were getting the glissando pitches, but rhyj
was a problem. Trying to get glissandos with in a quar
note triplet was very tricky. The trombones foundcess
after they just played the quarter note triplet with bet t
glissandos.
We will need to give the students the weekend to work

their parts before this section will improve.

hm

ter

on
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Rehearsal Plan — Rehearsal #3 — 4/8/09

Ensemble: UHS Concert Band Announcements:
Literature: On An American Spiritual Time: 20 min.
Title Evaluation
1. Work expression in measures 1-19 1. Band did an excellent job today of playing with

a. Keep melody predominate, but have
harmony understand their role
2. Work Alto Sax part at measure 19.
a. Check notes & then speed up and work
for intensity
3. Work on Percussion parts at measures 40-46
a. Work Percussion parts alone
b. Then add band to their work
4. Work on eighth note rhythm at 46.

. Alto Sax part is getting better, but not near tempo yet.

sensitivity! Doing a great job of watch and listeniag t
what is going on around them.

More repetitions in and out of rehearsal will help
Percussionists were playing all correct rhythms, but
lacking intensity and aggressiveness. After separating
the parts, they could hear what was going on and how
adjust. Got much better.
Eighth note rhythm isn’t there yet. Got better but they
still making some mistakes. Need to isolate m. 48-50.
Tricky rhythms they are not counting or hearing yet.

a. This section slows down greatly if they don’t pla

with intensity. Will have to play a recording for

them tomorrow.

all

<
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Rehearsal Plan — Rehearsal #4 — 4/9/09
Ensemble: UHS Concert Band

Literature: On An American Spiritual

Announcements:

Time: 20 min.

Title
1. M. 52 — Work on notes and style in this sectiof
2. M. 73-74 — Work on running sixteenth notes in
the flutes and clarinets. We won’t spend muc|
time on this section. Just go over the part
enough they will practice it correctly at home.
3. Work notes and rhythms at the end.

1. Took a little bit for this section to work out. Students

Evaluation

need to watch and subdivide the quarters. This sectio
extremely slow compared to the section that just endeq
a. Will need to work getting into m. 52

Clarinet/Flute part is going well. The have a great
understanding of the rhythm, now they need to take thg
horns home and get it better.

M. 63-78 was played quite musically today, esp. for it
only being the second or third time through that sectiof]
They are starting to read the inner workings (dynamics|

accents, etc) of their part quit well.

nis

%
=

.
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Rehearsal Plan — Rehearsal #5 — 4/14/09

Ensemble: UHS Concert Band Announcements:
Literature: On An American Spiritual Time: 5 min.
Title Evaluation
1. Work transition into m. 52 1. Worked on repeated notes at 46 before getting into 52

2. Check percussion parts from 63 to end.
a. Check that everything is getting covered
properly and being played stylistically

correct.

. Transition in to 52 also took a bit longer than planned.

This took more time than had anticipated, but it neede(

be done. We “sizzled” the rhythm five or six times to get

the section cleaned up.

Getting percussion to watch and know how their part fi
with the music was and issue. | believe it is cleared ug
now, but will need to check tomorrow.
Percussion Parts at 63 are fine. Snare drum does nee|
work to get sixteenth note triplets down. They are n

clean. Gave her 24 hours to clean.

] to

d to
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Rehearsal Plan — Rehearsal #6 — 4/15/09

Ensemble: UHS Concert Band Announcements:
Literature: On An American Spiritual Time: 5 min.
Title Evaluation
1. M. 46-79 1. Work on the eighth note rhythms at 46. Much better
a. Checking this section for style, correct today.
notes/rhythms, and transitions. 2. Transition into 52 was very good today. | think they ha
b. Check snare drum part at 67. it down.

3. m. 54 is great, but need to work the transition into the
clarinet/tenor sax entrance. The new tempo is not
establishing itself.

a. A better decrescendo in the low brass and reed
will help everyone hear better.

4. Snare drum part at 67 is much better. She is more

confident with it, now needs to really play it more

aggressively!

ve

\"ZJ
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Rehearsal Plan — Rehearsal #7 — 4/16/09

Ensemble: UHS Concert Band Announcements:
Literature: On An American Spiritual Time: 10-15 min.
Title Evaluation
1. Work notes and rhythm at 79. 1. Notes and rhythm are fine at 79
2. Work transition into 79 a. Percussion need to watch for the rubato in this

section. Parts are easy, but entrances will be
incorrect if they don’t watch.
2. Transition into 79 is good, but horn entrance at 79 is
really exposed. Students know this and also know the

need to be able to hear the pitch before it is played.
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Rehearsal Plan — Rehearsal #8 — 4/17/09

Ensemble: UHS Concert Band Announcements: 25 min. assemgptondensed rehearsal
Literature: On An American Spiritual Time: 5 min.

Title Evaluation
1. Run through piece. 1. Need to spend some time on transition into m. 19

a. Checking transitions as well as tempos| 2. Need to break down each section at 19-36 so the band kpows
see how student are retaining what we who is playing what part. This will help them balance and
have been working on. blend their part with others.

3. Need to work the intensity into 46.
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Rehearsal Plan — Rehearsal #9 — 4/21/09

Ensemble: UHS Concert Band Announcements:
Literature: On An American Spiritual Time: 20 min.
Title Evaluation
1. Work on transition into 19. 1. Transition into 19 still needs some work. Saxophone part
a. Balance of ending long tones and clarinet needs to come through a bit more.
eighth note line. a. Clarinet balance is better after acknowledging the
2. Work the build of intensity into m. 40 & 46. issue.

2. Intensity into 40 & 46 got better today. We are going teehgv

to be extremely careful not to over blow through thigise.
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Rehearsal Plan — Rehearsal #10 — 4/22/09
Ensemble: UHS Concert Band

Literature: On An American Spiritual

Announcements:

Time: 20 min.

Title
1. Review transition into m. 19

2. Review transition into m. 52

Evaluation
1. Transition was much better today. Saxophones werenglay
stronger today
a. Will need to tone down the trombone glissandos h
so the melody can come through
2. Transition in to 52 was great today. Percussionist dickat
job of watching and entering with the band.

a7



Rehearsal Plan — Rehearsal #11 — 4/23/09

Ensemble: UHS Concert Band Announcements:
Literature: On An American Spiritual Time: 20 min.
Title Evaluation
1. Review Transitions 1. Transitions were in ok shape today.
2. Record entire piece a. Missing three saxophones today, making this

section at 19 very weak.
2. Lots of minor details to work out.
a. Intonation and tone quality were a major issue
today.
b. Trombones glissandos are extremely out of tung¢
caused by horrible tone. Need to work the

difference between big sound and over blowing,
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Rehearsal Plan — Rehearsal #12 — 4/24/09

Ensemble: UHS Concert Band Announcements: WW Sectional
Literature: On An American Spiritual Time: 5 min.
Title Evaluation

1. Work clarinet/tenor sax transition at m. 54 and 1. Group has a much better understanding of the transiiibn
passing the eighth note line off to the Alto/Ten be and they are playing it quite nice.
saxophones. a. Continue to work on getting clarinets to produce mpre

sound.
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Rehearsal Plan — Rehearsal #13 — 4/27/09
Ensemble: UHS Concert Band

Literature: On An American Spiritual

Announcements:

Time: 25 min.

Title
1. Review transitions into m. 19, 52/54/ & 79

2. Run piece while recording

a.

b
c
d.
e

1. Transitions are continuing to get better. Transitionmg i
part the part locked into place.
2. Recording was much better today. Students were more

focused. Spots to clean:

. Snare drum needs to be more aggressive throughg
. Work to balance the entire band with more lows

. Eighth note line in Altos at m. 59 needs to come ot

Evaluation

Phrasing and intonation at beginning — 19

Tune chord at m. 54

more.
Melody at the end with bones/T. Sax needs to con
through more

Work entrance of flutes and triangle at the end.

m. 54 is the toughest one. After isolating the accompanying

ut

—+

e
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Rehearsal Plan — Rehearsal #14 — 4/28/09

Ensemble: UHS Concert Band Announcements: Flute/Clariets/& Oboe Only
Literature: On An American Spiritual Time: 15 min.
Title Evaluation
1. Workonm. 67 —75 1. Students understand the rhythms much better now. They
a. Work slow first before we speed up. were also struggling with keeping time with this section.

Students were rushing entrances. The problem has bgen
fixed and sounds good at a faster tempo. Will need to
check with the entire group so we know what the balarjce
is like.
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Rehearsal Plan — Rehearsal #15 — 4/28/09

Ensemble: UHS Concert Band Announcements:
Literature: On An American Spiritual Time: 25 min.
Title Evaluation

1. Work on entrances at the beginning with the
horns and clarinets.
2. Work the phrasing of both the melody and the
countermelody line at the beginning.
3. Work at m. 67
a. Check tempo of this section — we are
playing too slow and need to push
quarter note to 92.

b. Check balance of woodwind part here.

1.

Extra repetitions here were helpful. Clarinets and ¢frer
horn have no problem coming in now.

a. Clarinets were extremely out of tune on their
second space “A”. Working on some venting to
help those throat tones to be better in tune.

Phrasing in these sections is much better. Countedye

understands how their part fits within the melody and i$

playing it well.

No problems pushing tempo forward here, just a matte
making sure we don't let it slip back.

a. Balance of woodwinds is getting better. Would

like to here more lows help balance out the ban

which will make the woodwinds need to come o

more.

b

r of
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Rehearsal Plan — Rehearsal #16 — 4/29/09

Ensemble: UHS Concert Band Announcements:
Literature: On An American Spiritual Time: 15 min.
Title Evaluation
1. Review transition at m. 19 & 54. 1. Transitions are going well. Transition into 54 is still
2. Run through piece while recording. unstable. More repetitions will help.

2. Recording went well today. We continue to have balance
issues and some intonation issues. The band is gtawtin
make music with this piece.

a. Recording of this piece on the band website for

students to critique and turn in an adjudication form.
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Rehearsal Plan — Rehearsal #17 — 5/1/09
Ensemble: UHS Concert Band

Literature: On An American Spiritual

Announcements:

Time: 15 min.

Title
1. Work on Trombone glissandos at 19.

a. Ensure they are getting the glissando
sound out just as much if not more thar
the correct notes.

2. Work on accenting note at 52.

a. Notes are not being played with enough
emphasis.

3. Review transition into 54.

a. Basses need to watch so we get everyq
to stay together. Clarinet part is hard tq
hear in transition and watching will be

the way we stay together.

1. After experimenting a bit on the glissando part, the

. Students recognized the difference and made the char

. Good work here today. Keeping eye contact will be

Evaluation
section understands better, but will still need to finetur
They have the rhythm down now, but the glissando is |
making the effect the composer was intending.

nicely.

important here. Need to transfer this into future

rehearsals.

not

ge
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Rehearsal Plan — Rehearsal #18 — 5/4/09
Ensemble: UHS Concert Band

Literature: On An American Spiritual

Announcements:

Time: 15 min.

Title
1. Run and Record.

Evaluation
This piece lacked energy and focus today. Notes and rhythm
were correct, but the emotion of the piece was noethBeing a
Monday might not have helped.
Need to fine tune tomorrow:
1. Tempo at 19. We are currently too slow.
2. Review transitions into m. 52 & 54.

3. Phrasing and dynamics at 79 to end.

[72)
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Rehearsal Plan — Rehearsal #19 — 5/5/09
Ensemble: UHS Concert Band

Literature: On An American Spiritual

Announcements: Concert Day

Time: 15 min.

79 to end.

Title

1. Review tempo at m. 19.
a. Currently going too slow

2. Review transition into 52 & 54.
3. Review phrasing, dynamics, and balance at m the emotion of the piece.

Evaluation

1. Tempos and transitions will be in good shape for tonigit.
Reminded students to watch and listen tonight. Also they
need to think about the lyrics of the spiritual to bring o
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CHAPTER 6 - [Portraitsby Jim Colonna]

Unit I. Composer

Jim Colonna was born on May 2, 1970. He received his undergeadiegree from
Indiana University of Pennsylvania were he studied compasitith Jack Stamp. In 2000 he
received his Masters of Music degree in Conducting and Canggoom University of North
Texas where his teachers were Eugene Corporon and CintigeMikle recently finished his
DMA from Michigan State University where he studied withn Whitwell and Kevin
Sedatole(Jim Colonna, 2009).

Dr. Colonna currently holds the position of DirectbBands at University of Wisconsin
— Eau Claire. Before teaching in Wisconsin he spent @aehing at Indiana/Purdue University
of Fort Wayne and the Laramie County Community Collegé&/yoming. Mr. Colonna started
his teaching career in the public schools of PennsylvaiWééau claire music and theatre arts
department: Faculty: James C. colon?@08).

Jim’s composition career started in 1996. In the pasvengtars he has written sixteen
original compositions for concert band, orchestra andl €msemble. His orchestra composition
GLEE!was premiered by the 2005 Wyoming All-State OrchestraCBlonna also receives
many commissioning projects. Currently he is working aoramission for the Michigan State
University Symphonic Band and the New England Music Camiplezl “7”. His works have
been performed all over world in the UK, Canada, Japalgium, and Finland. These
compositions are published through C. Alan Publication, LRaeshn Publications, and Masters
Music(Jim Colonna, 2009).

Mr. Colonna is also an avid performer on his trumpet. Hepleaformed with a wide
variety of ensembles from orchestral to jazz. Sofrtbe ensembles included the £1&my
Band, Edgewood Symphony Orchestra, Cheyenne Symphony, Night Big Band, Jim
Colonna Big Band, Voices of Unity, and Fort Wayne Phill@rit(Jim Colonna, 2009).

Unit I[I. Composition

Portraitsis a three movement work which was commissioned by AnGsttger and the
Grainger Middle School Wind Ensemble in 1998. This pied¢echvwas originally entitled
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Three Miniaturesis a portrait of the compositional sound of thre&lafColonna’s favorite
composers. The work uses many traditional Americantiet century techniques, such as
polytonality, quartal/quintal harmony, bleed through harmang, complex rhythm(Miles,
Blocher, & Colonna, 2002).

Movement | — Fanfare is intended to mimic the styl&afColonna’s mentor Jack
Stamp. Movement Il — Song is a compilation of styleslorton Gould and Aaron Copland.
The final movement, Movement Ill — Burlesque is writtena Homage to Leonard Bernstein.

Portraitsis labeled as a grade 3, but in some aspects this pikgdayiharder than it is
label. The instrumentation has a very friendly set up wmly one French horn part and two
trombone parts. Percussion parts in movement one andréngbit slim, more so in two than in
one, but there are enough parts in the third moveméwep a large section busy. The third
movement also includes some fun percussion instrumdmnts \wlay a comical role in the
music. There will need to be a sense of maturity to fhlaysecond movement and to understand

the 7/8 section in movement three.

Unit Ill. Historical Perspective

Portraits was written in 1998 while Mr. Colonna was working on hi#/Mlegree at
University of North Texas. This piece was commissionethbyGrainger Middle School Wind
Ensemble and was premiered in March of 1999.

Jack Stamp has been known for his fanfares which weietlypreserved for brass
bands alone. One of Mr. Stamp’s compositional technigusincorporate fugues into his
fanfares, which Mr. Colonna has done. The smooth lushdrdes of Aaron Copland and
Morton Gould are what he uses in the second movemeatfiridl movement involves some of

the fast, crazy, and almost hectic manner of somesohérd Bernstein’s compositions.

Unit IV. Technical Considerations
Fanfare:

The tempo of this movement is set at a metronome nki120 and does not
change throughout. The opening of this movement is ugaef and requires the band to
rebalance each time the subject is reintroduced. Thaeasubject must be played a
dynamic level lower than the melody in the opening. Timsement is also heavily
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written for the trombone and has a range of accideralying attention to these
accidentals will be important to keep this movementine. There is also a wide range of
accented and non-accented notes. Paying close attemtios difference of these
articulations will help to make a musical performance.

Song:

The piece starts at a metronome marking of 60. Thesfluiarinets, and oboes
have a difficult ostinato part at the beginning. Whengdagorrectly this section should
sound like gentle wind chimes. The important aspect to ré@eis the main melody or
focus is not on the ostinato part, so playing this se@sosmooth and connected as
possible is the imperative. At measure 13 the tempo mobiesaster and grows
dynamically into 32. Measure 32 starts the two-parbcavhen the band will need to
listen for balance and back away when playing long tonespigte ends with trumpets
playing a six note chord with cup mutes. Intonation andnoal&ere will be an area to
stress. Having the trumpets all playing with the same cup wilithelp keep intonation
consistent. Throughout the piece intonation will neelde stress. Listening within each
section and out to the rest of the band will help keepntbigement in tune.

Burlesque:

This movement starts the quarter note at 152 and doesw'dsiwn. Of the three
movements this is the most technically challenging blaythmically and with interval
jumps. The melody in the first section involves setat sixteenth notes in the brass.
Slowing this tempo down could result in finding a tempo wisdoo fast to single
tongue and not fast enough to double tongue. Measure 30-33 meolikges, oboe, and
bassoon trio. Neither the oboe nor the bassoon a@atsue in other parts, but could
easily be rewritten for trombone and muted trumpet.

The second portion of this song involves 7/8. The 7/8 igifiatult, so could be
a good teaching piece to a band that has never worked inh&#& are also sections of
the 7/8 which mixes in and out of 4/4, 3/4, & 2/4. This iseagway to teach students
how to keep the eighth note constant while mixing metdesasure 90 brings back the
oboe and bassoon parts again. This time it is cued mltdhv@nd tenor sax. Percussion in
this movement will get a chance to have some fun. Mbigement adds a police whistle,
whip, and ratchet.
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Unit V. Stylistic Considerations
Portraits is a three movement work and unlike other three movemeris these
movements do not fit together to tell one story. Rathéh@e movements are all “portraits” of
different composers which have influence Mr. Colonecaspositional style.
Fanfare:

Jack Stamp is the influence behind this movement and theréasdérves as a
prelude. Style must remain the same as each subjecs.efbe countersubjects must
move to the back ground but not slow the piece down. Titldlenof this movement
switches to a more fluid and connected style. It is itgmdrto not slow down during this
section as there are few moving lines to push the metwaafd. | might suggest a
slightly faster tempo at measure 22. The busy natuteeadpening section can give the
illusion the middle section is slower. The compos#mtent is not so slow down, so
bumping up the tempo a click will keep this section movinwéwd. The piece ends in
the same accented and separated style as the beginning.

Song:

Dr. Colonna took the styles of Morton Gould and Aaropl@od to produce this
movement. The opening of this movement is label drearalkkis accompanied by wind
chimes. The wind chimes should be played very gentletiasyi are moving through an
outside breeze. The upper woodwinds can also imitat@#as The composer describes
this opening to be transparent(Miles, Blocher, & Colonna, 2008 phrasing of this
movement starts on beat two and ends on beat ohe aét measure. Even the students
not playing the melody will need to continue the phrass the bar line. Measure 32
starts the two part canon with a lot of accented ndtesse are not to be played as bell
tones or harshly, but rather in a sostenutto style.

Burlesque:

This bright and comical movement was influence by thetdreanard Bernstein.
The style of the first theme should keep the eightlesibouncing. The interlude in
between the melody sections should be accented, boolzal frantic. This will move
the momentum forward to the next statement of then¢h& he 7/8 section must stay
light and not slow down. There is quit a bit of refp@ti through the 7/8 section, so

keeping the accompanying ostinato light will keep this sectioning forward. The
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piece ends with accent quarter note entrance on eath bhese quarter notes should be
played with a bell-tone effect to allow the eachramte to be heard.

Unit VI. Musical Elements
Fanfare:

The theme of the fanfare is stated in the firstfudlasure. The motif should be
played accented and with some separation. Adding theagepawill help bring out the
slurs added into this theme. All other entrances ofthi@me should follow the low brass’
lead. The theme is restated at measure 22 in a legatoToare should be a drastic
change from Theme A and Theme B. Dynamics are n@jar factor throughout this
movement, but the dynamics which are written are yavi@ading into something new.
Mr. Colonna does a good job of preparing the ensembighmige. The dynamic area
which should be addressed is the countersubject startingasune 6 should drop down a
dynamic level to allow the subject to enter.

Song:

The woodwinds open the first three measures with thetes: E-D-C-G, E-D-C-
A, E-D-C-G-F(Miles, Blocher, & Colonna, 2002). At measdrehey split into different
rhythms but are all playing this pattern of notes. Theshaasl saxophones are playing a
chorale over the top of the woodwind line. Saxophones ghawdw they are the color of
the ensemble and the low brass timbre is what thgoser is looking to here.

The ensemble will start to build at measure 27 but pushinggitheo slightly.
Although not written in, a crescendo until 32 is helpéuteach the climax at measure 32.
The piece ends with cup muted trumpets playing the sanmseri notes the
woodwinds had at the beginning followed by one last stateofehe theme in the low
brass.

Dynamics throughout this movement are not written enstore or parts. Adding
crescendos and decrescendos within the phrases will hgdgtkeenovement from being
too stagnate.
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Burlesque:

The melody of this movement is basedGamptown Racest should be play
light and comical. The interludes involve minor seconabmajor sevenths to make a
very dissonant and crazy transition into the melody.

The 7/8 section has a very simple eight measure Med olonna has taken this
eight measure idea and repeats it up a fourth. He mbupsanother fourth playing the
idea in a false canon. He writes the idea up a fouthnoore time before inserting a
transition idea from the beginning of the piece. Mr. Golbends the 7/8 section by
playing this idea two more time with different pitch cesteach time. The 7/8 form is
very easy to follow, but will need to be played lightlykeep it consistent.

Again the dynamics are not widely written with in greats. With the repetitive
nature of the 7/8 section | would suggest adding some dynarh&® appropriate to
keep this section interesting.

Unit VII. Form and Structure

Movement | — Fanfare

M.1-15 Theme A in a Fugue
M. 16 — 21 Theme B
M. 22 - 38 Theme A
M. 39 — 48 Coda
Movement Il — Song
M.1-4 Introduction
M.5-12 Theme A
M. 13 — 20 Theme A
M. 21 - 25 Theme A
M. 26 — 31 Transition
M. 32 —42 Theme A in a Canon
M. 43 — 47 Coda — Restatement of Introduction
Movement Il — Burlesque
M.1-8 Introduction
M. 9 -16 Theme A
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M. 17 -21 Transition using the Introduction
M. 22 - 29 Theme A

M. 30 — 33 Transition using Theme A

M. 34 — 43 Theme B in Eb Major

M. 44 — 50 Theme B in F Major

M. 51 -61 Theme B in Bb Major in a Canon
M. 62 — 70 Theme B in C Major in a Canon

M. 71-74 Restatement of Introduction

M. 75 - 82 Theme B in G Major

M. 83 — 89 Theme B in D Major

M. 90 — 92 Theme A

M. 93 Transition of Introduction

M. 94 — 97 Theme A

M. 98 — 104 Coda

Unit VIII. Suggested Listening
Jack Stamp:

Cenotaph

Cheers!

Fanfare: Sinfonia
Morton Gould — Ballad for Band
Aaron Copland — Lincoln Portrait
Leonard Bernstein:

On The Town Dances

Slava

Unit IX. Seating Chart and Acoustical Justification

Refer to page 18 and 19 of Chapter 4 for the seating cltheicaustical justification.
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Unit X. Rehearsal Plans and Evaluations

Rehearsal Plan — Rehearsal #1 — 3/30/09
Ensemble: UHS Concert Band

Literature: Portraits — All Movements

Announcements:

Time: 25 min.

Title
1. Sight read Movement 1
a. Read through once with out stopping
b. Review spots students did not play wel
so they understand how to practice the
2. Sight read Movement 2
a. Read through once with out stopping
b. Review spots students did not play wel
so they understand how to practice the
3. Sight Read Movement 3
a. Read through once with out stopping
b. Review spots students did not play wel

so they understand how to practice the

2. Movement 2

3. Movement 3

Evaluation
Movement 1

a. Low Brass struggled with note & rhythm accurag¢

in the first few measures. Then again after the

intro.

a. Sight read this movement well. Notes and rhyth

are very straight forward.

a. Need to work 7/8 section. Once the entire band
was playing the 7/8 section was much stronger,
individuals playing during that section were not
confident about the 7/8.

b. This movement is a little more straight forward

and the students are reading the 4/4 section we
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Rehearsal Plan — Rehearsal #2 — 3/31/09
Ensemble: UHS Concert Band — Jr/Sr Brass
Members w/bassoon.

Literature: Movement 1 & 3

Announcement&reshmen gone for MAPS Testing

Sophomores gone on Field Trip

Time: 20 min

Title
1. Work Trombone/F. Horn/Bassoon part in Mvt.
— Work for correct intervals and rhythms
2. Work trumpet part — Mvt. 1
3. Work Trombone/F. Horn/Bassoon part at m. 6
Mwt. 3.

4. Work 7/8 section as a group

Evaluation
Working the opening with the low brass/reed group
worked well. Slowed it down so they could find their
intervals and get the rhythms. Hoping that the Jr/Ss t
were in rehearsal today will take a leadership role and
help the younger ones understand their parts.
Trumpets are reading well. Need to remember when t
are in unison and when they are playing three different
parts. Also worked in some accents with their melody.
Cleaned up the rhythm at m. 6 in Mvt 3. t-
bone/horn/bassoon understand the how it fits with Tub
Group has a good understanding of this section now.

Need to clean up note problems now.

—

ney

)
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Rehearsal Plan — Rehearsal #3 — 4/1/09
Ensemble: UHS Concert Band

Literature: Movement 1

Announcements: Sophomores goioe MAPS Testing

Time: 15 min

Title
. Clean up notes and rhythms throughout this
movement.
Work on legato style at m. 22. Need to have 4

distinct style change from the opening fanfare

Evaluation
1. The opening 15 measure fugue cleaned up nicely. All
parts are coming through and style is starting to take
shape.

Identified some places where crescendos are needed

written in, but not much happening yet. Having the ent

band here will help.

a. Worked on the group cutting off together on m.

and

ire

& 17 on beat 4 and also transferring that to the ¢nd

of the movement.
b. Need to work the balance of the chord at m. 21.
Should sound like a huge organ!
3. Style change at m. 22.

a. The group is aware of it now and doing a nice jg

with it.
b. Also worked getting out of the style change at 3
The next step for this movement, once the entire Eawith us,

is to put in the dynamics.

b

@
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Rehearsal Plan — Rehearsal #4 — 4/2/09

Ensemble: UHS Concert Band

Announcements: Juniors gonerfMAPS Testing

Literature: Movement 1 & 3 Time: 20 min
Title Evaluation
1. Mvtl 1. Mvt. |
a. Review yesterday's rehearsal for a. Review went well. Touched on the releases ang

2. Mvt. I

a.

b.

sophomores. Then run movement so

they will understand what we talked out

Clean notes and rhythms in the 4/4
section. Will need to isolate the melody
for correct note and accuracy on
sixteenth note rhythm.

If time allows, work on the 7/8 section

. When the entire group is together, we need to work ou

crescendos that we worked on yesterday.

crescendos. Right now they are non-existent.

Isolated the upper WW chromatic passage in m. 2. Th
needs individual work. Also will need to check the
progress of this next week.

Isolated the brass parts on m. 2. All op&h B/Ve were
missing some trumpets today, so when they are back
will need to isolate that again. Making sure they are
locking in pitches.

Isolated both the melody and counter melody at m. 22
then put them together. Balance between both sedsion

going well.

—

is

and
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Rehearsal Plan — Rehearsal #5 — 4/7/09

Ensemble: UHS Concert Band Announcements:
Literature: Movement 2 Time: 15 min
Title Evaluation
1. Clean up notes and rhythms 1. Isolated the Flute 1 rhythm in m. 4-11. Lots of dotted quarter

notes and after working they can play it, but it is hoags
consistent. They will have to spend some time om then.
2. Low brass and saxophones sound quit nice at the beginn|ng.
3. Need to work musicality of m. 13-23. Today it was just
notes and rhythms, which are fine, but that line is going td
get stagnant if we are not careful.
4. Fixed trumpet notes in m. 43-46 to make sure all notes are
covered.
5. Overall the notes and rhythms in this piece are finenbeeat

work on musicality.
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Rehearsal Plan — Rehearsal #6 — 4/8/09
Ensemble: UHS Concert Band

Literature: Movement1 & 2

Announcements:

Time: 10 min

Title
1. Run both movements concentrating on dynam
2. Working for more expression in movement 2.

a. Specifically in m. 13-23

Evaluation

1. Mvt. 1is going well.
a. Crescendos into m. 16 still need to get better.
Might need to record to see if what I'm hearing is

correct or not.
b. Got the band to balance themselves at 16 & 17

while they are in a unison situation.
I. Will need to talk about intonation there a$
well.
2. Mvt. 2 notes and rhythms are mostly fine, but still not
satisfied with expression.

a. Need to work the flute 1 part more. Their rhythn
in the first few measures in awkward and not bejing

played with confidence.
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Rehearsal Plan — Rehearsal #7 — 4/9/09
Ensemble: UHS Concert Band

Literature: Movement 3

Announcements:

Time: 20 min

Title
1. M. 34 —Work on 7/8 so student understand
rhythm and style
2. M. 55 — Work on the melody, checking notes i
upper registers
a. Check the notes/accidentals in the
ostinato part.
3. Run m. 34 to end.

1. 7/8 section is more solid now. The students have a go|

. Melody is good here. The upper reeds come in one

. Worked notes and rhythm at the end. Some places we

Evaluation

understanding and can play it slow.
a. Need to work to get it faster.
b. B.Clarinet/B. Sax/tuba some times struggle with
the 7/8 measures with a rest. Can't quit seemt
keep it steady.
I. More repetition here will help

measure before the brass and low reeds. We isolated
and let them hear what is going on. They did a wonde
job of playing independently and fitting with the other

section.

have to watch:
a. Accidentals in ostinato part
b. Oboe solo at 89
c. Work 98 to end. Rhythm and bell tones.

O

rful

b wil
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Rehearsal Plan — Rehearsal #8 — 4/14/09
Ensemble: UHS Concert Band

Literature: Movement 3

Announcements:

Time: 20 min

Title
1. Work on speeding up the 7/8 section
2. Work the transition into the oboe/bassoon sold
at 89
3. Work rhythm at measures 98-99
4. Work the bell tones at the end

5. If time allows, run the entire movement 3

. The 7/8 section did speed up, but took a bit to get then|

. Oboe solo is going to be a challenge. Getting her to

. Rhythms at 98-99 are fine. They were playing them

. Ending is in good shape. We worked on playing just th

. Ran the piece from m.34. Doing well. Need to keep

Evaluation

move to that point. Dragging their feet today.

tongue the sixteenth notes fast enough is going to be
difficult. Also need her to speed that section up.
a. Bassoon and other playing there are doing a fin
job.

incorrectly, but understand them and they shouldn’t be

problem now.

accented notes without holding out long tones. This
helped them hear where the bell tones are coming frorn
and when we put it together whiling holding out the lon
tones it sounded great.
a. Had to work the trombones/euph/f. horn on last
two measures. Need to get them to get their ho
up higher for the ending.

working for speed.

1 to

W

a
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Rehearsal Plan — Rehearsal #9 — 4/15/09

Ensemble: UHS Concert Band

Literature: Movement 1 & 3

Announcements:

Time: 20 min

Title
1. Movement 1
a. Isolate the measures where dynamics
need work and rehearse those
b. Run entire movement
2. Movement 3
a. Work m. 1-34 to make students aware
dynamic contrast and style.
b. Run entire movement
I. Specifically working the
beginning to have correct style
and 34 to end to keep a good

tempo without slowing down.

a.

Evaluation

1. Dynamics are getting better.

Low brass will help if we can get more from ther
on the crescendo
Next step is to isolate legato section and make |

more musical.

2. Aot of note problems in the first 21 measures. Need f{
work that section by parts.

a. Woodwinds need to get chromatic scale better.
The 7/8 section is settling into a nice tempo, but not
musical yet. The students are just playing notes. Will
work on phrasing in this section. It is very repetitse,
we will need to work that much harder here to make

something out of it.
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Rehearsal Plan — Rehearsal #10 — 4/16/09
Ensemble: UHS Concert Band

Literature: Movement 3 & 2

Announcements:

Time: 15-20 min

Title
1. Mvt. 3
a. Flute/Clarinet/Oboe — m. 1-4
I. Work slow and then speed up &
repeat
b. Alto-Tenor Sax/Trumpet/Horn —m. 1-4
I. Work slow and then speed up &
repeat
c. Band work 9-22 for entrances and stylg
2. Mwt. 2
a. Work on better phrasing at m. 13-23.

Evaluation
1. Mvt. 3
a. m. 1-4 cleaned up nicely in the woodwinds. They
have this section up to tempo of 152.

i. Chromatic passage in m. 2 is still not clean
everyone’s part. Individual practice is need
here.

b. Brass/saxophones had problem transferring from g

ff

beats into the on the beat section. When they thought

of the last off-beat eighth note as a pick up into the

next measure the rhythm was solidified an there was

no longer a problem.

c. 9-22 has cleaned up a great deal today. We are c
to tempo, but will need some more repetition to mg
it work

2. Mwt. 2
a. M. 13-23 is really exposed and we worked on 4 ba

phrasing, but this too will need more repetition.

oser
ke
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Rehearsal Plan — Rehearsal #11 — 4/20/09
Ensemble: UHS Concert Band

Literature: Movement 2, 3, 1

Announcements:

Time: 25 min

Title
1. Mwt. 2
a. M. 4-11 — Working flutes only, then add
the band
2. Mvt. 3

a. M. 1-21 work dynamics & balance
b. Transition in to 34 & into 75
I. Working dynamics & balance
with both of these sections
3. Mvt. 1
a. Working dynamic throughout
b. Working to develop the musical line at
m. 22-36

Evaluation

1. Flutes have a better understanding of this section.1¥h¢

flutes have the hardest part because they all dottecequirt

notes while the ™ part is constant eighth notes.
a. Need to do some more daily repetitions of this.
2. Dynamics and balance here are shaping up well, but n
to make sure they do not slow this section down.

a. Transition to not seem to be a problem. If bari
sax, bass clarinet, & tuba are solid on downbeat
the rest of the group will follow.

i. Need to work to get the ostinato section
more clean and separate their notes mor
Very muddy at this point.
3. M. 22 — 36 is better now that the students understand f{
bar phrase. Need to do more with it now.

4. Did not have time work beginning of the movement.

eed

[
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Rehearsal Plan — Rehearsal #12 — 4/21/09

Ensemble: UHS Concert Band Announcements:
Literature: Movement 1, 2 Time: Warm-up - 10 min
Title Evaluation
1. Mvt. 1 Phrasing here is really starting to mature. Studerts@ening
a. M. 22-36 — 4 measure phrases. up their ears more to their surroundings and watching for
2. Mvt. 2 dynamic changes.

a. M. 1-24 — 4 measure phrases.




Rehearsal Plan — Rehearsal #13 — 4/21/09

Ensemble: UHS Concert Band Announcements:
Literature: Movement 2, 3 Time: 15 min
Title Evaluation
1. Mvt. 2 1. Students need to make sure they are watching four measures

a. Build up into 32
2. Mvt. 3
a. Work on phrasing at m 75-89. This
section is very repeatitve and needs so
dynamic shaping so it won't loose

excitement and slow down.

before 32. There is a gradual build here that we alsadaald

e

bit of an accelerando. Students need to watch so we do this

all together.
2. Mvt. 3
a. Added ampdynamic at m. 75 to help give this
section some room to grow. Gradually crescendo
from 80 into & at m. 83.
b. Work the ostinato part at m. 34. This section must

stay light and separated to keep it from slowing do

wn.




Rehearsal Plan — Rehearsal #14 — 4/22/09
Ensemble: UHS Concert Band

Literature: Movement 1, 2, 3

Announcements:

Time: 25 min

Title
1. Mvt. 1
a. Work articulation and style at the
beginning. Each group must do it the
same.
b. Work decrescendo at m. 18-19 and
crescendo into m. 21.
2. Mwt. 2
a. Review phrasing at beginning to m. 24
b. Review build into m. 32
I. Making sure CC part is being
play correctly and at correct
dynamic
c. Review m. 43 to end
3. Mvt. 3
a. Review dynamic change at m. 75
b. Work horns up at end — Horns & T-bon{

Evaluation
1. Mvt. 1

a. Group understands the style much better now. Th

W

saxes and trumpets were a bit choppy, but that is
fixed.

b. The shape of the line at 18-21 is becoming more
musical

2. Mwt. 2

a. Phrases here are starting to sound better. Still meed t
work Flutes to make that more solid.

b. Students need to watch more and follow during thg
accelerando at 30-32.

I. CC player is getting it, but needs to play wit

-

more confidence.
c. Trumpets at 43 need to make sure each moving note
is heard. Some times inner notes are not moving
correctly
3. Mvt. 3
a. Dynamic change is not happing well yet. Will

continue to work




Rehearsal Plan — Rehearsal #15 — 4/24/09

Ensemble: UHS Concert Band Announcements:
Literature: Movement 1 & 3 Time: 25 min

Title Evaluation
1. Mvt. | 1. Mvt. |

a. Review Style at the beginning
b. Review and concentrate on the organ li
quality at m. 21
2. Mvt. Il
a. Work balance and tone of trombones/f.
horn/baritone at m. 5-8
b. Work balance at m. 22.

a. Style is getting better and more consistent.

b. Chord at 21 is getting better with in the brass.
Will need to work balance with the rest of the
ensemble.

2. Mvt. Il

a. Brass at m. 5 need to continue to work on not
making the notes prior to tlsézat m. 6 to big. A
softer attach will allow thefzto be more effectice

b. Balance at m. 22 is getting much better. Talked
about how this section might get to be too much

we don’t do something with the long tones.

if



Rehearsal Plan — Rehearsal #15 — 4/24/09
Ensemble: UHS Concert Band

Literature: All Movements

Announcements:

Time: 25 min

Title

1. Mwvt. |

a. Run through while recording.
2. Mvt. I

a. Work with the flutes on beginning through

13

b. Run through while record

3. Mwvt. I

a. Run through while recording.

Evaluation
1. Mvt. |
a. Overall the low brass isn’t strong enough. The band
is playing top heavy
b. Some spots to work on:
i. Balance out the snare and bass at the
beginning — Bass is too loud
il. Trombones have some issues with wrong
notes yet. M.8-30
iii. WW. Rhythm at 31 is sloppy
2. Mvt. I
a. Overall here we are struggling with balance and nged
to get low brass to play stronger.
b. Beginning part needs to be worked on for balance and
consistency.
3. Mwvt. I
a. M. 1-33 need to work on keeping tempo from slowing
down.
b. M. 34 — cut clarinet part to one per stand or even gne
per part.
c. Work for better tone and balance.




Rehearsal Plan — Rehearsal #16 — 4/29/09

Ensemble: UHS Concert Band Announcements:
Literature: All Movements Time: 35 min
Title Evaluation
1. Mvt. | 1. Mvt. |
a. Review style at beginning. a. Style and musicality of this piece is coming along
b. Work on tempo and legato style at m. 2 nicely.
This section is not musical and is slowi b. Need to work on attacks and entrance. Some of
down. our attacks are to harsh and not with in the stylg
c. Record the piece.
2. Mvt. I 2. Mvt. I
a. Review WW parts during first twelve a. WW parts at the beginning of this movement ar¢
measures still in need of lots of repetition. Parts alone are
b. Work transition into m. 13 and then ok, but not blending together.
balance at 13. b. Balance at 13 is getting better when the low come
c. Record through more. Might need to think about backing
3. Mwvt. I off the trumpets.
a. Work tempo at beginning, so the group 3. Mvt. 1l
does not slow down a. Tempo and intonation at the beginning are getting
b. Take clarinets at m. 34 down to one better. Melody and accompaniment part really
person per stand. need to listen to keep steady pulse.
c. Record. b. 7/8 section is balanced better, but really slowed

down today. Also had some time issues today that

we have now had before, could be due to tempg.




Rehearsal Plan — Rehearsal #17 — 5/4/09

Ensemble: UHS Concert Band

Literature: All Movements

Announcements:

Time: 25 min

1. Mvt. |

C.
2. Mvt. I
a.
b.
C.
3. Mvt. Il

a.

with in this movement.

Title

Review balance and blending of instrumer

Isolate low reeds/brass at m. 19 to get the
aware of the dotted quarter rhythm and hg
it come out more.

Record

Review Ostinato part at the beginning
Review the phrasing of the melody

Record

Listen to recording of professional group
play this movement. Listening for style an
energy.

Review tempo at 34

Record

Evaluation
1. Mvt. |
a. Backing off the reed sound has helped color the

brass sound at the beginning of this movement.

<

b. Dotted quarter rhythm comes through nicely noy
that everyone is aware of it.
2. Mvt. I
a. Ostinato part still needs some fine tuning. Will
need to go a bit faster. Intonation was also an
issue in the flutes today.
b. Phrasing is getting much better now that everyone
is watching.
3. Mwvt. Il
a. Energy at m. 34 is much better now. The key npw
is to maintain that energy throughout this entire

movement to keep it exciting.




Rehearsal Plan — Rehearsal #18 — 5/5/09
Ensemble: UHS Concert Band

Literature: All Movements

Announcements: Concert Day

Time: 20 min.

Title
1. Mvtl
a. Start a couple of times to ensure students
comfortable for concert.
2. Mvt. I
a. Rehearsal the ostinato section with the
woodwinds.

I. Students need to focus in on the
eighth note pulse to keep this sectig
moving.

b. Work the muted trumpet part at m. 43.
I. Work for all pitches to speak and
good intonation.
3. Mwvt. Il
a. Start a couple of times to ensure students
comfortable with the tempo

b. Review transition into m. 34

Evaluation

1. Starting each movement was fine and transitions shou

be in good shape.

2. Measures 4-11 of movement two the students will reall

need to concentrate on. Focus on their own part and 1

try and listen to others around them.

d

y
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CHAPTER 7 - [Serenade op. 22(¢)y Derek Bourgeois]

Unit I. Composer

Derek Bourgeois was born on October 16, 1941 in Kingstorhames. He graduated
from Cambridge University with a first class honors degme®music. He also spent two years
studying composition at the Royal College of Music witlibéet Howells and conducting with
Sir Adrian Boult(Derek Bourgeois, 2009).

During Mr. Bourgeois’ prolific composing career he hagtem for many different
genres. He has composed 46 symphonies, 15 concertos| seebestral works, 7 major works
for choir and orchestra, two operas, a musical, 12 extienwdeks for brass band, six symphonies
for symphonic wind orchestra and many television producticrgloBourgeois, 2009).

Mr. Bourgeois spent fourteen years as a lecture in Mudsristol University. For a span
of three years in 1980 he was the conductor of the SurBhaifiel. He also served as the
Chairman of the Composer Guild of Great Britain and avaeember of the Music Advisory
Panel of the Art Council. He then founded the Natidfwith Orchestra in 1984. In the years
before his retirement he was the Artistic Directothef Bristol Philharmonic Orchestra and the
Director of Music of St. Paul's Girls’ School of Lomii@erek Bourgeois, 2009).

Currently Mr. Bourgeois spends his retirement in PoughkegNgw York where his

wife Mallora is an Administrator to the Vassar Cgé#eof History.

Unit Il. Composition

Serenadeavas originally composed in 1965 for organ and was entledding March
Mr. Bourgeois composed this for his bride-to-be for thwedding and was instructed to make
this piece happy and jolly. This piece was to be plageduests processed out of the church at
the conclusion of the wedding(Miles, Blocher, & Nort@002).

Mr. Bourgeois’ goal was to not get the guest the comfonalking out to a steady duple
pulse. Instead he starts the piece in 11/8 then movX&defore coming back to the 11/8.
This was to ensure that no one felt too comfortable addvget used to the pulse of the piece as
they processed out(Bourgeois, 1984).
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The letters behind the title and Opus number indicatditfezent orchestrations from the
original version. Op. 22(b) was written for brass bahde Op. 22(c), this version, was written
for concert band(Miles, Blocher, & Norton, 2002). Thisga uses a full instrumentation
including piccolo, alto clarinet, four French horns, amd eparate trumpet parts (3 cornet parts
& 2 trumpet parts). The percussion parts are very slingusnly timpani, maracas, tambourine,
cymbal, and triangle.

This is a great piece to teach students mixed meters.tB@experience players in the
ensemble have probably never played a wind band piece imd1838. The piece is listed as a
grade 3 and once the students understand the form andfdtydepiece it plays nicely at that
grade level.

Unit lll. Historical Perspective

This piece originally written in 1964, was transcribedi®¢omposer for band in 1980.
This piece follows in the British tradition of “ligmusic”. Other composers who have come
from this tradition would be Gustav Holst, Ralph Vanli4ihs, and Gordon Jacob, just to hame
a few.

When this piece was originally composed the wind baimidvas starting to change
drastically. There were no longer problems with not hagmgugh music for a concert band.
The above named composers along with Percy Graingere Mifersichetti, and many more
had composed libraries full of different styles of nousritten for the concert band. Fredrick
Fennell had already introduced the wind ensemble and a nawfid@mmissioning composers

to write works for band had become a huge success.

Unit IV. Technical Considerations
The piece is set at a light 76 on the metronome.pldee’s biggest hurdle for students
will be the uneven meter. The majority of the piecm 11/8, a brief section in 13/8 with a 7/8
measure thrown in before going back to 11/8. The next dliffgortion of this song is the
monotony of accompaniment part. This piece originallgtem for organ was meant for the foot
and left hand to play this part while the right hand platyee melody. Playing only one part of
this accompaniment line can be taxing on a students coatientand will cause the group to
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slow down. Working the accompaniment as a whole wilh lkelep this line consistent. Also
work to have the bass line listen to the melody ierdhanges in their part.

This piece calls for some abnormal solo instrumentsgdbes a nice job of cross cueing
these parts to make the piece very playaBifeoloe is cued in thé'@clarinet throughout, Eb
clarinet solos are cued in th& dlarinet part, Alto clarinet solo is cued in tH& @arinets, and
piccolo solo is cued in the flutes. Measures 40 & 41 hiavesf clarinets, and trumpets at the
extreme end of their ranges. Trumpets & clarinets arBlomand Db around high C and flutes go
to third octave Bb and Cb. If the trumpet range is to lagby the flutes and clarinets to take
over at this part to get the pitches out.

Flutes and clarinets have a chance to learn two newssitadhis piece. At measure 21
they are playing a D mixolydian scale and at measure 3Be¥lay a repeated F mixolydian
scale. This is a good chance to teach the entire band aiixolydian scales and even use them
in warm-ups. Measure 32-35 is a potential place for the peeslow down. The melody
switches to the low brass and the light nature optéee is very difficult to imitate on these
instruments.

The piece ends with a French horn solo and slowinghdbe rhythm, not tempo, by
eliminating instruments first and then going from trigést| to a duple. The piece ends with
piccolo, F clarinet, two bassoon notes, and a tuba.

Unit V. Stylistic Considerations

Serenadas written in a very light and calm manner. Througltbig piece the melody
should stay light and almost effortless. There araaoented notes through out this piece, but
there are a few staccatos. Although not notated this Wayuld play the staccato as if it had a
tento marking above the note to keep the effortless.styshort staccato note is going to seem
choppy and not fit the style of the piece. This waltbue with the staccato notes in the
woodwinds in measure 32-35. These should be separated, bot clp these notes. This
effortless idea needs to transfer over to the laxgdmwhen they have the melody in the lower
register of their instrument. The accompaniment pattarbass line should also remain light.
The tuba plays on each beat, but does not have dottedrquarteey have quarter notes with an
eighth note rest written giving the idea this should ltl@ detached. Playing the notes full
value will put to much weight on the beat and cause thepgio slow down. Players on the off
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beat parts should also keep their part light and detaktading the group sing their parts will
help them understand the style. Sing using the syllalmesniwlot-dot, boom-dot-dot, boom-dot,

boom-dot, boom-boom-dot-dot...etc.

Unit VI. Musical Elements
Melody:

The melody of this piece should effortlessly floababdthe bass line
accompaniment. The melody is blocked in four measure gheasd should be treat as a
phrase not a measure by measure idea. The accompaninierdguts to be supportive,
but not over shadowing the melody. Bass line also neestsly light so to not slow down
the piece.

Rhythm:

The bass line ostinato is very repetitive and would béyemught as a warm-up
to the entire group. Assuming the group does not have mpehmnierce with 11/8 &
13/8, as most bands do not, splitting the group into two grangbplaying this line will
be a great way to get them to feel the 11/8 & 13/8. Havgrthgps switch so everyone
gets a chance to be on the beat and of the beat.

Dynamics:

The dynamics of this piece are very simple. Theegarts at softg” or “mp”
and then gradually crescendos upftd at measure 40-42 and then comes back down to
a soft last note. As the piece gradually builds, mastuments are added. Notice the
trumpets do not enter until measure 31 when the biggestfhd song is coming up.

The trumpets also do not have melody until measure 3&gstescendo into the climax
of the piece. Mr. Bourgeois also starts to eliminasgruments as the piece ends with just

five small voices.

Unit VII. Form and Structure

M.1-2 Introduction
M.3-21 Theme A
M. 22 -31 Theme B
M. 32 — 44 Theme A
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M. 45 -51 Coda

Unit VIII. Suggested Listening

A full list of recording containing Serenade Op. 22 (@tis
www.derekbourgeois.com

Happy and Glorious March by Derek Bourgeois
Tipsy Serenade by Derek Bourgeois
Bolero by Maurice Ravel

Unit IX. Seating Chart and Acoustical Justification

Refer to page 18 and 19 of Chapter 4 for the seating clthetcaustical justification.
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Unit X. Rehearsal Plans and Evaluations

Rehearsal Plan — Rehearsal #1 — 3/30/09

Ensemble: UHS Concert Band Announcements:
Literature: Serenade Time: 20 min
Title Evaluation
1. Clapping Exercise 1. Clapping exercise went ok, but would have helped to have
a. Divided the group in two. On group some visuals for the students to look at. The entire
clapped the main tuba rhythm — Dotted exercise was done by rote. The students did get the idea
guarter, dotted quarter, quarter, quarter of the rhythm and understood what to listen for while
eighth note. playing this piece.
b. Group two clapped the off beat eighth 2. The main accompaniment part was done well. Students
notes. locked into the rhythm and kept it solid. The woodwing
2. Read through measures 1-21, 11/8 section. melody needs some work. They struggled with the
counting of the 11/8 more than the basses did.
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Rehearsal Plan — Rehearsal #2 — 3/31/09

Ensemble: UHS Concert Band — Jr/Sr. wood-  Announcement&reshmen gone for MAPS Testing

winds only. Sophomores gone on Fieldprr
Literature: Serenade Time: 15 min
Title Evaluation

1. Clarinet/Oboe melody m. 3
a. Play with Tuba/Saxophone
accompaniment part
2. B Section — 13/8 section
a. Work Melody with new tuba/saxophone

accompaniment part

2. First reading on this section was good. Not much time

Notes and rhythm is getting stronger after working
through section. Need to continue to work to get style
better. Will listen to recording to get a better feel
style.
a. Tuba/Saxophone accompaniment part is taking
shape. A very repetitious line that needs to stay

consistent.

spent on this section; just enough to read the rhythms
and answer any questions the students had. We will n

to work this section again when entire group returns.

bnce
eed
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Rehearsal Plan — Rehearsal #3 — 4/1/09
Ensemble: UHS Concert Band

Literature: Serenade

Announcements: Sophomores goroe MAPS Testing

Time: 20 min

Title

[ —

. Listen to recording
a. Have students listen to style as well nof
rhythm.
2. Start from beginning and work melody — makir
sure style starts to come through when melod
being played.
3. Work on the 13/8 sections.
a. Work accompaniment part until they
demonstrate they can play it.
b. Work the melody
c. Work both together
4. Work F Mixolydian scales with WW at m. 32

1. Melody is getting better. Is going to need some individ

. 13/8 section

. F Mixolydian scale is going well. We played the F onaj

Evaluation

work on the students part and we will work that in

lessons.

a. Accompaniment part is going well. The pedal
notes in the tuba are a problem. No bari sax toq
so my hope is that the bari sax will help the tubg
out in this section.

b. Melody here is in the same shape as the A sect

scale in warm-up today. Once we got to that point we
play the major scale, then lowered tffe &nd then played
the scale slow. Also had to play/tune up notes 7 & 8 s
they could hear the difference. Move the scalesifaste
until we had it in tempo. That section seems a it les

overwhelming for them now.

ua

lay,

IS

on.
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Rehearsal Plan — Rehearsal #4 — 4/7/09
Ensemble: UHS Concert Band

Literature: Serenade

Announcements:

Time: 10 min

group.

Title

1. Work Low Brass melody at rehearsal mark 6.
2. Put Low Brass melody together with rest of thq

3. Work melody throughout the beginning sectiof

1. Low Brass melody is better, but they are slow getbifig

. This melody is in the extreme low register of the

. Melody is getting better, but still not coming together.

Evaluation

of beat 2.

instruments’ range and they are going to need to play on

top of the beat as much as possible. Having them listg
the Flutes/clarinets in this section will help. Theytb
have eighth notes on beats 3 & 4.

Will need to work more in rehearsal.
a. The ostinato part is doing quit well. They are 1
budging which is causing the melody people to

have to keep up. | consider that a good problen

have.

n

ot

N to
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Rehearsal Plan — Rehearsal #5 — 4/8/09
Ensemble: UHS Concert Band

Literature: Serenade

Announcements:

Time: 20 min

Title
1. Isolate Melody at beginning through rehearsal
mark 6
a. Working repetition and style
b. Keep melody to work with the ostinato
2. Work on putting all parts together at rehearsal
mark 6
a. Tuba listening to Flutes & Clarinets on
beat 3 & 4 for consistency.
3. Work notes and rhythms at rehearsal mark 7 4
a. Specifically look at third octave notes in
the flutes and clarinets. Makes sure

everyone is play correct fingering.

. Melody is starting to get more clear and consist&ume

Evaluation

more repetition will help this to keep getting better
Isolated the upper WW & low brass to listen to teach
other. The section cleaned up nicely and more repetiti
will help it even more.

Upper register notes are a problem right now. Flutes g
playing Bb & B, in the third octave. There is going to
have to be some practice on those during lessons.

a. Rhythm does not seem to be a problem here.
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Rehearsal Plan — Rehearsal #6 — 4/9/09

Ensemble: UHS Concert Band Announcements:
Literature: Serenade Time: 5-7 min
Title Evaluation
1. Run through from beginning to give the band 1. Melody is getting better, but we are going to need a
another repetition on the 11/8 & 13/8 sectional on this to get it more solid. It just iyetting there

fast enough.
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Rehearsal Plan — Rehearsal #7 — 4/15/09
Ensemble: UHS Concert Band

Announcementd:lutes, Oboe, & Clarinet only.

Literature: Serenade Time: 10 min

Title
1. Work trills at m. 25-26 & 32-35
2. If time permits. Run melody section and look
for any rhythms that students might still be
playing incorrectly.

1.

. Flutes need to work on m. 15 — 19. Will do that tomorr

Evaluation
Trills are in good shape. Need put them with the band
tomorrow and make sure they are staying even and

consistent

in flutes sectional.
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Rehearsal Plan — Rehearsal #8 — 4/16/09
Ensemble: UHS Concert Band

Literature: Serenade

Time: 30-45 min

Announcementd=lutes Sectional

Title
1. Work m. 15-19
a. Work slow to get notes — then speed up.
2. Work m. 40-41
a. Work slow then speed up. If some are no
going to get the upper notes, have them p

down the octave.

1. Flutes have a better understanding of the rhythm now.

There still needs to be some individual practice timeafo

few of them.

a. They also understand the third octave notes/fing

better too. Individual practice time is needed heg

too.

Evaluation

95
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Rehearsal Plan — Rehearsal #9 — 4/16/09

Ensemble: UHS Concert Band Announcements:
Literature: Serenade Time: 15 min
Title Evaluation

1. Solidify melody from beginning — rehearsal mark

2. Work inner parts of melody at m. 14-21

. Melody is starting get more solid. Piccolo was added &

m. 11 instead of the flutes playing the cues
a. Piccolo is going to need to listen; it was very ouf
of tune today.
Inner parts need to come out more. Listening for the
dissonance in the flutes and clarinets. The diss@nanc

should come out more than the melody at m. 14 & 19.
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Rehearsal Plan — Rehearsal #10 — 4/17/09

Ensemble: UHS Concert Band Announcements: 25 min. assemlibday, condensed rehearsal
Literature: Serenade Time: 15 min
Title Evaluation
1. Work m. 45 to end 1. The end is in much better shape now. Students will nged
a. Work to have students understand how some more repetition to get pitches more solidifiéte
the rhythm works at the end. Focusing key to keeping this section together for the students will
on last four measures be watching.
2. Straight run of piece 2. The piece is in better shape. M. 40-43 really needs some
work yet.
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Rehearsal Plan — Rehearsal #11 — 4/20/09

Ensemble: UHS Concert Band

Literature: Serenade

Announcements:

Time: 15 min

Title
1. M. 40-43 — flute/clar/oboe/trumpets/cornets
a. Eighth note rhythm. Working notes as

well as the crescendo through this line.

2. M. 36-39 - Melody

Isolate moving rhythm on beat 3 & 4 in
m. 38

Isolate rhythm in m. 39

a.

b.
3. M. 36-end
a. Putting everything together along with
the ending we worked on last week.

Evaluation

Upper note fingers are still a problem for flutes and also
range for the trumpet, but the rhythm is much better.

2. Both rhythms 38 & 39 are in much better shape.
Actually went through this section starting at 32.

a. Playing this well. Need to work flute notes at 40, and

making sure that the dynamic gradually decreases

the end.
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Rehearsal Plan — Rehearsal #12 — 4/21/09
Ensemble: UHS Concert Band

Literature: Serenade

Announcements:

Time: 10 min

importance.

Title

1. Run tune while fine tuning percussion.

a. Will stop to help percussionist, as needed the crescendo and finishing the phrase into m. 22
with entrances and indentify their

Evaluation

1. Timpani is getting entrance at measure 21, but need to w

2. Still need work on timpani in m. 25 into 26

3. Maracas and Tambourine are doing fine.

Drk
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Rehearsal Plan — Rehearsal #13— 4/2409

Ensemble: UHS Concert Band Announcements:
Literature: Serenade Time: 15min
Title Evaluation
1. Review 9-end 1. These spots are improving. Students are still not
a. Make clarinets aware of airy tone qualit completely confident with the meter. They are having
here. hard time letting go and trusting they know the piece.
2. Review 8-9 Will continue to work to get them to open up more.

a. Reviewing crescendo from m. 40-42
3. Review 5-6

a. Reviewing crescendo at m. 26

b. Reviewing meter changes at m. 30

4. Record a run through
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Rehearsal Plan — Rehearsal #14— 4/27/09

Ensemble: UHS Concert Band Announcements:
Literature: Serenade Time: 10min
Title Evaluation
1. Work on rhythm in m. 16-17. 1. Rhythm problem is fixed. They were not getting off of
a. Problem here when we recorded on beat two soon enough. It was causing them to fall behjind
Friday. and not be together with the accompaniment part.
2. lIsolate timpaniin m. 21 & 25 2. Timpani player understands her role now. | don't beliey
a. She is getting entrances, but not that she is feeling the part though. Transitions alle sti
understanding the her part in the awkward.
transition.
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Rehearsal Plan — Rehearsal #15— 5/1/09

Ensemble: UHS Concert Band Announcements:
Literature: Serenade Time: 15 min
Title Evaluation
1. Work to get tempo to start faster and maintain| 1. Students can play the faster tempo, but they need toifocu
throughout the piece. keeping the eighth notes light.
a. The repetitiveness of this piece makes| 2. Ending is sounding really nice. The horn soloist @siolg
difficult to not slow down. great and clarinets are producing a nice section sound.

2. Review ending from 9 to the end.
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Rehearsal Plan — Rehearsal #16 — 5/4/09

Ensemble: UHS Concert Band Announcements:
Literature: Serenade Time: 15 min
Title Evaluation
1. Review tempo at beginning 1. Tempo was sagging today. Tubas are holding their notes
2. Review dynamics throughout the entire beat and it is cause in the pulse to slomndo

After working on their notes becoming shorter and lighte
so they are out of the way of the off beat people, the

tempo started to become steady.

2. Dynamics were not good today. | feel like they knows th
piece well enough they should be putting in more

dynamics.
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Rehearsal Plan — Rehearsal #17 — 5/5/09

Ensemble: UHS Concert Band Announcements: Concert Day
Literature: Serenade Time: 15 min
Title Evaluation
1. Review tempo at the beginning 1. Piece is in good shape for concert. Have fun and 'enjoy

2. Review dynamics throughout.
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Appendix A - Score Analysis ofNational Emblem March

Measure # i ]2 (3[4 ]5 |6 |78 [9]w0]1]112]
Form Introduction
Phrase
Structure /
Tempo Allegro/March Tempo
Dynamics fZff| ff | ff | ff | mp-crescendo |f <]ff —T==|mf----
Meter/Rhythm Cut Time - 2/2
Tonality Eb Major
Harmonic | ) Eenzemld on dnn"mate chord - upper voices
) Tonic [---yii® | move chromatically up and lows move charm.
Motion Dawn
Orchestration Full Ensemble Toones
General Start of a Race! Opening Shot and the race starts to the first theme, Patre
Character
Low
Full Ensemble does a subtiop  reeds/brass
Trombao
Big dynamic level - Make sure accents | & cresctom, 12 High decrescenda .
Means for ) . X : percus
) & staccatos are brought out to ensure | Reeds/Brass have a ascending while and
Expression clarity line & Low reeds/brass havea  trombanes
decending line. enter with
melody.
Conducting  |piece is in cut time and will be conducted with a basic 2 pattern. Eighth note triplet pick
Concerns & | upin to m. 1 will require a prep beat that bounces off the down beat, This will give the |Conduct
Rehearsal tempo and a chance for the ensemble to breath and enter correctly. A lot of accents on
e beat 2 in the intro, so emphasis will be placad there.
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Bl ||| B|{w ][00 ][2|B3]|M]|B]8|7
Theme A (Repeated)

TN NAN N

Allegro/March Tempo

Cut Time - 2/2

Eb Major

Tanic V-1I | V vil® I i V V I

[Euph have melady, Tpt/Clar have counter melody, Low ~ Tpt/Clar continue melody, Euph/T. Sax fanfare fills, Low
Brazs/reeds and percussion accompany brass/reeds accompany

stic theme with a light/playful counter

melody Patrotic thema with a light/playful counter melody

ine melody drives this section. The low brass/reeds and

sion set 3 solid rhythmic foundation while the trumpets

| upper reeds play 2 light counter melody behind the
trombaones.

High Brass and W.W. continue with a variation of their counter
melody and a pdynamic. The Euphonium and Tenor Sax
ntroduce a new melody.

ting here will be very discrete and out of the way. Cue the trombones on their entrance of the melody in m, 11, Shaping
the dynamics and the phrasing with left hand,
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25 [ 29 | 30 | 31 | 32 [ 33 [ 34 |35 | % | 37| %] 3] 4] 41 4|

[F = e fromenen < = peeee
Decending line Same line s
focused on Tonic V v | 28-2upa V7
tonic whole step

High Reeds, Cls, A.Sax, Group in m.28-30 take melody - Low High Reeds, Cls, A.Sax,
TI 53.\,- T:|t5| |5. FI E,ass AC:. TI Sa}u TmEJ B! FI
Homs Unison Homs Unison

Group in m.28-30 take melody
Brass Act.

High Reeds, Cls, A.3ax, T Sax, Tpts, & F. Horns Unison have a line of
quarter notes for two measures that diminuendo to pdynamic. The
trombones end the phrase with four fortissimo staccato quarters,

This section is repeated from the previous eight
up a whale step.

At the start of each phrase the left hand will shape the decending line while the right hand continues to be discrete, Attt
notes the baton will need to simulate this in th
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43 | 44 | 45 | 46 | 47 | 48 | 49 | 50 [ 51 [ 52| 53 | 54 | 55| 56 | o7 |
Theme B (Repeated)

>~~~ ™\ f/'

Allegro/March Tempo

________ =f g e[| RS -f.. =] ff ff - each note
accented

Cut Time - 2/2

ED Major

Decending line
Tonic focusedon  Trombone quarter notes fill out the tonic chord here, | i I IV I
tonic
High Reeds, Cls, A.5ax,
T, Sax, Tpts, & F, Group in m.28-30 take melody - Low Brass Acc.
Horns Unizon

- Low Full Ensemble -

Accented Half notes

Flowing and graceful

The a third section of the same material, but back down a whole stepto|  Half notes in the A

measure, but is  repeat measures 28-35. The trombones have quarters at the end of | ensemble with driving mT
this phrase as well, but this time they are assending/crecendaing into | septuplets in the snare quartsi

the next phrase. drum.

Conducting here will need to be more 21
he end of each phrase when the trombones have their powerful staccoto quarter  their quarter notes that drive us into th
8 e, Conducting accented beats through the

precize release will be needed
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o8 | 59 [ 60 | 61 | B2 | 63 |64 | 6|66 | 67 |68 |69 | 70|71 |72

o~ /

ff :_'_:::-f ---------- Accompaniment part = mf/Melot

[vity7 I Tonic

Brass & Mid Brass & Mid reeds continue w/acc part - Trombones take

Reeds melody High'

Low Brass finish phrase

Regimented and stately

Quarter note decrecendo and get out of the way for the low

bination of staccoto and slurred ua?tfll':sﬁ"st:iu orass melody. The bow brass melody is accented with 2 mg::j”
notes in the low reeds and brass ?we b Fcrtthz fcymbal crash, The melody does not dimiuendo into the next Thsi;:

ends this section. i ohrase, Instead it stays strong as if it were passing the melody
' off to the high reeds and trumpets,

nimated, Cue the trombones for | Because the previous phrase ends with 2 staccato note, 2 light and staccote | Cue
& ensembles ffaccent half notes. | prep will be needed to bring in the group. Shape the line of those quarters for | neede
2 end of the phrase, A clearand | the first two measures, Cue low brass for melody inm. 64, Noreal pattern | mea
3t the end of this pharse needed here, but rather shaping the line with both hands,
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73 [ 74 [ 75 [ 76 | 77 | 78 | 79 [ B0 | 81 | 82 | 83 | 84 | & | 8 | 67 |

Theme C (Repeated)

TN

Allegro/March Tempo

dy =f fu

Cut Time - 2/2

Ab Major

III

I i

Yeed & Tpts take melody - Mid Reeds & Low Brass acc.

High Brass have melody & fanfare - High Reeds & Cls flourish
part [2x only) - Low Brass acc.

Fanfare anc

ter notes continue while high reeds and trumpets take

. The last two measures cresendo into the nest phrase,

enhanced by a forte piano in the snare drum and trills in
the upper reeds.

The four measures are
rhythmically the same. The
brass melody is down 2 minar
3rd. The upper reeds start on
a C mixolydian scale before
repeat the same rhythms down
a minor 3rd, Percussion
dynamics are zlso the same

High Brass melody & fanfare
drive this section. Upper reeds
have counter melody with 2 F
mixolydian scale to open up
their part. Measure two of this
phraze the percussion have
sFFz hit in all parts.

the Trumpets and high reeds for melady, No pattern

d here aither, Continue to shape the line, The last two

sures will need help with the cresendo into the ending
phrase,

Gaing back and forth every two measures cusing WW flourish
pattern, A quick and precize
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CIERNERERER R

Fd
------------------------ {( fif
N I vik | V7
Same as m. 80-87 w/trombones added to melody
1 Flourishes

Brass continues with a small
variation of the fanfare they oo driving to the end.

nave been playing. The upper Upper reeds have a Db major
reed flourish part starts off  ceale crarting on 2 D natura

with a Db major scale, Al and end with 2 &b major
percussionists have a sFFz hit armpeggic. Everyone

At & wehi )
E"taﬁ Zln:I.f ‘hl'”EEEU'E“h'E crescendos from Fto FF in the
S0 fills in :IEI':EEI'I onm. 1& a5t 7 measures,

Brass have accented whole

part first then the brass fanfare nest. Keeping the basic two
+ release will also be needed,
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Appendix B -Score Analysis forOn An American Spiritual

Measure # i | 2 a3l 4 5[ & |78 [w0]11]12
Form Theme A
Phrase

e R

Structure /"'#__1‘“"“'-.\ ’ff"'ff \\ f_,_..-"'_"--\

Slowly, expressiviey - Quarter Mote = §

Tempo
= e ] I—
Dynamics P ‘_‘} £p .::_': _— | mp ::"__':'_"__::'.?-" —
Meter/Rhythm Twia Quarter note pick up intom. 1 -4/4 34 4/4
Tonality Eb Major
Harmaonic )
Motion Tonic v W I
. F.Horn & Clarinet | T.Sax & F. Hom join the duet B. | _ - L
Orchestration Duet ChBassoonB. Sax join in m. 8 lioboelcliA. Saxtpts join.
General Somber and Remorseful
Character

Tenor sax and 2nd harn come in o
Means for Hom and Clarinet add depth and harmony. B. More instruments add to
duet wiexpression  [Sax'basscon'B. Cl - have decending| melody to add mare depth.

Expression
Bth notes to lead into m. 8
Starts with a pick up
on beat 3. Hom and )
clareints will need o Keep countermelody nice and strong
Conducting i ) i and add rubato. Allowing this Meldoy shift to fl & trumpet,
listem for intonation. )
Concerns & - . melody to push and pull will make | but there should not be a
Clarinets are goingto| . . . o
Rehearsal this piece vey dramatic. Make the |  break in the line. Keep
have to vent on the .
low reed enfrance atm. 8 very rmaoving forward.

Considerations A's and harm wil

have tolipthe D
down to b2 in fune.

zubtle and almost unnoticalbe.
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13 | 4|15 18| 17|

HEENEREEEE

28 | &

Transition

AT DNAT DN

0
iy __..-"' ] | [ —
34
Tpt solo on fonic
0 wimaving quarters . _
" leading into key iv - wipedal Eb
change

CIB. ClBassoon/

Saxes/Homs only Euph & Tpt soko come in.

at different times. Low brirds suppaort.

Flutes/4 5axT. Bones/Snareltyloieymbal - all speak

Short Caesura on m. 13 & 14 will add to th

16 to end the phrase.

dramtic nature. Euph and tpt solo join at m.

g

piece.

Agitated and accented rhythms to create tznsion with inthe | Agitd

Take time through this section and in
between caesuras. This will add to the
drama of the piece. Euph and trumpst solo
can come out even with the soft nature of
the saction.

Lots of repetition in the altos. Will need to maybe stagger
measures 5o the section doesn't get tired and slow down.
Very improtant to keep tempo up. Trombones should work
to get pitch before they start to add glissandos. Also make
sure t-bone blend into the ensemble and not stick out or not
ke heard.
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EE IR R R R

40 | 41 | 4

Theme Af Tin
" | '--..___'
, f/'
Faster - Quarter note = 178
| i
f o sfz/mf f gradual crescende stz sz sz &
44
Bb minar
iic - addi T I | [ ey
toriic - minor tonic - adding 2nd and Tth {7 !',f i !',r i

for dissonance

Trumpet - melody, Flicboa/darinet - running Bth notes - Low reeds/brass suppart.

Full ensemble wipend

Hectic and Chaotic

ted rhythms confinue, running 8th nates start and melody
come back, all adding to the tension.

A cluster of notes starts
building in the tpts to
continue the build of tension

Accented marcata rh
the last phras

sure the flute/choelclarinet line matches up with the snare
frum. 18th notes also need to line up with xylophone.

Trumpat notes star fo create
dissonance. Make sure
each note is accented as
they build toward creating

tension,

It will be difficult to
section. Make sure th
big sound not a bl
should be short and o
timpani solo. Alsom
different so o b
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43 | 44 | 45 | 48 | 47 | 48 [ 40 |50 | 51 | 52 [ 53 | 4| 55 | sm
siticn Theme &2

Much Slower o
Quarier = 52 ress
] I N Ry {7 T I
f N —*:______' ff # sz T==| p
34
Eb Major (no
key sign.
Change
. IR Melody in tonic - Acc. Part has tonic & . .
i Vi =Vl ominant with b2 and b5 o add disonance. | 1" Tonic
, 4 sl Lower trumpets! homsieuph = melody & FullEns. | Low brassireeds sup
| 5=ion Snd Hmpant =aio rest of ensembde on osstinato part. Minus filper. on 8th nod
Brutal - Shock and Awe Realization
Very slow and .
thms build the tension in| A driving accented rhythm push the melody | separated Gra,d:alht,'u"d t:rTUQ
B of the melody. t the first climax versionofthe| o s NER S
main maotif.
not blast throught hI.S {=stinato pattern over the top should not B'T: B Asthe phrase ends in
g 5fzs are played with a , i deliberate ,
overpower the meledy. Meldoies arzinthe| that the the clarinet
ity sound. Releaszes ; . .. with notes .
lowier instrument and osstinato part is in the reeds/brass line up w
ean to get out of way of , and make sfz 1 i
. upper reads/brass. Potential for balance tuba will help keep th
ke each repeated idea . cresc. Very
. D issues hers, )
fild tension higher. dramatic.
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57 | 58 | 50 |60 | &1 | 62 | 63 [ 84 | 65 | o8

g7 [ 6 [ [0 | 7

Development

L1

LA TN

="

AT 1 N

o forward - Quarier note = 126 (Gradual allargando

i

Majesfic, yet pressing forward -

grad. cresc. | mp grad. cresc. mf grad. cresc. f gradual cres
44
F Major wino key signature
Y I Tonic [ D | =i ] ik
ot - CIf sax A& & T =sax have 8th notes - |Confinuation of paris - Fl add| Flichos/clA. Saxipts/Thones - mely
S full ens. Support -notpts- | 16th notes to help move have counter melody - low brass
=3 .
W.C. &5 Cym. Crest. supparting.
Dramatic Maj

hout this section. Running 8th notes help keep this moving forward. The

reat a sense of ergency and the sus. Cymbal is key in the growth of the
rescenda.

The main melody should soar over i

The countermelday in the T. Sax ang
makes this section be

m. 54 the enfrance in m. 55 is on the and of one. Will need to make sure

5 and 1. sax breath on one to come in together. Making sure that the low

th the clarinetit. sax on beat one of measure 56, Syncapated rhythm in the

E momentum maving as well as the flute part in m. 63. Bath will help drive
the lang tones inte the nesxt measure.

Key to making this section beautiful
Sax ine. The clarinet/flute runs \
joyfulness of the section. The snare
difficult to count and put with the end
will need to have this down in the p
will make sense with the
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72 73|

|75 |78 | 77 | 78

70 |80 | 8|82 [e3]| 84| s

Thems A3

Cioda - based on Theme &

"..___,..-

™\

..__._,.--—-..____

/

N

1 T~

/ N

Cuarter note = 82

Suddenly broader wiubato

Slowily, expressively, rubato - quarter note - 70

rendo .::_"_:_"':_ i f HE@F" p my
F Major Eb Major
V- [ W= [V W] D= | =] UII”:‘J- Tonic
9y.T. 5ax & F. Hom CIB. CiBassoon'T & B, SaxTuba | U]
and low reeds are Full Ensemble F. Homs . . and T|
w/Honrs - Triangle
estic and Rejiceful Reverant

op of everything here.
Hom should be what

One acending line and ane

decending line come
together at m. 76 and m. 77-

Complete dynamic shift. Ending in the soft & subtle d
start to decend. Students will need to stagger their bre

vill also had to the
part in this secton is
emble. Snare player
actice room befare it
Ensemble.

it T8 are very phrase. M. 85 the T. Sax and T. bones state the melod
' separated/deliberate/ and and Triangle enter on last measure to fill out
emaftional.
will be the £ hom & T. | Lining up the acending and

decending line will be a bit
difficult. Focus the |ow reeds
and brass on the triplet
riythin will help keep the
tempa steady.

This is a very exposed seclion to end. Intonation and st
here. Having section stagger breath will help keep bo
phrases from dying. T. Sax/T. Bone duet at the end of

hide with in the ensemble. Also really bring out the Alio

Jofm. BB. This help add depth to the g
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-rall. at end.

continues - T. Bome

Sax have melody to
end.

rnamic level. Motes
Lathing to sustain the
ocne last time. Fliues
the chord.

Emina will b= an issus
h the intonation amd
hm come out and not

sax and Euph on beat
hicrd.
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Appendix C - Score AnalysisPortraits Movement | — Fanfae

— R R R A E N R R R
Form Theme A - RoundFugue
Phrase
oo i f.—_-ﬁ\\\ P =T =T Pl = |
Tempo
2nd statemani of theme - F
“| 3rd statement- F 14
Dynamics 151 Stabement of hieme - f 1=t stabement dawn ta
at mf - res
mi
Meter /Rhythm
Tonality F Mafor Eb Majar Eb Majar
Harmonic Low Brass agd Ab nm. 9
Motion | W CYast ERNOIES ONECAAGE | \oading nto torial change
Snare/| Sroup 1-Bassoon, T. SEL | - = i
Bass: | T-bane, & Euph - Percussion| — o7 i, S 2 Group 1 & 2 continy
Orchestration entars - Flitag, Oboe,
€. | pay pick up o enterin ot T
cym Group? Gt
General
Malesllc Fanfare
Character J
Means for | PCUEION hvE 3 0ne beat pickup | Group 2 eniers with meiody | Group 3 enfer wim m
5 E:;iu; before e main theme In Infoduce. | & f and group one back | 2 mainiaina mf,
xp Maln them &tans In 3 marcato syl off to mf Efisemibie resd
Pleca siaris on beat 4 of maasune |
Wih ihe percussion. Wilrequirea | As e fugue condinues, m. & and m. 10 wil be pd
Conducting  [0o0d prap to bing In percussion and| must Bsten for style and balance. Groups entering
Concerns & | prepare the band for thelr entrance. | e style that has been set by the first group. Also
Rehearsal | Stvie ls extremly imporiantinthis |  part within the ansemile. Once 3 group is done |
Considerations | 00ening statement. This styte must|  must stay confident, but be In the backgroud a6

be matched In the next two
entrances by ofers in Mme band.

restated.
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3 W | 8| 6| 78| 8D | A2 B W|5] %]
Thems B
="
"‘-.\ e j,-r"’ £y Had /.s" \“\ /.r“
Klieqr quarter nofe = 120
| B Ind staterment "
bnda Into 16 il Rl - - Ry ’
AR
D Major Bb Maior
P .
M”t‘::g o S1ays n fanic Added
£~ G 3 nters - Ciarnets & Alto Sax have melody, while 1oy
Full Ersembie
els I'E"'.*ER'EH'EEEUF':EHTHW].
Sgwart and detached

blody at #, groups 14
M. 15 - the full
dos Inko m. 16

Full ensemble 5 playing 3 repeated marcato
rhyihm, Crasend frough m, 16 & 17, m.
16 & 12 decresendos to end prase, M. 20

CrEsandos back up Into 21 Iat shoukd be
pizy with an argan ke quaity

Clannets and saraphones have maiody wh
and reeds support undemeath. Evaryihing
very isgato and connected

nis where ihe band
must Isten to match
Mt sten 0 @e oan
th the melndy they
e thame i eing

Cresendo into m. 16 i5 very Impariant 3s It
heips bukd momentum int this section.
Students MUt piay marcato and be carsty
fo nof overblow,. M. 21 end e phrase Wil
and open 5 In the ensambie. This shaud
nave an organ quallty.

A major style change atm. 22 Students m
dosm In this saclon becauss of e Et]ﬂE th
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EEFE I E R ERE A E R

3

W | W

[

Thems Al

A 1T TN/

e

124

b - melody piayed expressivaly — f
F Mafor
E concern in he I"'IEf‘I:lﬂ]I' E=ene i tonal centarin F E
Tpts
0rass & iow | Two Qroup continue, while fisss and oboe | 15t rumpet enters ojoin | oo fln1| ’
Join the meiody the melady : 'r:eda
23
Fioing and expressive :'Ef_f"'fml .
Ful ensemale EETF':
o brage | FAES 0N tecknets andate | Tumpess join *"E’:’:"HEH rﬂﬂﬁ: a0
e i iy | FEVOPRCAIEE 07 e melody. Low brass nd| melody 36 o t’ oy, | 12
BEPE) raads contiue win there acompaniment | dynamic level ”E"E:;E ol ﬁu_ EIHEI the
part. Legato sfyle coninuas, buids e ' hel
change, [Mmough thece energy
1D Medsnas -
Siyle Changs back
5t play evenyining smooth and coanacted. Work to make sure the grouD does nat siow i;::-{.:ab: oynamial
T'EIEIIJE. Low brags and reads will nead to work (o maks their ampmt‘nim parn Very e Eﬁﬁ-ﬁ EI;..’." 3t
milsical EI'E"I-E-}'H[H‘EI'H':IIED#H'WF. Way fl:;l tI'rEI**w.




concart congnues Mroughout

| oW
brass/

;Ef':'“ Fub Ensemple

il

£3x b3

Majestic Famfan

E‘E'te &Fzin ensemble.
pra , Low brass and
tad Ful ensembia e
ces of | paying chords fo X n':', L
beme | continue to buid o ngf:m Xy Exy I::II
bl the end. &4 A3 STEETRNE
B cresendos to the
d. &,

o marcaio. Entrance shiwid be accenied, oul mok
b buliding to the end, bizt 00 not want i over biow In
46 will be key to get the ensemble out of the
pice to come through and build ta the end.
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Appendix D - Score Analysis forPortraits Movement Il - Song

e R EE A R A E R E A E AR
Form Introduction Theme A
Phrase o=
Structure f,.-r"'_"'-u“\\ ,,.-*"'" "\\
Fadli ,’f
Tempo
e Dreamy, Quarer = 60
Dynarmics mp <=_Obigato Part =mp Main Theme = mf =
Meter/Rhiythm i
Tonality
a5 around Tonic with 2, 3,
"::'t”:::‘ somiseantedtr | 1 | 1 (=N N | v | W | W | N
dssonance.
Upper Woodwinds & Alto & Fiutee/Clarinats confinue, Low Brass & AT Saxes
Crchestwtion Tenar Sax Inftuce melody, Bart Sawiubas, Clanet
General | Dreamfie or M= gente wind ;
, "Wind Chimes™ continuz and fade, Malsslic Maiody entars
Character Chmies : !
Maans for _|/PEEr HOMINGS need f bel Updes woodWinds star e ke wind chimes and are
Ernraasion | /N0 AMaLINe dreckd| e backgrund. Sates and iow rass nimokce e
FPrassion wind chimes melody In  majestic manner
E""“”’"”: Nead 1o be 3 7 #er aach | Keap woomwinds together wil be 3 Bt task, They ane
;::H” || measure ut each moung | paying quarers v doted quarets s eghi oies. Tt
i nole needs b be heard fhe melody 1o be {here and nefp the waodwinds.
Considerations
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B R[B[ B[ T B BB [A (2B B[ E[E]T
Theme &' Theme A
II'.'_'_,_...-l""' [
L= |
Z hﬂ‘"x d N _/ﬂ N A
Rubat - Cuarar Note = 72
m =] __:l g S mf )
3 44
This mowement c2ntars anound Bb ”-3]:"

T O T 2 I O Y I I R P O IR

; TP[‘E‘]FIE‘E--]FEINWE: TFJ.':
Tr 'T'|:|E|.'$ and Low Brass w e WW
Sundued varaln of meidoy, Amostsomer, | o) s 13 More g s
[TEniner
Trumgets entar wih the Moy,

Toowed by te fues and ciaeins. |
Trumpets and o Dracs ar I a low reglter ging i a | These enirances ghve he plecea | |- -
somber fagl o the theme. mire |.I]|m.|f'|; fag Mg and siart 3_“_:|

bulding towards the climax of the '

movement.
Eafweenm, 20 & 21 there should e
With nat much mavement In the fr:rt"lr"l be careful to mat let| nobreak In the lok brass. M. 224 | M. 29 a'wary 8
ihis saction drag. 25 everyone must I on beat 2t0go|  push ihig
with the style.
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ERIERIERE

AEEREEEEEEREE

Trangtion

Thema A In 3 Canon

L~

/

N4 N/

Broadly - Quaner Mole =72

[

<

F and Accented P

4 -
NT vl I I I I I I O O I O I I
b S anes/Low Brass & Low Low Brass &
vy Ful Ensemile -
5 0 bulkd Intensity Bl and Majesic

AES are decending before e
nio32. Tmpani eries inm.
30d (0 the cresend).

Upper reeds/Alto SaxTrumpst play the masstc melody. Low Reeds & brass
piay a vartation of the upper melody in  canon fom.  Everyane must match the
acoanted amost marcato style In this secon, Everyone stans i dminuendo
down fom. 43.

Ight push In he tempa helps
F'IEI:IEI]I' o the clima.

Wake sure that syeryons |5 playing e same artcuiations. Alsd pay attendon to
crash cymbals 50 they domt over power the band In this secion,
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i3 | & | 45 | 46 | &

Cpda'Restatemant of Intro.

[T —
il "%

[

Stays around Toric wilh 2, 3, 5,

nodes added for dissonance.
TpL Cud odliT-
Trempets bones & low
resds

Dreamilke fe2! retums, with 3 haopy
E'."I-[El'lg:ﬂ 0w forass

Trempets with cup mutes restatng
e beginaing Infroducorn.
HonesEuph enterin m. 45 and
tubaibarlt. Clarinet piay last note to
end plece.

Trumepe! Intoraton hese will ba an
iE50e 35 well 35 making sure sveny
Moz N U'IIEMFIEE-'E heard. Inm.
45 the trumpats are spilt into 6
dfferent notes. Last note needs 1o
b Sogether but with very Iitte
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Appendix E - Score Analysis forPortraits Movement Il - Burlesque

these £ measurnas need io
drive

Measure # EER YRR EEERE RE BEIRE"
Form Infrodiection The
,..--"'""-._-__—-H"""--.
Phrase pﬂf“‘: H“x
Structure / _-_"‘"'-...__\ f.r-"""'_""'-“‘.;\\ f.-"- "'-\,__L\
Tempo
Dynamics f il il :_—'__-:.. Meldoy enter &l mf,
Meter /Rhythm i 2id 414 R
Tanality C Major
Harmonic Sodle IJHJI'E 2.5, 8%
Matiaf ereate dksonane FoCuses on fonic Tel
High reads e High Brass | Low brass & low reeds - no | Tpt 1 melody, low brass &
Orchestration W parzaEsion percssion reed - 30C. - No penc.
General Heefle and Crazy - L= 3
nah Light, Bauncy & H
arcato aocents & chomatic
16ith nate passage In wings - . . Trunpet 1 2niess with te m
E""""" :"“ 3i020 by rim Shots on Erare m“f;t"ﬁ"; ”"f;f :ﬂ.f‘ coninuE W Mt off beat m
Npression | s awhip. Police Whiste ooy m. 13 Mo parcus
usad to add to the Laos
W wil nead fo wor
Conducting mmﬁif;‘“:'rimi E'E_g Keep this mytnm ght and |  Trumpets must keep 16t
Concerns & | oo tm‘frﬁgm give 3 wel supponed sfz on| Tempo cod be an issue o
Rehearsal = ; m. & b, 4. Decrecendo | just ight thie melody couid be
fisien and iune. Oyeral q .
Considerations m. 8 to prepane melody. i 1351 10 8l
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B W[ B BT W] 6| @] 0] B][B]#]B]%]0
e A Transaion LEEng ini Thems &'
| ——]
ATNAT I DNAT™NA

r

hcC. part enter at mp .._-:: mf -:i [t bttt b bbb bt s
44 20 4 | 34 .
C Majp

ic

Seale deqree 2, 5, & 4 create
dEs0nance

FocUsed on tonic. TubaBar Sax have wal

Tpt. 2 & 3 Join, fow br. & rds -
continue

Hig s & or. vs. Low rds & o,
WipErClission

High rds & br. Have meiody - Low rds & br
E'IE-I:IEI:q', FRMCLEEMN - 30C.

0yt - Like a Musical

Hecli: and Crazy - LIke 3 cirous

Light, Bouncy & Happy! - Like WA

E-III".."j' Low brass and reags
ihm. Reet of frumpets join in
Blon In this saction

Manat accents & chomatic 1oth
T0te Passage In winds - 3ided by
rim shots on snare & 3 whip. Palice
Vhistie used 1o agd to e kaos.

Mor |3vers on melody 3dd to he dynam
beats after fhe meody he (o brass & oW T
melody In an aimost canon ke fashion. My

In the bels and peTussion ate acsm

ates clean and separated,
lih tumpetz. If sempo &a
o siow {0 doudie iongue and
gie fongue.

M. 17118/21 - 1he band is grouped
inta 2 groups: on {he deat and of
the beal. Sfudents must know mis
and how 1t fits with the ensemile

M. 18 & 20 ane logether and meant

b3 drive the mythm forwand.
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folowed by band wisfz on b. 4
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jeical ELHIE

Zhor ideas fom these
I - i ma
ﬁ’s‘u;"ﬁm g :ﬁ‘: Esﬂﬁm Obigaln section must Isin 1o e the melody to 30d some axpres|
= . T b § " I » i
oy s 04 | 0 by ang e, g3 | 1% PSR 0bga Miﬂ E;n shape phrase over o 1
panng.  |cassura ater stz o add o the

affact of the nota.

Keep light and seoarated

0405 8 Nt cled, bt couid
hustgetout of | el III-E"E'l'l'FII.".Eﬁ tor obfes Work ba Intemaltze 7/ coligato mythm. if e myhim is not Intema
oung 0. | nETuens, Vet e s | 05O eanltnt 1 vl Fincer e meloy. Weltoy s

chord, a lot of dissonance
it this hit.
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Fast - Cuarer Noke = 152

= |accup lomf, melody stay at !~ = | Lang tones at mf, melody
TB{2+2+3
F Mafor b Wajor
33 Stays arund tonic Bl chord In brass changss e tong
4 ; . A 11 1
cojy | ODIGatD secton cartues, malody moves kg obe | | FidboSCIANG TR
and 15t clarinet
Light with an elongated bounce on beat 3
:'LT;; Cioligato part changes keys, but meiody switches 5o First folr measures dimenuenda befre melody In 3
a clarinet & 002 Tut dynamic jevel
Same theme here, utin 3 difierant tonal center,
|| Needtocheck acsdentals. Mehy changes o | Change of ona centes agal; check actledentas.
teep oboe and claet. Could be 3 balance lssue wherz| tones i the low voices. Tamboaring |5 added nen|

the mieiody ks over powsred by oolkgaio saction
Consider moving oallgalo section down foone 3
part
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Theme B In a Canon Regtaiem
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atf ACZ. Parat mf, melody at f

44

C Major

i I m. &1 taading In% s s2ction the fourth is rlsed Dring 1 e
i nex fonal centar

Seale degre

create d

| start melocly @ 55 - GassoonT. Sauhomibonesizuph start meiody @ 56. Tubah. saxtpt 2 &
Jiamoourne have obigata.

High resds v
Wipen

Hegtic and
n

Canon form comes back 3t 2 Melody confinues I a A9t ke

Mamaip acge

1t note pa

Alged oy fim 2
i 3whig. P
54 o add]

This fime dfven by the long
: 1o join the abdigato Mythm. | Another tonal penter change. Lofs of accidentals In this secton
& here 1 both parts are not Same balance ssues wil apoly

Same divin
begining. A
throwen In the
prase. Cond
0 D& ready 1
7. Keepin

steady i
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te subito p - grad. cresendo ..f___"""_. [Mfreeeen e s eaneen
3| 4 T8Z+243]
5 Malor oM
825,384 |Meioy siays around tonic and raisss the folrh to ead o .
L et hey Stays around fonic
. High Brass : Full engemiie - wisnar, bass,
o Full ensemale - wisnare, bass, & ambouring Mot
T-L‘Iea Light with an elongated bounce on beat 3
|tz & chomatic
20z nwinds-|  Sudin p adds contrast to a repeated rhythm. | Play strong through this phrase. La{
hots on snare Gradually grow through this phrase to bulld into notes are no¢ slured, but accent o
pAce Whistle the final phrase of the melody. next idea
i the k305,
! Ida3 3 the
4 measure s
ICHIE SIS | o B s brought bsck n anchr onalcanter, e | A0S [P0 CERER. VWalch fr acc
[ wil nead e St AlEainm, 880, 3 fe articulaton = o
st our of ; sied i i $hiee marato accd
gighih noie
the key.
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4 34 44
ajor C Major & Major C Major
Theme A melody In | Simiiarto | Same meidoy but with G Stale degree 2 5, A &4 on
new Ky beginning | hard undemeath. dEsonance
ymbal, & | 002 50k wipedai O | Low brs 8 : :
Mbassoon A0Sl | resds Full ensemie wipercussion Full ensemble - whig
ghiandquck | "Clrews™ | Lightand bouncey Bulding and steppi
M, 9B-99 have marcal
= ensemble & grouped In
ﬁfg'ﬂﬂm E:jﬁgﬁﬂ:m | Mamalo | Repeatof e energy fom | dhythim. M, 100-102 bul
ihe nlecs and driving m. 22-29. each note 2 a bell tone.
' and backing off listening
M. 103-10 accented 3
OB0E and Daesoon | ... e Twio groups | Bullding to
parts a7 cusd N e ; here and | each entr
g R of what we did
pdenials here. |A & T 33, Will need Nﬂﬂ it EMEIE'EF.-'JIIHQ sure kg rhythm in | Each beat 1
nanged from a| to get the previous mtr.n;'up ks p-":'.:pIE wotorme | M998 | Oncelong
nied nobes,  |pArase out of the way : tricky. Will | neads to b
Quick 50 S0ICIEL Lan agan need bo | ned entra
08 heard rehearse to | not ek the
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7:8 | zra
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Fowuth is
pat= raise Fou
last 2

b & sues. Ty,

q to e end!

o accents whike
fwia B reale ore
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Hitting each note
to each entrance,
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the &mnd here Smad
e iS5 aoceni=d.
jeaegds To e eard.
tone is skarted I
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e, Be careful BG
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Appendix F - Score Analysis forSerenade Op. 22 (c)

Messure# | 1 | 2] 3 | 4] 5] 6] 7] 69 ]m]n] "
Fofm info Theer
Phrase
Structure e B =T ="
il P ] Bt A
Tempo
Weldy enters 2t mp and low biass and mid-resd
! Melody -
Dynamics B S ¥
Meter /Rhythm HB- [3+32+3)-m. 21 5.3 sight v
Tonality B Major
Harmonic .AJ'PE'E.';H{'EI:I hard In thie fuba accomoanted t|!|' chord fones 1,35 In Tmomoones L AT S
Mokiai plarinets 35 welf 35 3 F'E":IH 0 tuba o indieated 3 secon
Low Brass -
Acc Bart cont]
Orchestration | Lowmd |  OboeandtstCametion | ZnaCamessjn |©0 0 F
I'EEH'.E. el el
General \
Light wiTh and uneven
Character &
Cstinaln .
& stinahn contrues. uE":ljj' coma n 4 :'}"1.!'[!:'3:“[“"
Means for f‘;”"ﬁ:;f‘ pver the top & amp. Melady f'ﬁ: :‘;ﬁfﬁﬁw Melady swi
Expression uﬁaﬁé should foat over top of e | 5 ¥ | section ana 0
aatinatn, : continug
bounzing.
Conducti
Eﬂlll'.ﬂl‘l'lﬁ-ﬁ:. The ostinato pattem n e iow volees = sait-euMsent. Afer stared In the first fwo meas
Dehearga] | T MER0Y 03O one group of stk o anather, 50 e Major concem i cueig e
v o mialody it e group gets comforta
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AT # [ B BTl B B[R] A B[ Bl A[E]%
he A 1
AT AN/ N
This piece {abels M dattzoed quarter 2 75, Placsvoie 5 g
™ & 3z mp Meldy-mf Aot -p S o [ f <
aton of (342424242} 3B (332243, M N5 1

[ keep this tonal center in Bb. A D mixolydan stale & ueed i futes and

Apg. Chords with fubabonesa to &

fiary dominant that ieads into e new key. quass! G mingr
LS - | 3rd Clarent , Full Ensemile minis Tumpets - M:
LI nd Ciar. & Fiutes Joi -
pounce Light and uneven ounce ¢
 cee. |3 sarings|  MEIDdY SL3NE 10 36cend and intenay starts o

et : s 1o .II.“IL increase. M. 15 2ng futes and 2nd"2rd Clariness add | Ceinato sacton coninues oniy In 3

Linain | sgme | 59T dissonance to the meiody. M. 21 changes the | paltem 5 joned by more Insinum
:I A fees of the 118 and adds a O concert mixalydan percssion. Meiody als0 continusd

! BCale 1o fead Into the key change

il with

res, e CoNducting CONcems can 1 to the malody. The frst em has
iormect peopie at the comect time. There wik need fo be Isolation with Jus

e 1178 fedl.

The firet of ko mixcydian scaies gl
about modes. The 136 feel 15 very
setf-cUMclent onc e group 1
i=otated, bt 7 they understad the
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A1 D

iem usad, meaning pleasing, pieasant, or ajreeable

-l---.-.-.- '-:'-.-.-.-l i
-} 1 ﬂ'f-t.______-_. ] | ] 2
B (3434243, A M 31 578 [24243) HiB (34243)

S Major

b 17 2w Key. 713 measure stars play In a
Ie3d Dack Ino B0 Major

Chord fones In {pthoms kesp tonal center In Bo. Also 2 F mixalyo

racas |oin the accompnaiment | Trumpets G
Jain s
" Gels more dramatic a5 low | Gioriols rehum o e maln
ntnues, DUt I 3 bit more dramatie i i Sosl Dram
ons
1178
Melady 15 moved to e low Asts
measure| One 77 .
L brass. FHomETpiEAD & | Melody move backs tothe |  nak
;ﬁ;ﬁ;“' ﬂm Hlp | Moo | Tenorarnsearen | upoerresss & orsswm | o
iy vﬂaﬁ:n gﬂ i Tremg| VATRIONCIhEobeat | upperrests piayigan | et
“ i 195 g | Uppermatehzeal  octve hgher o
o o0ligato above the malody, bt
arginal
izy

5 Inbo this s2ction. A greal chiance ioeach
smilar to the 118, Ostinalo secdian wil be
fersiands i1 The maiody wil need to be

113, e 13/ wil be 3 Smoodh Transistion.

Refum to 1178, The secand opporunity to dscuss 3 mbmlydian
dfferent key. Low brase takes over the maiody for four measures
oolkgato part In the upper WW. Keeping the two sections on beals

{0 be Isciated 50 etudents can hear and 3.1
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118 {3+3+223) T3 ki
Bb Major

an scale in Mes in cianneks.

App. Bass again - similar 1o Me baginning.

Lo Brase- ;
Lowemig F. Hom Solo - :Q’EE;

meeds aoc. & CrarmnetTuDa’S ames on TubECannet bubasTr

Flutes/Tpts ACCOMpaniment ;

an malody )
HiE cresendl IJg’.'It'll'l'E'l Un=yEn hoanice HEIFI"' end
nEng eignth [ Trumpets and
s creates 3 futes Franch Hoen solo white cﬁﬂ'f;’i:;”:;ffﬁ'ﬁ"
i cresEntin oominue with | ostinaio contrales. The off st Eﬂlj"l‘;'ﬁ"'m
e ending the | metody and Deats are moved 10 the mLEEmEﬁ_ Fakerh
El he oartenils. 1.|'|3||'IEE
CTEsadn gapresendn ’

foale appears here and n a
and ks playing along with an
i & 4 will be dimicult and nead
Just.

The piece ends wery light, but the biggest conducting|
concems come at the end. The i35t three measure
will need to be Wwork on with T2/ Incomerating dupie
mhythms. Gebing everyone 10 commanicate
ipgether wil De the Key.
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