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ABSTRACT

The following document is research and analysianfrthe comprehensive
examination question based on the Graduate ComguBRcital of Chris R. VanGilder.
The recital, performed by the Arkansas City Higih&d Concert Band, was given in two
parts at the Arkansas City High School Auditoriufart one, presenting the two pieces
They Led My Lord Awags arranged by Fred J. Allen aidglish Folk Song Suitby
Ralph Vaughan Williams was given on April®3,2007 at 7:00pm. Part two, presenting
the four pieced/ariation Overtureby Clifton Williams, Dance of the Rose Maideas
arranged by James TruscelRrelude and Rondby David Holsinger an¥aldres Marsj
as arranged by Loras J. Schissel was given on M8y2D07 at 7:00pm. The document
contains theoretical and historical analysis, aatlirees the procedures of planning and

performing the graduate conducting recital.
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Chapter One: Introduction

Purpose

The purpose of this document is a scholarly exation of literature for wind
band selected for performance on two concerts.s @bhcument provides details of the
process of a music educator and wind band conductdihe selection, research and
analysis of selected literature and the plansdaching students with the literature.
Performance I nformation

This conducting recital was given in two parts. eTfirst part occurred on
Thursday April 1¥, 2007 in the Arkansas City High School AuditoriuAtkansas City,
Kansas. Personnel for this performance were thanfstrumentation of the Arkansas
City High School Concert Band. The two pieces geenied on this concert included in
this report werd hey Led My Lord AwagndEnglish Folk Song Suiteln addition to the
concert band, this concert included performancestdny small ensembles and the
Arkansas City High School Jazz Band; those worksat included in this document.

The second part of the conducting recital occunedruesday, May 15 2007
also in the Arkansas City High School Auditoriundaiso using the Arkansas City High
School Concert Band. The pieces performed ondbigert that are included in this
document wer&ariation Overture, Dance of the Rose Maidens, iteland Rondand
Valdres. In addition, the Arkansas City High School Jazz @grerformed on this
concert, but those works are not included in tloisusent.
Music Examined

The music is presented in this document in thertidat it was performed, with

the first concert listed first. For the first centcthe Concert Band opened withey Led



My Lord Awayarranged by Fred J. Allen and then performedhadld movements of the
English Folk Song Suitey Ralph Vaughan Williams. For the second conteet
Concert Band performed in this ord&ariation Overtureby Clifton Williams, Dance of
the Rose Maidenby Aram Khachaturian, arranged by James Truscélielude and
Rondoby David Holsinger, and the mardaraldresby Johannes Hanssen, arranged by
Loras J. Schissel.
Format of Analyses

Each piece in this document has been analyzed tisenMiles/Blocher method as
found the series of booKs®aching Music Through Performance in Barkhe first eight
units of the Miles/Blocher method are used, unitenhas been removed and replaced
with a comprehensive bibliography found at the ehdhe document. Following unit
eight of each Miles/Blocher analysis is the Tracznfat analysis as discussed in
conducting class. The format is as follows:

Unit I: Composer

Unit Il: Composition

Unit Ill: Historical Perspective

Unit IV: Technical Considerations

Unit V: Stylistic Considerations

Unit VI: Musical Elements

Unit VII: Form and Structure

Unit VIII: Suggested Listening

Tracz Method



Performance Ensemble

| am very proud of the Arkansas City High Schooh&a We have accomplished
much together. High ratings at marching and cdncentests are a result of the
dedication and hard work of my students and mopbimantly their enjoyment in making
music.

During the fall semester this ensemble also semagsthe marching band.
Normally concert band rehearsals begin in Novemibawever, this year we performed
at the Liberty Bowl in Memphis, Tennessee and floeeecontinued marching rehearsals
throughout the first semester. As a result df,tiie spent more time on fundamental
techniques in spring rehearsals than | normallyld/bave found necessary.

This year’s band features 106 members in gradeso8gh 12. Instrument balance is
fairly good, a little heavy in the flute and persias sections and a little short in
trombones and bassoons but otherwise a pretty lgaladce. We have a fairly good mix
of grade levels in nearly every section and quadigdership throughout the band. | feel
comfortable in selecting most music in the graddetél and many from the grade V list

as well.
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| have enclosed my personal teaching theory andoergonal learning theory in this
document as | feel that it is important that thadexr understand my overall goals as a

teacher.

Personal Teaching Theory

| believe that students are in band to play arrunsént and that music rehearsals
should involve as much playing and as little tadkias possible, however, | feel that
developing a complete musician is important and tti@ultimate goal of a music teacher
is to have students that are involved in musigdme form, for life. The art of making
music should be the most important aspect of angicralass, not just doing what it takes
to get to the next performance.

| also believe that the teacher should selectlitee that exposes students to great
masterworks and a wide variety of genre and tinteoge throughout the four years of
high school. The teacher should challenge theestisdto reach their maximum
performance potential, while also using the naftiomaisic standards as a guide to
incorporate history, culture, cross-curricular emf critical listening, writing,
composing and improvisation into every class.

The teacher’s task is to use a multitude of teachpproaches to attempt to reach
every student. He should continue to learn andvgase a player, a conductor and a
teacher and bring that knowledge to his classrobhe teacher must make available
learning opportunities outside the focus of tradhiéil performances, such as trips, guest
artists, guest conductors, clinics, honor groupsalk ensembles, solos, pep band,
marching band, jazz band and community servicee fbltus of the program should

always be on the students and not the teacher.



Personal Learning Theory

| believe that students learn to be musicians bgeaesing, performing,
composing, improvising and critiquing music, anidelieve that through music learning
students gain skills and concepts that can be tisexighout their lives in every
situation, not just music. They should be activielyolved in all aspects of the learning
process. It is important to learn sequentiallyaisafe environment that is focused on
music. Because every student is unique and lediffegently, it is important to use a
variety of teaching strategies. Students needpip@rtunity to discover new concepts of
music; however, they need to have a solid foundatio fundamental techniques.
Development of a sense of pride and ownershiperotiganization is vital to the learning
process and the students must have repeated opijpieguo experience success. The
ultimate goal is for the students to become lifeglaonsumers of music, whether they
continue to perform, or be a supporter of the arts.
Literature

Selecting performance literature is a difficult yeghly important part of a band
teacher’s job. Unlike most other curricular cosrdgat have a text book which is used
year after year by the teacher, the band classmsasg as its curriculum and the same
music cannot be used year after year as the stidpend four years in the class. The
band instructor must select music that meets vammeds of his ensemble.

When selecting music for my ensemble | keep sevachbrs in mind. First, it is
a goal of mine to insure that during the four ydhet a student is in my band program

that he or she is exposed to great composers astmwarks of the wind band field. To



that end | pick at least one piece each spring semehat comes from a recognized
master composer in the band idiom such as RalplgiMaWilliams, Percy Grainger,
Gustav Holst or John Phillip Sousa. A second got show students that great music is
being written now and to that end | select a pieaeh spring that has been published
within the past five years. A third goal is to bawny students learn to play with emotion,
with that in mind | select a chorale or slow expgres piece each year to help teach
expression. A fourth goal is to expose my studéotss wide a variety of music as
possible, band music comes in many forms and freany nationalities and students
should be exposed to as many different genres sslje.

In addition to the above goals, | consider cdhefine make up of the ensemble
that | am working with. It is a very delicate bhadeng act to select music that will
challenge my students and yet not be out of tleaich. | want to make sure that my best
students are pushed to get better without leavegniol the less accomplished students. |
also must consider performance demands and the ramaofu time available for
preparation. We have developed a very high stanafgperformance and | want to make
sure that | select music that will allow us to ¢ouneé to increase that standard.

The pieces chosen for the two concerts that makéeaipontent of this document
are as follows. The pieces performed on the Al 2007 pre-festival concert where
They Led My Lord AwagndEnglish Folk Song SuiteThey Led My Lord Awamet my
goal of teaching students to play with emotion ardressively and exposed students to
an American hymn. Thé&nglish Folk Song Suitbas long been considered a great

master work for band and served a dual purposexpbdseing students to British band



music. The pieces chosen for the May' Epring concert wherevariation Overture,
Dance of the Rose Maidens, Prelude and Ramtb/aldres.

Variation Overtureallowed me to introduce my students to a promirtzarid
composer in Clifton Williams and also allowed meaidjust my dispersal of parts to
allow less accomplished players to play lead pai&nce of the Rose Maidersd
Valdresgave students an experience with music from otbkures and gave us a chance
to perform pieces of a lighter nature that stilhtzaned numerous teaching opportunities.
The original intention was to perform the recertbmposed Samuel Hazo pieR&le;
however, time demands forced us to put this pidctoroa different year and instead
performPrelude and RondoAlthough not a recent piece, this did exposestndents to
a current prominent wind band composer and gaveofip®rtunity to focus on many
aspects of current compositional techniques.

Rehearsals

Our school employs a modified alternating blockesttie. We have concert
band every other day during' block. When the class is on Monday, Tuesday, or
Wednesday we have class from 7:55am to 9:33am, wfass is on Thursday or Friday
we have class from 7:55am to 9:17am.

The first several rehearsals of the semester ateated to a great deal of sight
reading and fundamental drills. As the semest@sgan the fundamental drills will
expand to focus on trouble areas in the performaraees. Sight reading will continue
periodically throughout the semester, but at aceduate. It should be noted that in the

rehearsal plans there is rarely a set time fonmrthis is because students are constantly



instructed to adjust tuning on every note they ptegm the very first note of the warm-
up.

During the course of the semester, these studalttalso be involved in various
pep band performances, solo and ensemble fesamdl$ionor bands. Some class time is
used for preparation of these activities but msdimited to outside practice. Assistant

Director Hans Judd helps with small ensemble ants®l rehearsal during class time.



Chapter Two: They Led My Lord Away

Adoniram J. Gordon (1836-1895)
Arranged by

Fred J. Allen (b. 1953)

Composer

The original version of the early American hymnediey Led My Lord Awaig
attributed to Adoniram Judson Gordon. Gordon wasmbin New Hampton, New
Hampshire on April 19, 1836. Upon graduation frBnown University he entered the
ministry, serving first at the Baptist Church irmkaca Plain, Massachusetts and then at
the Clarendon Street Baptist Church in Boston. d@worlater served on the Board of
Fellows of Brown University and was awarded an Hang Doctor of Divinity degree
from Brown. He died in Boston on February 2, 1895.

Gordon was the author of several texts and thtoredi two songbooksThe
Service of Song for Baptist Churches (18&hd The Vestry Hymn and Tune Book
(1872). He also composed a number of original hymn tunésyhich They Led My
Lord Awayis said to be.

Fred J. Allen wrote this arrangement for the modmmcert band for the Abilene
Christian University summer band camp in 1984. TRNsic Publisher published the
work in 1990. Allen has published several pieces doncert band and for flute
ensemble.

Allen earned his Bachelors of Music EducatiorAbtlene Christian University
and his Masters of Music at East Texas State Usityer He has been Director of Bands

at Stephen F. Austin State University since 1994grpgo that he taught at Abilene
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Christian University (1987-94) and in Texas pubdichools (1976-1987). He is a
frequent clinician and adjudicator in the SouthwasUnited States.
Composition

This hymn tune has been beautifully arranged g¢hllght the sonorities of the
modern concert band. Just thirty-nine measurderigth and lasting about three and
one-half minutesThey Led My Lord Aways a great example of lyrical writing for
concert band. The simple beauty of the melodyn@hith Allen’s careful writing of
accompaniment and counter lines, creates a pidiceffexcellent opportunities to teach
many musical aspects.
Historical Perspective

They Led My Lord Aways typical of many of the hymn tunes of the mid-
eighteenth century through the nineteenth centlirys a call-response variety of hymn;
each verse and refrain ends with the congregaimying, “Oh, tell me where to find
him.” This type of hymn was very common in religgorevival meetings that started in
New England in the late 1700’s and spread eastimaite early and mid 1800’s.
Technical Considerations

This piece uses fairly standard concert band ungntation, with many parts
doubled. There are two short solos for first treinpoth in the middle of the instruments
range, and one short duet for clarinet and bas#wiris cued in other voices, otherwise,
there is little in the way of exposed lines. Altigh the instrumentation calls for four
horn parts, these are frequently doubled and onéflyp does the harmony call for three
parts. The baritone part usually doubles one etithmbone parts. The percussion parts

are quite simple, calling for timpani, chimes, nigée and suspended cymbal. The flutes
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and clarinets do have two beats of sextupletsthase are within the key and at a fairly
slow tempo, so as not to present a major probletnfew measures of syncopated
rhythms could present some problems.
Stylistic Consider ations

The simplistic style of the original hymn tunerétained in the arrangement, as is
the lyrical quality. The phrasing is clearly matkeGood breath control is required of
the ensemble to properly convey the long phrastfeeandicatecdandante. Mr. Allen has
indicated several tempo changes within the scogivithe sensation ofibato and uses
stylistic markings ofstringendo, sostenutoand with fervor to help establish the
emotional nature of the piece. The very naturéhf work lends itself to a variety of
interpretations, allowing the conductor and theqrerers to put their own emotions into
the performance.
Musical Elements

They Led My Lord Awagemains in the key of E-flat Major throughout dod
the most part uses traditional triadic harmoni&be piece is an excellent teaching tool
for ensemble balance and blend. The simple hyma taelody must be clearly heard
throughout the piece, but important accompanimeuit @ounter lines must also come
through. Allen effectively use a variety of ingtrant combinations within the piece and
this helps to emphasis the importance of blendimg Yarioustimbres within the
ensemble.

This piece also is a great vehicle to teach shapihgnelodic phrases and
development of expressive playing in all partsted ensemble. The simplicity of the

melody allows the performers the opportunity touon adding nuances to the written
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line to make it more interesting. Another impottégaching point is the importance of

breath support and tone quality in all dynamic emgnd through long phrases.

Additionally, the piece demands that the ensembliev the conductor closely at all

times.

Form and Structure

Events/Scoring

Opening statement of the mdy in flute and 1 clarinet;

woodwinds, horn and euphonium provide accompaniment
Trumpets restate the melaaty trombone

accompaniment; woodwinds respond; important counter

line in trombones and low reeds in m 11-12; m 13

stringendom 14allargandowith a full bandbreath mark

after beat twoa tempaoat 15

Call and response Solo trumpet aresey woodwinds, solo trumpet

Measures Section
1-8 A
9-16 A

17 - 24

25 -28 Transition
29 -36 A"

answered by full band, m 2#ardando
Solo clarinet, bass cktrimassoon m 25 — 26, Full Band m
27 poco stringendo crescendm 28tenutobeat two, three
and four
Final statement of the melddil band Horns and Alto
Saxophone provide a counter line. m 33 marked ‘With
Fervor”, m 34 full band breath mark, followed by

diminuenddo the end of the phrase

13



37 -39 Ending Melody in flute with clartr@hoir accompanimentnolto
retardandoto the endfermatason beat three of m 38 and
beat two of m 39, final note sounded on the chiorebeat
three.

Suggested Listening

Fred J. AllenWhen the Stars Began to Fall

James Barne¥,orkshire Ballad

Johannes Brahms/Buehimdigssed Are They

Frank EricksonAir for Band

Gary GackstatteBridget Cruise

David HolsingerA Childhood Hymn, On a Hymn Song of Philip Bliss,

On a Hymn Song of Lowell Mason

Hugh StuartHymn for Band

Pavel Tschesnokoffalvation is Created, Let They Holy Spirit

14



Tracz Analysis

Measure # 1 2 3 4 5 7 8 9 10 11 12 13 14 15 16 1¥8 19 20
Form A A’ Call & Response
Phrase

Structure /\/\
Tempo Andante, much rubato Stringendo | Allargandg¢ a tempo rubato

Dynamics mp cres dim. cres. dim. Mf cresc. dinres. dim mf p crescm

R'vrlw(;tti% 4/4 Mostly quarter notes with a few dotted quadrteght note figures Syncopated
Tonality Eb Major throughout
Harmonic . .
Motion Every phrase and section begins and ends on |
. FI/Cl melody ; Trpt solo. WW and
Orchestration Cl/Alto/Horn/Bar Accompaniment Chime | Trpt/Bone melody WW answer Bone acc. Perc
General . . More
Character Legato, rubato, simple Stringendo  Allargando Legato Soft intense
Rhythm
creates
More .
Means f_or Smo_oth, Swell Swell  Swell swell down  Build to M 12 intense, Broader Expressive forward
Expression | flowing up  down up uicker tpt solo motion,
g adds
intesity
Balance Trpt melody Broader
Tuning and balance of flutes in low range. with WW answer. notes a Tempo Balance Build

Conducting | Swelling of lines very important to musical effect, Bring out Bone/Low Slightly Clean. dimto bone intensit

Concerns/ | stress contrast of volume without losing balanat an  reed line M 11-12 quicker release end of chords to | Broad Y-

Rehearsal | blend. Cresc to 1 beat of M and more after £ phrase. Trot solo uarter

Considerationd M 6, clean release in FI/CI all others no breath. 12, however Bone/Low  intense beat. Cue Cue Cupe chirﬁe gotes
Cue Chime in M 8. reed line continues to bé/b | Chime
Cresc to % beat Tuba/be




Measure # 21 22 23 24 25 26 27 28 29 30 31 32 33 3435 36 37 38 39
Form Call & Response A” Ending
Phrase

Structure /\

. . molto
Tempo rubato ritard atempo stringendo tenuto sklw slower  pause rubato I retard

Dynamics cresc dim cresc dim mf f cresc ff dim mp
Meter/ . .

Rhythm Syncopation Eight notes, WW sextuplets
Tonality Eb Major throughout
Haf”?on'c Each Phrase and Section begins and ends in |
Motion
Trpt Solo, Fl melody, CI
Orchestration| Bone/Tuba/Perc Tutti Cl/Bsn/BCI  Tutti Tutti choir acc,
Acc chime
General . With
Character Legato Stringendo Sostenuto Fervor Legato
Swell up and sr:)gtzr: Quicker Ei‘feh Release

Means for down Expressive ' Stretch Sustained, slightly + Fade Very slow,

: . forward : more accented after £ :

Expression Expressive tpt ) solo lines . beats slower, full sound . away quiet

solo _rnothn, adds intense yet S'tl|| beat
intesity sustained
Tenuto
. . on Stress  Fade to Assign one to
.Bu'ld . Quicker, beats . 1% beat, endof apart. Keep
. intensity. Balance more Full, intense and Stress ; .
Conducting . . 2,3, & . clean phrase intensity yet
Swelling of Broad three solo  intense. completely sustained, each ;
Concerns/ | . . 4, ; release, yet quieter,
lines, balance to quarter lines, have Sextuplets pyramid balance. note, yet L . )
Rehearsal ; stretch : maintain retain direct last
. . trpt solo notes, retard TS play in upper Bring out Horn/Alto  keep . .
Considerationg ; and . . intensity balance. three notes,
and fade into. Bsn cue WW, Cue . counter line sustain
. . build thruthe Cue fade out
Cl pickups Chime .
toM measure Chime | release.
29




Chapter Three: English Folk Song Suite
Movement | — March Seventeen Come Sunday”
Movement Il — IntermezzoMy Bonny BoYy

Movement Ill — March Folk Songs from Somerset

Ralph Vaughan Williams (1872 — 1958)

Composer

Composer Ralph Vaughan Williams was born Octobéf, 1B72 in Down
Ampney, Gloucestershire England. He was born tinikointellectual upper middle class
of England, his relatives included his great-unClearles Darwin; however, he was a
strong believer in a democratic and classless goeird worked throughout his life
promoting those ideals. In his youth he studiediviand piano, staying with the piano
as an adult. Vaughan Williams attended severada@shncluding the Royal College of
Music where he studied composition and conductindeu Stanford and Parry. He
would later continue his composition studies witaXvVIBruch in Berlin and Maurice
Ravel in Paris.

Around the beginning of the #aCentury Vaughan Williams became enamored
with the English folk song. He traveled extenspvroughout the English countryside
collecting folksongs and carols, notating melodiest had been past down aurally for
generations. His first published work was the sbimglen Leain 1902 which used ideas

gained from his studies of English folk songs.



During the First World War, Vaughan Williams votaared to serve in the Field
Ambulance Service and was deeply affected by theage and the loss of many close
friends. Following his military service he focuskd life entirely in music. He would
later become professor of composition at the Rd@yallege of Music and serve as
director of Leith Hill Music Festival. Followingisideath on August 261958, his ashes
were interred alongside Henry Purcell’'s grave insthrenster Abbey.

Ralph Vaughan Williams composed, edited and agdmpgeces for a great variety
of ensembles from professional to amateur. Hispmmitions include nine symphonies
and other orchestral works, solo works for instrateeand voice, choral works, operas,
ballets and several works for band. Works for banaddition to theenglish Folk Song
SuiteincludeSea Songs, Toccata Marziale, Flourish for Wind BamdiRhosymedren
addition, many of his orchestral and vocal workgenbeen arranged for concert band by
other composers.

Composition

Vaughan Williams composeBnglish Folk Song Suitéor the Royal Military
School of Music whose band premiered the piece Wy 4", 1923; Boosey & Co.
published the piece in 1924. The three movemeasting about ten minutes, are tied
together by the use of folk songs and by commonraladed keys. The suite originally
contained four movements; however, the publisheroredSea Songand published it
separately.

The first movementiMarch, is subtitled “Seventeen Come Sunday” which comes
from a lively folk song of the same title whoseidgrtalk of a courtship of a young lady

who will come of age to be courted on Sunday. Atsthe first movement is the folk
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song “Pretty Caroline”, whose lyrics tell of a ygusailor's longing for the young maid
he left at home, as well as an original melody mughan Williams called “Dives and
Lazarus” which he would use more than once in gpinezes.

The second movementntermezzo,is subtitled “My Bonny Boy” and is in
three/four time. The folk song tells the sad stiha young woman who loves a boy, but
finds him in the arms of another girl. The middéction of this movement is quicker and
features the melody from “Green Bushes.” “Greesl®s” has been used in a variety of
settings, including in another wind band work bydyeGrainger. Its lyrics tell of a
clandestine meeting between a young lady and awhans not her ‘true lover.’

The third movement, also tiltédarch is subtitled “Folk Songs from Somerset”
and uses several melodies that come from Someaoseitycin southwestern England.
These melodies are: “Blow Away the Morning Dew, ottrer tale about young love;
“High Germany,” a marching tune dating back to 8®/en Years War (1756 — 1763);
“The Trees They Grow So High” also a story of laste (also used as the title of a
collection of folk songs arranged Benjamin Britten)and “John Barleycorn” which
tells the story of an ancient harvest ritual.

Historical Perspective

The English Folk Song Suit@Jong with the First and Second Suites for military
band by Vaughan Williams’ good friend Gustav Holste considered to be the first
serious works for the modern wind band. Theseetlwerks have become icons for
quality concert wind band works.

Several sources indicate that Vaughan Williams teBed with the prospect of

writing for a new medium. He is also said to heaealled his military days and felt that
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the military musicians that he was writing for woutnjoy having a piece of more
substance, as they usually only got to performtional music.

The use of folk tunes in this piece as well as mathgr pieces of that time period
are indicative not only of Vaughan Williams' resdarbut also the prevalence of
Nationalism in music that was prominent in the tioetween the two World Wars.
Technical Considerations

The first movement is primarily in F Dorian withetf8 section in Ab Major. The
tempo is indicated ad\llegro throughout, opinions vary greatly as to the peecis
metronome marking and the meter is two/four. & @ section, the upper woodwinds
are presented with a very difficult and taxing linesix/eight time that is superimposed
over the brass melody in two/four. This createt omdy technique problems for the
woodwinds, but it can present precision problemstii@ brass, as they will want to
match the triplet feel of the woodwinds. The psecarticulation of this line is very
important to the proper performance of this work.

The second movement is primarily in F minor andhree/four time. The A
sections are quarter note equals 72 and requiggea deal of control by all players.
Phrasing and balance are of utmost importancever8eexposed solos require skillful
and confident players. The B section is much qerc&pproximately quarter note equals
160 and has an exposed piccolo/oboe/Eb Clasiiet This section calls for very careful
attention to the contrast between staccato anceslunotes.

The third movement should be slightly quicker thiae first. Keys include B-flat
Major, C minor, and E-flat Major. This movemeninstwo/four time except for the trio

which is in six/eight. The flutes and clarinetvé&gassages in their upper range that are
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marked at quiet dynamics and have a rather ditfienison melody in the trio. The low
brasses have fast sixteenth note passages anthtimets, cornets, trumpets, and horns
have some staccato sixteenth notes as well. Pexgeution of the dotted-eighth notes is
vital to the style.

Stylistic Considerations

The first movement requires a light coherent stglethe A section, while the B
section is a contrasting legato and the C sectatis tor a forceful marcato. Dynamic
contrasts are especially important in this workiesal spots call for sudden changes in
volume and style. The cornet solo calls for a &t confident tone quality. Careful
attention must be paid to the accents as Vaughdrait¥ uses them to try to convey the
message of the original text.

The second movement has a much different moodttieatwo outer movements.
The A sections require a great deal of expressimhraquires a tremendous amount of
attention to shaping of phrases and balance betwmedrdy and accompaniment. The B
section calls for light, staccato playing contrdstath slurred notes and again a careful
balance so as not to cover the melody.

The third movement has a similar light charaatethe first. Sections of staccato,
legato and marcato are also an integral part sf tiovement. The melody in the trio,
carried by the upper woodwinds, must be light desfiie tough technique and range.
The second half of the trio calls for a pompousbérfanfare.

Throughout the entire work the singing quality tfe melody must be
emphasized, the accompaniments must never forcenéhedic line to be over played.

Precise articulations are a must to convey thar@idolk song nature of the melodies.
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Musical Elements

In all three movements the large sections are gasy to identify, with melodic,
dynamic, and rhythmic contrasts. Homophonic isghmary texture of all three works,
with some simple countermelodies in the second mewve. Modal harmonies and
melodies are also a commonality of all three moveme

The first movement has several patterns of repesii syncopated
accompaniments over a simple base line. It hasxéénded section of hemiola, with
six/eight over two/four. The second and third nmmoeats both contain examples of
rhythmic modulation and rhythmic augmentation & themes.

The piece is scored for a full wind band and taeuire of thegimbresthroughout
the work requires that none of the voices be onhittéercussion parts call for snare
drum, bass drum, crash cymbals, triangle, and tyimpad while not difficult are
important to the overall composition and requirafaent players.

Exposed solo lines for cornet, oboe, piccolo, afatinet call for expressive,
confident playing. Throughout the work, all playenust carefully observe articulations
in the same manner and careful balance and blentheinentire ensemble must be
maintained.

Form and Structure
1% Movement (ABCBA)
Measures Section Key Events/Scoring

1-4 Introduction F Dorian Full band introduction
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5-30 A F Dorian Two phrases of “Seventeen CS&uneday”
The first time upper woodwinds carry the
melody with light accompaniment.

The second time cornets join the melody
with full accompaniment.

31-32 transition Ab Major Two measure transitidmch
establishes the accompaniment pattern of the
new melody.

33-64 B Ab Major Four eight measure phrasedoétty
Caroline” all four at soft dynamics and all
but the last fairly thinly scored.

65 — 96 C F Dorian Melody “Dives and Lazarus”omwlbrass,
in very forceful marcato.

Woodwind obbligato in six/eight.
97 - 128 B Ab Major “Pretty Caroline” returns iary similar

manner as the first B section

Da Capo A F Dorian Exact restatement of the intotiéon and
A section.

130 — 132 Codetta F minor/Major Three bar full bandetta with a Picardy
Third.

2" Movement (ABA)
1-2 Introduction F minor F minor chord

3-19 A F Dorian Oboe/Cornet solos “My Bonny Boy
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20 - 22
23 - 40
41 - 43
44 — 60
61— 76
76 — 77
78 — 98

Transition

transition

B

transition

All

3 Movement (ABA)

1-4

Introduction

F Dorian

F Dorian

F Dorian

F Major

F Major

F Dorian

F Dorian

Bb Major

Bb Major

very thinly accompanied
Flute/Eb Clarinet tiios line that
continues as a counter line in the restatement
“My Bonny Boy” in
low clarinets/bassoon/euphonium
thinly accompanied
Clarinet solo
Quicker tempo
“Green Bushes” melody in piccolo/oboe/
Eb Clarinet, very thinly accompanied
Melody in*lcornet/euphonium/alto sax
Flutes/Clarinets have eighth note arpeggios
Ritardandoto return to A
Low brass/woodwinds and atetis/cornets
trade the melody every four measures
the final four measure contain rhythmic

augmentation of the melody

Woodwind introductiosing the last four
measures of “Blow Away the Morning
Dew”

Full version of “Blow Away tHdorning
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29-44 G minor
45 — 68 Bb Major
69 -70 transition

71 -88 B C minor
89 - 112 Eb Major
Da Capo A Bb Major

Suggested Listening

Dew” in cornet solo with thin
accompaniment
followed by full restatement
Low brass play “High Germany” o&p
with full band accompaniment
Restatement of “Morning Dew” yenuch
Like 5 —28
Establishes change to sixtdigie
Upper woodwinds play “The Treet8gh”
quietly, with light accompaniment
Low brass have the melody of
“John Barleycorn” fortissimo and marcato
Complete restatement of the A

sectionritardandothe last four measures.

Ralph Vaughn WilliamsElourish for Wind Band, Toccata Marziale, Rhosynee@ea

Songs, Variations on a Theme by Thomas Tallis

Ralph Vaughn Williams/Stout;inden Lea

Gustav HolstFirst Suite in Eb, Second Suite in F

Percy GraingerChildren’s March
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Tracz Analysis First M ovement

Measure # 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 18 19 20
Form Introduction A
Phrase

Structure /\ /_\/\/\ /§
Tempo Allegro @ quarter note = 108 — 120

Dynamics f dim p mf p ff
Meter/ 2/4 eighth notes .W'th Mostly eighth notes, some dotte] Sixteenth patterns, some full beat sixteenth notes
Rhythm some syncopation

Tonality F Dorian F Dorian

Harmonic Motion | Vi/i i Y i
Orchestration Full band Upper woodwind melody; lowoodwind, cornet, horn, percussion accompaniment |l Baund

General Character

Light and separated

Light andraggd, with some legato counter lines

Means for

Light and separated,

ff, style remains the

Expression start f, big decrescendo Light and separated, horns have legato counter line Subito mf Subito p same
Conducting Syncopated rhythms in

Concerns/ m 3 & 4, start f, big Keep everything light and separated, melody must As the dynamics change be careful to keep th
Rehearsal decrescendo. Don't over dominate style light and separated

Considerations

conduct




Measure # 21 22 23 24 25 26 27 28 29 30 31 32 33 3B 36 37 38 39 40
Form Transition B
Phrase
Structure /\
Tempo Allegro @ quarter note = 108 — 120
Dynamics ff p p
Meter/ Mostly eighth notes, some dottel Sixteenth patterns, some full  Mostly quarter notes, with syncopated accomp. Seigieth
Rhythm beat sixteenth notes notes and dotted"Ssixteenth notes
Tonality F Dorian Ab Major  Ab Major
Harmonic Motion \ i I I
Orchestration Full Band cl, horn,  Solo clarlnet/corngt melody; cIannet_, horn,
euph, tuba trombone, tuba, triangle, accompaniment

General Character

Light and separated, with soagatd counter lines

Legato, flowing, expressive

Means f_or Continue as before Smooth and flowing, rise and fall dynamically witte line
Expression

Conducting

gce)zce:zrrgzll Keep everything light and separated, melody musiidate Melody must predominate, accompaniment must béarhigially

Considerations

precise and balanced with itself
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Measure #

41 42 43 44 45 46

47

48 49 50 51

52

53 5%

56 57 58 59 60

Form

Phrase

Structure

—

Tempo

Allegro @ quarter note = 108 — 120

Dynamics

p

swell

p swell p

Meter/
Rhythm

Mostly quarter notes, with syncopated accomp. Seigieth notes and dotted 8ixteenth notes

Tonality

Ab Major

Harmonic Motion

\%

Orchestration

Add flute to melody

As before moriyfacored

Full band

General Character

Legato, flowing, expressive

g{%?g;%rn Smooth and flowing, rise and fall dynamically witte line Big swells of dynamics
Conducting Overdue conducting to
Concerns/ Melody must predominate, accompaniment must bérhigially precise and balanced with emphasis d namicgswells
Rehearsal itself, bring out horn line in M 47 P Y '

Considerations

always balance to the melody

28



Measure # 61 62 63 64 65 656 67 68 69 (0 71 Y2 Y3 T V6 77 78 79 80
Form C
Phrase
Structure \x
Tempo Allegro @ quarter note = 108 — 120
Dynamics p ff
Meter/ 6/8 over 2/4; upper woodwinds triplets with soméel 8" sixteenth notes; low voices mostly quarter
Rhythm notes with some eight notes
Tonality Ab Major F Dorian

Harmonic Motion

i Y,

Orchestration

Minus flutes, trumpet

Full band; leeds and low brass with melody; upper woodwindaresobbligato; horn legato counter

General Character

Legato, flowing,
expressive

Melody is marcato, full and heavy; woodwind obbim& light and separated

Smooth and flowing,

Means for rise and fall dynamically Melody is full and forceful, woodwind obbligato ides contrast both rhythmically and stylistically
Expression - .
with the line
Conductin Melody must
Concerns? predominate, The melody must be dominate but the obbligato rstilsbe heard. Be careful that the hemiola da@s n
Rehearsal accompaniment must be create precision problems with the melody, they teid to ‘swing’ eight notes,

Considerations

rhythmically precise and
balanced with itself,

bring out horn line M 79 - 80
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Measure # 81 82 83 84 8 8 87 8 8 90 91 92 |93 9B 96 97 98 99 100
Form B
Phrase
Structure
Tempo Allegro @ quarter note = 108 — 120
Dynamics ff p
Meter/ 6/8 over 2/4; upper woodwinds triplets with somételh 8" sixteenth notes; low voices mostly quarter
Rhythm notes with some eight notes 2/4 for al
Tonality F Dorian Ab Major

Harmonic Motion

Orchestration

Full band; low reeds and low bragh wielody; upper woodwinds, snare obbligato; hegato counter

Solo clarinet/cornet
melody; cl, horn, t-bone
tuba, tri, accom.

General Character

Melody is marcato, full and heampodwind obbligato is light and separated

Legato, flowing,
expressive

Smooth and flowing,

Means for Melody is full and forceful, woodwind obbligato pides contrast both rhythmically and stylistically ~  rise and fall dynamically
Expression - .
with the line
Conducting Melody must
The melody must be dominate but the obbligato mtilsbe heard. Be careful that the hemiola dags n  predominate,
Concerns/ - . . L .
Rehearsal create precision problems with the melody, they teiid to ‘swing’ eight notes, accompaniment must b

Considerations

rhythmically precise and
balanced with itself

1%
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Measure # 101 102 103 104 105 106 107 108 109 111 M12 113 114 115 116 117 118 119 1

Form

Phrase

Structure //\

Tempo Allegro @ quarter note = 108 — 120

Dynamics p

Meter/

Rhythm Mostly quarter notes, with syncopated accomp. Seigieth notes and dotted 8ixteenth notes

Tonality Ab Major

Harmonic Motion | \/

Solo clarinet/cornet
Orchestration melody; cl, horn, t-bone, Add flute to melody
tuba, tri, accom

Full
Band

General Charactel Legato, flowing, expressive

Means f_or Smooth and flowing, rise and fall dynamically witte line

Expression

Conducting

Concerns/ lod domi i beéarhigall ise and balanced with itself, bri [ d
Rehearsal Melody must predominate, accompaniment must igially precise and balanced with itself, bring barn line M 113 and 121

Considerations
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Measure # 121 122 123 124 125 126 127 128 129 131

Form Coda

Phrase
Structure

Tempo Allegro @ quarter note = 108 — 120
Dynamics swell swell p ff
e apted EEamP i ot
Tonality Ab Major F minor/Major

Harmonic Motion I v I
Orchestration Full Band Full Band

General Character

Legato, flowing, expressive

Tutti chords

Means for Smooth and flowing, rise and fall dynamically withCadence with
Expression the line Picardy Third
Full, balance
Conducting chord, make sure
Concerns/ Overdue conducting to emphasis dynamic swells, to bring out the
Rehearsal always balance to the melody, raised & so that

Considerations

the Picardy is
obvious
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Second M ovement

Measure # 1 2 3 4 5 6 7 8 10 11 12 13 14 15 16 118 19 20
Form Introduction A tran.
Phrase

/\ /\/\/\

Structure -

Tempo Andantino @ mm 72
Dynamics p p pp
x@ttizq 3/4 Melody mostly quarter and eight notes, accammant dotted half notes, half notes and quartéesno
Tonality F minor F Dorian
Harmonic Motion | i i i Vi [ i i
Orchestration cl, saxes, Oboe solo, sparse accompaniment
horns, tuba
General Character]  dark chorg Oboe solo dominatgatd and quiet
Swell chord
Means for slightly to Oboe should be allowed some rubato, and showsd eaid fall slightly dynamically with the line, arapaniment
Expression give it entrances must be secure but quiet, bring outubeer notes slightly in m 9, exaggerate the sinath 16
directions
Conducting Szzl:\re

Concerns/ Very legato, with some rubato, allow the oboe tgsiut and be sure that the accompaniment entranegsecise,

entrance . , :

Rehearsal without without accent and under the oboe’s volume, exaggehe swell in m 16

Considerations accent
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Measure # 21 22 23 24 25 26 27 28 29 30 31 32 33 3B 36 37 38 39 40
Form Transition A
Phrase /\
Structure
Andantino :
Tempo @ mm 72 Andantino@ mm 72
Dynamics pp Melody mp, accompaniment pp,
Meter/ 3/4 quarter . . .
Rhythm and eighth Mostly quarter and eighth notes, some dotted qisagted longer notes in accompaniment
Tonality F Dorian F Dorian
Harmonic Motion | i i i i vii i i i
. Flute, Eb Melody in low clarinets, bassoon and euphoniunm #ticompaniment with saxes, horns and tuba, flbotel&inet
Orchestration . . ) . X . o
clarinet continue accompaniment material established inrémsition
General Charactel] legato Continues to be legatopgmand flowing
Follow the
Means for lcljn’riamicall Follow the line dynamically, keep the melody ligimd singing despite the low range, exaggeratevileéissin M 29,
Expression y Y. 30, 36,37-38
smooth,
flowing
Conducting Raise and
Concerns/ fall with the  Continue to raise and fall with the melody, keeprgthing legato, be careful that the melody iscatered by the
Rehearsal line, smooth upper woodwind line, cue cornet entrance in m 262
Considerations | and flowing
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Measure # 41 42 43 44 45 46 47 48 49 50 51 52 53 =W 56 57 58 59 60
Form Transition B
Phrase
Structure /\ //\/\
Tempo RUb"?th Scherzand@ quarter note = 160
slowing
Dynamics mf to pp p
Meter/ Eighth . .
Rhythm notes Quarter notes and eighth notes, accompanimentdissichalf-notes
Tonality F Dorian F Major
Harmonic Motion | v I
Orchestration fclarinet  Piccolo, oboe, Eb clarinet melody, clatjhorn and triangle accompaniment
General Character] Legato Light, articulated
Means f_or SoI(_) Stress one of each bar to create waltz feel, mdikg difference between staccatos and slurs, swéll 49
Expression clarinet
Show the
held
Conducting \Svmoerr??o
Concerns/ release Make sure the accompaniment stress the beginniagaf measure slightly, keep everything light ametgconduct in
Rehearsal soloist ' one
Considerations .
takes his
own
rubato
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Measure # 61 62 63 64 65 66 67 68 69 /0 Y1 72 73 T 716 77 78 79 80
Form B’ transition A”
Structure y /—
Tempo Scherzando @ quarter note = 160 ritard Andantino @
mm 72
Dynamics Melody in mf, accompaniment pp p pp
Meter/ . quarter  Mostly quarter
Rhythm Quarter and eighth notes notes notes
. . Db :
Tonality F Major Major F Dorian
Harmonic Motion | | \ i
Clarinet,
Orchestration Melody in®icornet, euphonium and alto, flutes and clarinetse eighth notes, chordal background Irz\gds Ik_):)a\gssaxes, low
horns
General Characte Flute, clarinet line is smooth flawing, melody continues with articulations Ritard  Legato, dark
and dim
Means for Continue the waltz feel, flute, clarinet line risewd falls and flows together, melody should maieh Slowing Lega’go, nse gnd
: . . ) to return  fall with the line
Expression style established by the original B section
to A of the melody
Keep the
Conducting trombone chordd
Concerns/ Keep the melody dominate, be sure the flute amihelelines flow together seamlessly, cymbal must Ritard under the lower
Rehearsal be controlled, exaggerate swell in M 73 — 75 and dim melody, don't let

Considerations

the low voices
be plodding

S0



Measure # 81 82 83 84 8 8 8 8 8 90 91 92 93 9@ 96 97
Form A”
Phrase
Structure
Tempo Andantino@ mm 72
Dynamics pp with several big swells
F'x@ttirr/n Mostly quarter and eighth notes, some dotted grsrdetriplet in M 92 in low voices
Tonality F Dorian

Harmonic Motion

Orchestration

Low voices and upper voices tradeyefoeir measure

General Character

Dark, legato and soft, with biglls in dynamics

Means f_or Everything is legato, the swells in dynamic mustiematic, some rubato helps with the phrasing
Expression

Conducting

Concerns/ Keep everything smooth, be sure that the tradbetiffieen voices is smooth and that they match valume
Rehearsal Exaggerate the dynamic swells. Balance carefuliafdark, rich sound.

Considerations
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Third Movement

Measure # 1 2 3 4 5 6 7 8 9 0 11 12 13 14 15 16 1¥8 19 20
Form Introduction A
Phrase
Structure /—\ —
Tempo Allegro @ mm120 Allegro @ mm120
Dynamics mf p ff
Meter/ Dotted eighth sixteenth . . . . . -~ |
Rhythm and eighth notes Dotted eighth sixteenth and eighth notes, sometensaand dotted quarter eighth notes in accompartime
Tonality Bb Major Bb Major
Harmonic Motion | V I I \% v v
Orchestration Woodwinds Cornet solo alternating witwoodwinds é:;: d
General Character]  Light staccato Melody remairtgt Bgaccato, some slurs in accompaniment
Means for All notes light and
. detached after the'l Most notes are light and detached, space all dotézs not marked with a slur
Expression beat
Assure precise entrance,
Conducting stress dotted eighth note
Concerns/ S“ghtIY’ swell measure Balance to the melody, make sure there is a drarddference between slurred and staccato notes
Rehearsal four slightly, be sure the
Considerations | release is right on the
trumpet pickup
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Measure # 21 22 23 24 25 26 27 28 29 30 31 32 33 3B 36 37 38 39 40
Form A A (B section of the larger section)
Phrase \
Structure — ——— — /\/\/
Tempo Allegro @ mm120 Allegro @ mm120
Dynamics ff Melody is ff, accompaniment mf
Meter/ Dotted eighth sixteenth and eighth notes,
Rhvthm some quarters and dotted quarter eighth notestted eighth sixteenth and eighth notes with seixieenth note in melody
y in accompaniment
Tonality Bb Major G minor
. . . : v/
Harmonic Motion v i v i Vi VI
Orchestration Full band Melody in low brass and saxes, full accompaniment

General Character

Louder but still light and deg¢akch

Melody ismarcato,accompaniment light and detached

Means f_or Keep the light and detached style despite thEull low brassnarcatomaking a stark contrast with the sections on esfue of it.
Expression much louder volume

Conducting Assure that the style stays the same despite

Concerns/ the louder volume, bring out the trombone  Keep the melody moving forward, separate the datighth notes, keep the
Rehearsal and horn eighth notes in M23-24, always = accompaniment light and detached and well undemiledy.

Considerations

balance to the melody
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Measure #

41 42 43 44 45 46 47

48 49 50 51 52 53 % 56 57 58 59 6(
Form f‘ (B section of the A (return of the A section of the larger section)
arger section)
Phrase \
Structure f\ / \/_\
Tempo Allegro @ mm120 Allegro @ mm120
Dynamics f p ff
Meter/ Dotted eighth
Rhythm sixteenth and eighth = Dotted eighth sixteenth and eighth notes, sometensaand dotted quarter eighth notes in accompartime
notes
Tonality G minor Bb Major
Harmonic Motion| VI i I Y AV v 1
Orchestration Full band

Cornet solo alternatindiwibodwinds

General Characte

Full bandhrcato

Melody light staccato, some slurs in accompaniment

ks f_or Full marcato Most notes are light and detached, space alldiotiées not marked with a slur

Expression
CCOOHr?Cl,Ieit:]r;/g Keep the dotted eighth

Rehearsal spaced, keep the Balance to the melody, make sure there is a dram#terence between slurred and staccato notes

Considerations

timbredark
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Measure # 61 62 63 8 69 70 71 72 73 745 76 77 78 79 80
Form A Transition B
Phrase
Structure oS~ /\ \
Allegro @
Tempo Allegro @ mm120 mm120 Allegro @ mm120
Dynamics ff f Generally p with swells in the acc. M 75-76 & 80-
Meter/ Dotted eighth sixteenth and eighth notes, some 6/8 eighth
Rhythm quarters and dotted quarter eighth notes in notes, ww | Mostly quarter note — eighth note
accompaniment trill
Tonality Bb Major G Major C minor
Harmonic Motion v V.Of c i \Y i \
minor
Orchestration Full band IIZI\J/:/l sr;sespt Melody in upper ww, accompaniment brass and snare
Upper ww
General Character| Louder but still light and degatch trill, others  Very light, dancing
slurred
Establish
6/8,
Means for Keep the light and detached style despite the much smooth in  Melody is light and articulated, accompaniment niestinder
Expression louder volume contrastto melody but have dramatic swells in M 75-76 & 79-89
preceding
section
Be very
clear on
Conductin release of
Concerns? Assure that the style stays the same despite tideto trill, keep | Be sure to stress the triplet feel. Balance accompant chords
volume, bring out the trombone and horn eighth sotdrill carefully, don't let the shortness of notes eftbetbalance of them.
Rehearsal . ;
Consi ; in M63-64, always balance to the melody volume Exaggerate the swells. Keep the melody light arfid so
onsiderations under
moving
line
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Measure # 81 82 83 84 8 86 87 88 89 90 91 92 93 9@ 96 97 98 99 100
Form B B (B section of the larger section)

Phrase  /
Structure - T
Tempo Allegro @ mm120 Allegro @ mm120

Dynamics pp ff
Meter/ Quarter note — eighth note, triplets, slurred dbtte = 2/4 Melody mostly quarter notes with some eighttea@nd dotted quarters,
Rhythm quarters in trumpet acc. fanfare eighth notes with some sixteenths

Tonality C minor Eb Major

Harmonic Motion | i Vv [ v i i é} I \% I ii Vi

Orchestration

Melody in upper ww, accompaniment brass and
snare

Melody low brass, saxes and low reeds, acc. inpe, cornets and horns

General Character

Very light, dancing, with corttsasooth cornet line

Heawmarcatowith fanfare accompaniment

Melody remains light and articulated,

Means for . - . Melody is full and heavynarcatothe accompaniment is a bright fanfare, in
: accompaniment remains light without the swells, ; ;
Expression . stark contrast to the preceding section
cornet/trumpet have slurred counter line
Conducting : : :
Keep the melody and accompaniment light as befofighe low voice melody must not be covered by thésian keep the tempo
Concerns/ : : : . S
Rehearsal be sure the trumpet and the answering cornet counteoving, tendency to drag this section, observewgtion in the fanfare

Considerations

line is heard but does not dominate

carefully they contain sonsaccatosn contrast to thenarcatomelody.
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Measure # 101 102 103 104 105 106 107 108 109 1101 1112 113
Form B (B section of the larger section)
Phrase ‘ 
Structure /\/\ =
Tempo Allegro @ mm120
Dynamics f crescendo to ff in M 104
Meter/ Melody mostly quarter notes with some eighth nates dotted quarters, acc. fanfare
Rhythm eighth notes with some sixteenths, fanfare end94t
Tonality Eb Major to C minor

Harmonic Motion

V
of i \/ i
vi

Orchestration

Melody low brass, saxes and low reeds, acc. intuppe, cornets and horns, flutes
join at 103 and upper voices join the melody

General Character

Heavymarcatowith fanfare accompaniment, fanfare voices movaaocatomelody
at 103

Melody is full and heavynarcatothe accompaniment is a bright fanfare, fanfare

g{ e?g:;i%rn voices move to thenarcato at 103, low voices have accented eighth notesrund

P melody M 105 - 108
Conducting When the upper voices join the melody keeptitmédre dark, bring out the eighth note
Concerns/ line in th q honi I ) K .
Rehearsal ine in the tuba, 3 bone, euphonium, low reeds in M 105 — 108, keeptemoving

Considerations

4%

forward do not allow it to drag.
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Chapter Four: Variation Overture

J. Clifton Williams (1929 — 1976)

Composer

James Clifton Williams was born in Traskwood, Arkas in 1923. He chose to
use the name Clifton as his first name. He begamiusical studies as an F horn and
mellophone player in the school bands and orchestraMalvern and Little Rock,
Arkansas as well as studying piano. Following serwith the United States Army Air
Corps during World War Il as a bandsman and drumomaWVilliams earned a
Bachelor's degree in composition from Louisianaté&téniversity and a Masters of
Music from the Eastman School. His compositiorcheas included Helen Gunderson,
Bernard Rogers and Howard Hanson. In the latersyafahis life, his compositions were
greatly influenced by his good friend Fredrick Felhn

Williams was on the faculty of the University oéXas from 1949 to 1966 and the
chair of the Theory and Composition departmenhatUniversity of Miami from 1966
until his death in 1976. Noted students include Fh&incis McBeth and John Barnes
Chance. He was one of the first so called ‘setioamposers who wrote primarily for
wind band and especially for school groups. Ambisggnumerous awards, he was the
first recipient of the prestigious American Bandteds Association Ostwald Award in
1956 for his compositiorFanfare and Allegro He received the award again the
following year for hisSymphonic Suite Williams’ numerous works for wind band have
become standard repertoire for high school, coll@ge professional bands throughout

the world.



Composition

Variation Overturewas written in the fall of 1961 and was dedicatedthe
American School Band Director’'s Association. Therkv received its’ premiere
performance at the ASBDA Convention at ClevelankioOn December of 1961 by the
Northwest High School Band from Canal Fulton, Ohio.

The six-minute composition uses the form of a eonoverture. The use of
theme and variation holds the piece together. ddmaposer explains his work in this
way in the program notes: “Théariation Overtureis a serious effort on the part of the
writer to utilize mature techniques of compositieithin a simple framework.” Williams
goes on to say: “...intended to be within the intll@l and technical command of
average bands, while interesting enough for mopeganced groups-”

Historical Perspective

The piece was written during a time of great growftschool bands in the United
States. Standards were being raised and much masee was written with the public
school band specifically in mindvariation Overturewas intended to expose students to
contemporary harmonies and chord progressionsmwitte familiar form of the concert
overture. Organizations such as the ASBDA commiesdi and promoted numerous
similar works by many composers of the time perindhopes of promoting and
improving the school bands of America.

Technical Considerations
This piece is written without a key signature,ra@kcessary adjustment to the key

is made with accidentals on individual parts. Phece changes tonal centers in nearly

! Clifton Williams, Variation Overture(Cleveland: Ludwig Music Publishing Co.
Inc., 1962).
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every section however; they are all keys readifyifiar to high school band students: C,
F, B-flat, and E-flat Majors and related modal ssal

Rhythmically the piece presents a few minor cimgiées. Syncopated rhythms
against non-syncopated rhythms occur in the intctda and in the transition going into
the final variation, especially when accompaniethwheritardando, can create a great
deal of precision problems. The only other rhythmoncerns are some sixteenth note
figures that appear in most parts in the thirdatéon.
Stylistic Consider ations

As the title suggestions, this piece not only emrihe melodic content but the
stylistic approach throughout the piece. Thisvadidor the teaching of many styles of
performance within one piece whose technical difficis within the reach of most high
school students.

The introduction calls for big, full chords, follad by a quiet, lyrical conclusion.
The first statement of the theme requires caretehtion to contrasts between tongued
and slurred notes, while the accompaniment istlstrstaccato The waltz section calls
for careful attention to the difference betwestaccato tenutoand slurred notes. This
section is followed by a flowing, singing style 8en, which however, still calls for
staccatoand syncopated accents in the accompaniment. Mudhe remainder of the
piece calls for heavy marcato style, full of aceesmd forceful playing by all parts.
Musical Elements

The melodies of the piece use a variety of modeseler, these are all related to
familiar major keys to high school students. Wiaiherd progressions are not traditional

the chords themselves are generally traditionabylic. The form of the piece is obvious,
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with changes in style, tempo and texture for eamttien. The use of the variation

principle of composition holds the piece togeth&ach section is in a different tonal

center; however, these have very traditional dontinelationships.

Variation Overtureis usually fully scored and has only a couple afrsBections

that call for one to a part in cornet! dlarinet and oboe. Percussion parts are unusually

basic for a Clifton Williams’ piece and ranges fioe winds are all well within the grasps

of high school aged students.

Form and Structure

Measures
1-9

10
11-18
19 - 22
23 -26
27-30

Section

Introduction

Theme

Variation |

Key

C Major

F Major

F Major/F Dorian

G Lydian

F Major/F Dorian

Events/Scoring

Full barfdrte chords, followed by
full bandpianochords

Set up staccato chordal
accompaniment
First statement of theme in upper
woodwinds and cornets

B section of theme, more thinly
scored

Return of A section loémne,
trombones join cornets on the
melody, upper woodwinds add a

legato counter line

Bb Major/Bb Lydian Waltz; clagt, saxophone,
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euphonium melody; low reed, horn,

trombone, tuba accompaniment

31-34 Melody passed between voices

35-44 Exact repeat

45 - 52 Eb Major/C Aeolian B section of variation

53-62 Exact repeat with two measure
transition

63-71 Bb Major/Bb Lydian Futkstatement of A section of
variation

72 Variation Il Bb Major Return to four/four, traition

horn/euphonium

73 -80 Eb Major Cantabilesoli Eb
clarinet, ' clarinet and ¥ cornet
low clarinets, horns, euphonium and
tuba accompaniment

81-88 Bb drone/F Aeolian First phrase woodwiisgsond
phrase full band

89 - 97 Eb Major Return to A section of variatigith

added counter line in upper

woodwinds
98 — 100 Cadential extension
101 -116 Variation of Bb Major Brass fanfarengsmaterial similar
Introduction to opening introduction
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117 - 128
129 - 130
131 -138
139 — 146
147 — 154
155 - 162
163 — end

Transition

Variation Il

Coda

Suggested Listening

F Major Full bandimilar to second part
of opening introduction

Bb Major Establishes accormpant pattern

Bb Major Clarinets; tornet, ¥ trombone
melody; fullaccompaniment

Exact repeat

F,Bb,C drone/C Aeolian B section ofataon, low brass
and reeds have the melody

Bb Major A section of variation, sianito
before but with quarter note
accompaniment

Bb Major/F Major  Full bafkepeated V to | Chords
reminiscent of Classic overture

endings

J. S. BachGoldberg Variations

BeethovenEroica Variations

Brahms:Variations on a Theme by Haydn

John Barnes Chanc¥ariations on a Korean Folk Song

Edvard ElgarEnigma Variations

SchoenbergTheme and Variations

Clifton Williams: Academic Processional, Dedicatory Overture, RegatBssion,

The Sinfonians, Strategic Air Command March, Tylégr Band
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Tracz Analysis

Measure # 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 1¥8 19 20
Form Introduction Theme (A Section of Theme) B Section
of Theme
e /\ /\/\
Structure X /
Majestically Majestically Majestically @ mm 72, . -
Tempo @mm72 @ mm72  slowing slightly at the end mm 108 With Dignity mm 108
Dynamics f p f mf
Meter/ Half notes and quarter Quarter notes, half notes with . Quarter and
Rhythm notes syncopation Quarter notes and eighth notes eighth noteg
. F A F Ab . . . .
Tonality Maj Maj Maj  Maj C Major F Major/ F Dorian G Lydian
Harmonic Motion Each section has fairly stagnaterioemic motion, with sudden changes in tonal cerfters one section to the next
Minus
Orchestration Full Band Melody Flutes, Clarinets, Cornets, all others aquany lé)r%n;ds and
cornets
General Character Full Chords Lyrical, flowing chods Light, articulated ng_ht,
articulated
Means for Full chords, balanced to Use of sy_ncopatlon gives Melpdy has slurs and tongues that give _the melody Even lighter
) . forward direction, smooth motion, melody moves up and down while the
Expression the bass voices ; . . . than before
connected notes accompaniment remains fairly static
. Assure that the syncopated . . Pay cgreful
Conducting Lo Keep the accompaniment very light and separated andattention to
Balance to the bass voiceslines are tongued but not . .
Concerns/ S well under the melody, melody use contour dynamics the different
cue the percussion in M 2 spaced. Assure that the flutes S . .
Rehearsal and make a big difference between tongued andeslurr articulations

Considerations

&4

keep the same dynamic in
both octaves

notes.

within each
part




Measure # 21 22 23 24 25  2¢ 2y 28 29 30 31 32 33 F 36 37 38 39 40
Form B Section A Section of Theme Variation | (A Section) Exact rpeat
of Theme
Phrase
/—\ Exact repeat
Structure ~
Tempo mm 108 mm 108 Moderate Waltz @ mm 96 for tlygiarter note
Dynamics mf f mf Exact repeat
Meter/ Quarter and Quarter and eighth .
Rhythm eighth notes notes 3/4 half, quarter, dotted quarter and eighth notesExact repeat
Tonality G Lydian F Major/F Dorian Bb Major/ Bb Lyan Exact repeat
Minus Melody in Cornets and
Orchestration bones and = Trombones, Upper WW M 27 — 30 Full band except flute and cornet Exact repeat
2" 3 have counter line, all = M 331 — 34 add flute and cornet P
cornets others accompany
General Character ng.ht’ Light, articulated Strong waltz feel, still light X&ct repeat
articulated
Change in voicing
Means for Even lighter makes this slightly Melody is slurred and unaccented, accompanirr e%t(act repeat
Expression than before darker than the first hasstaccatosandtenutos P
time
Pay careful . .
Conducting attention to Egﬁgset‘::ﬁu't?élzzfe that
Concerns/ the different the upper WW are Pay careful attention to the different articulation Exact repeat
Rehearsal articulations bp within each part. Stress slightly each downbeat. P

Considerations

within each
part

heard but do not cover
the melody
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Measure # 41 42 43 44 45 46 47 48 49 50 51 52 53 55 56 57 58 59 60
Form Exact Repeat Variation | (B Section) Exact Repat
Phrase

Exact Repeat Exact Repeat
Structure
Tempo Exact Repeat Moderate Waltz @ mm 96 for theiarter note Exact Repeat
Dynamics Exact Repeat p with slight crescendo atatend Exact Repeat
Meter/
Rhythm Exact Repeat half, quarter, dotted quarter and dlyhotes Exact Repeat
Tonality Exact Repeat Eb Major/ C Aeolian Exact Repat
Orchestration Exact Repeat Full band minus cornetand percussion Exact Repeat

General Character

Exact Repeat

Smooth waltz feel

Exact Repeat

Means for Melody is slurred and unaccented, accompanimer\I:.
. Exact Repeat xact Repeat
Expression hasstaccatosandtenutos
Conducting Pay careful attention to the different articulaton
Concerns/ within each part. Stress slightly each downbeat.
Rehearsal Exact Repeat Keep volume soft, slight crescendo at end of the Exact Repeat

Considerations

section.
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Measure # 61 62 63 64 65 66 67 68 69 70 71 72 73 T 76 77 78 79 80
Form Transition  Variation | (A Section) Transition @ Variation Il (A Section)
Phrase
Structure /\

Slight Moderate Waltz @ mm 96 for the quarter note, ritrd . ,
Tempo Ritard end of section Slowing @ mm 72, freely with rubato
Dynamics p f ftop p

half,
Meter/ gggggr, Return to

half, quarter, dotted quarter and eighth notes 4/4, quarter Quarter and half notes
Rhythm quarter
: notes

and eighth

notes
Tonality Eb Major = Eb Major/C Aeolian Bb Major Eb Méor

Full band
Orchestration minus Full Band Full Band Solo cornet & clarinet, cl, horn tuba aec

cornets
General Characte Smooth Smooth waltz feel Slowing Lyrical, singing, free

waltz feel

Stretch

each beat . : ,
Means for . Melody is slurred and unaccented, accompaniment h&owing, .

: slightly to - Use rubato and contour dynamics

Expression staccatosandtenutos diminuendo

set up next

section

Long notes

Slight decay
Conducting pause after Pay careful attention to the different articulaton quickly, Use rubato to express the melody, bring out
Concerns/ the half within each part. Stress slightly each downbé&aill stress guarter notes in acc, but otherwise keep the a
Rehearsal note, band sound, crescendo bass line M 69-71, RitardM 7quarter well under the melody so that the soloist have
Considerations percussion 71. notes to set room to express dynamics.

cresc. thru up next

section
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Measure # 81 82 83 84 8 86 87 89 90 91 92 93 9@ 96 97 98 99  10d
Form Variation Il (B Section) Variation Il (A Sectbn) (e:)igigitﬁ
Phrase

Structure

Tempo @ mm 72, slowing at the end of each phrase mi@ 72 with rubato slowing
Dynamics p mf p p

'\R/lﬁ}tlfr:/m Half and quarter notes, some syncopation Wholéaha quarter notes \c;\lljrja?:g,r zilt];e;nd
Tonality Bb drone/F Aeolian Eb Major Eb minor/Major
Orchestration Woodwinds, euphonium  Full bnad Falheé Full Band

General Character

Lyrical, singing, free

Lyrical, dnging, free

Slowing, soft

Rhythmic drone articulated, melody continues free

'\Eﬂfargssé?gn and expressive, less rubato but slow at the end of All smooth, contour dynamics, new material in upp&  Slowly, decaying
P each phrase

Conducting . . Slow, stress

Concerns/ Ars:CLilgeelthall;g;erSgc;?g ;ﬁairtéceﬁfdbﬂfgma;@m Full band balance at p, however, assure the nearin guarter notes on

Rehearsal b Y, ' upper WW is heard, rubato beat 2 and 4 but

Considerations

at the end of each phrase.

not loud
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Measure # 101 102 103 104 105 106 107 108 109 1101 1112 113 114 115 116 117 118 119 120
Form Variation of Introduction Variation_ of

Introduction
Phrase
Structure / /
Tempo Fast and Bold @ mm 132 - Eg;t and Bold @ mm
Dynamics f f
'\R/lﬁ}tlfr:/m Quarter notes, eighth and sixteenth notes gi:geqnﬂﬁr;ifeiighth ang
Tonality Bb Major F Major
Orchestration Cornets and Trombones, full banti@end of each phrase Full Band

General Character

Fanfare, big, bold, aggressive

Fanfare, big, bold,
aggressive

Heavily accented,

Means for .

: Heavily accented cornets trade measures
Expression -

with trombones

. The cornet and

Conducting :
. . trombone lines must

Concerns/ Separate slightly each accented note, fp crescleaghmote, cue percussion and tubas, cue wwrergsa have equal volume stvi¢
Rehearsal conduct big, aggressivly 9 y

Considerations

and intensity, continue
aggressive approach
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Measure # 121 122 123 124 125 126 127 128 129 1281 1132 133 134 135 136 137 138 139 140
Form Variation of Introduction Transition  Variatidh (A Section) rEeX;efat\t
Structure \ e
Tempo Gradual slow to down beat of m 128 Vigorous Vigorous mm 116 Exact
mm 116 repeat
. . Exact
Dynamics Subito p crescendo to ff down beat of & 12 ff ff repeat
Meter/ Eighth and Exact
Syncopated eighth and quarter notes, upper ww tréixteenth | Eighth and sixteenth notes
Rhythm repeat
notes
Tonality F Major/Chromatic Bb Major = Bb Major Exact
repeat
Orchestration Full band Full Band = Melody ¥ cornet, clarinets,®ibone, others acc. rEeXpaeCz;t
General Character Dramatic, slowing and crescendo igorbus Full ff, but not heavy rEeXpaeCatlt
Means for Subito p with big ritard and crescendo coming to Q(I:IC%T? d g%?snl]feimmglrg dcoir;tll?ukisasntgler[)iim:tgéeg'ezu?t;’vgxact
Expression complete stop downbeat of 128 k yisig P repeat
not heavy volume
Conducting Exaggerate p in m 123, measure retard and Establish
Concerns/ crescendo so that there is still somewhere to go atstyle of Do not allow the accompaniment to get heavy andExact
Rehearsal the end. Be sure that the syncopated line is following  plodding, the melody should dominate. repeat
Considerations dominate. section
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159 160

Measure # 141 142 143 144 145 146 147 148 149 1991 1152 153 154 155 156 157 158

Form Exact repeat Variation Il (B Section) Variation Il (A Section)

Phrase Exact repeat

Structure

Tempo Exact repeat Vigorous mm 116 Vigorous mm 116

Dynamics Exact repeat mf ff

'\R/lﬁ}tlfr:/m Exact repeat Quarter, eighth and sixteenth notes Quarter, eighth and sixteenth notes
Tonality Exact repeat C Aeolian Bb Major

Orchestration Exact repeat Melody in low voices, dlother accompany Melody in clarinets, 3 cornet, I

trombone, all others acc.

General Character

Exact repeat

Darker and softer #n preceding

Like M 131 but heavier

Melody remains articulated as befor

<

Means for Articulated melody moves to low voices, . :

: Exact repeat : but accompaniment is contacted not
Expression accompaniment staccato rather than accented spaced
gggggrcr:'sr}g Keep accompaniment under the melody and light, Make a big difference between the
Rehearsal Exact repeat keep the melody cleanly articulated and in tempo accompaniment of this section and t

Considerations

despite the range

131 section
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Measure # 161 | 162 163 164 165 166 167 168 169 1701 1172 173 174 175 176 177 178 179 1
Form \5/22382; (A Coda (2° Variation of Introduction) Coda (2° Variation of Introduction)
Phrase
Structure \ //—\~
Tempo ;-/!LgGorous mm Vigorous mm 116 Broadening to the end
Dynamics ff ff ff
Meter/ Quiarter, eighth
Rhvthm and sixteenth Half, quarter, eighth and sixteenth notes Half, quater, eighth and sixteenth notes
Y notes
Tonality Bb Major Bb Major/F Major Bb Major/F Major
Melody in
clarinets, 1
Orchestration cornet, ¥ Full Band Full Band
trombone, all
others acc.

General Character

Like M 131 but
heavier

Heavily accented, like Beethoven ending

Heavily acented, like Beethoven ending

Means for
Expression

Melody remains
articulated as
before, but
accompaniment
is contacted not
spaced

Repeated I-V eighth notes firmly establish the rgds near.
Very accented and full

Repeated |-V eighth notes firmly establish the pgds near.
Very accented and full

Conducting
Concerns/
Rehearsal
Considerations

Make a big
difference
between the
accompaniment
of this section
and the 131
section

The eighth notes in the low voices must be accesuted
separated and the loudest. Half note line mugtuipehed and
spaced, upper ww continue as before.

| — V eighth notes must be accented and separatbtha
loudest part as it is past between voices. Beggtow and
broaden each note, but save room to continue littiseaway
to the end.
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Measure # 181 182 183

Form Coda (¥ Variation of Introduction)
Phrase

Structure \

Tempo Broadening to the end

Dynamics ff

'\R/lﬁ}tlfr:/m Half, quarter, eighth and sixteenth notes
Tonality Bb Major/F Major

Orchestration Full Band

General Character

Heavily accented, like Beeth@veting

Means for
Expression

Repeated I-V eighth notes firmly establish
the ending is near. Very accented and full

Conducting
Concerns/
Rehearsal
Considerations

| — V eighth notes must be accented and
separated and the loudest part as it is pas
between voices. Begin to slow and broade
each note, but save room to continue this
the way to the end.

all
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Chapter Five: Dance of the Rose Maidens

(From Gayne Ballet, Suite No. 1)

Aram Khachaturian (1903 — 1978)

Arranged by James Truscello

Composer

Aram Khachaturian was born in Thilisi, Georgia i80B. His first experience
with music involved listening to his mother singlamearing the folk music of the region.
Khachaturian studied a variety of instruments ligchefore entering the University of
Moscow in 1921 to study both biology and cello.lléwing this, he studied composition
at the Moscow Conservatory and wrote music for3eeond Armenian Drama Studio,
which was directed by his brother. In 1932 he wesepted into the elite Composers’
Union and would later serve as the board secretaitye union from 1957 until his death
on May £ 1978. In 1950 he would return to the Moscow @owvetory, this time as the
composition teacher.

Khachaturian wrote music for a wide variety of agions and ensembles and was
the first Soviet composer to write for movies. [Dgrhis lifetime he would become a
respected friend and mentor to a great varietyrtigta among those: Gor’ky, Prokofiev,
Shostakovich, Boulanger, Hemingway, Rubinsteinelils, and Stravinsky.

He has been created with bringing the Armeniak folsic traditions to the
world stage and as being the first to blend Eadtarmonies and concepts with European

traditions. His music is often unpredictable anaposefully void of chord structures

based on thirds.



This arrangement was done by James Truscello darénce Sobel, director of
the Smithtown East High School Symphonic BandJ&Mes, New York. Truscello was
a high school band director in up-state New Yonkrfmre than 50 years in the mid and
late 2¢" Century. He is a past president of the New YdgteSSchool Music Association
and has been honored by the Music Educators N&tiGoaference for over fifty
continuous years of membership.

Composition

The balletGayne §ometimes spelle@Gayaneh or Gayaneyas written in 1942
while the Soviet Union was involved in the Secondrl War. The ballet is based on a
libretto by Konstantin Derzhavin and tells the gtof a young Armenian woman whose
patriotic convictions came into conflict with heergonal feelings when she discovered
her husband betraying his country. This work, glevith his Second Symphonys
considered to be the summation of the two maindeswof Khachaturian’s writing style,
neo-folkloristic and dramatic romanticism.

Shortly following the release of the ballet, Khaithiean arranged the music into
three suites to be performed together or indepdhdenhe ballet itself has received only
limited success but some of the movements fronstites have become quiet successful
on there own merit. Th8abre Dancewhich is the finale to the Third Suite, has been
used in a variety of settings arranged for a wiglege of ensembles. Several of the
adagio movements have been used in movies inclui0gl: A Space Odyssey’,
“Patriot Games”, “Clear and Present Danger” andié®d”. The Dance of the Rose

Maidensis taken from the first suite and this arrangemdadting just under three
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minutes, was written for the Smithtown High Sch&elst Symphonic Band, St. James,
New York and received its premier performance areJud", 1986.
Historical Perspective

The ballet was written as part of the patriotialzihat swept the Soviet Union
following the Germany invasion. Soviet Premierejis Stalin insisted that music have a
nationalistic approach and this worked well for Khaturian as he incorporated a great
deal of Armenian folk music into his music. Thierétto highlights the perceived value
of collective farms to the Soviet society of thmes and has the perfect ending for Stalin,
as the main character chooses patriotism over love.

The Kirov Ballet Company of St. Petersburg (Stgiad) premiered the work on
December 8, 1942 at the Perm state theater. The companytak@h residence in the
city of Perm after being forced to evacuate becafishe German invasion and drew on
local dancers to feel out the depleted cast. Thdyztion of this ballet was considered a
great triumph of the Soviet ability to carry on hvilife despite the extreme hardship
brought on by the war.

Technical Considerations

This piece makes extensive use of the octatonile smaating many fingering
concerns for high school musicians not used totype of scale. The tempo mark of
mm=140 only compounds this problem. Rhythmicallymerous dotted-eighth sixteenth
note patterns must be performed very precisely thede are several occurrences of
where the melody is altered in the second or thiagting by replacing notes with rests.

The first trumpet part has three exposed lengdayians of eighth note scale runs

that call for not only finger dexterity but alseepise staccatos. In addition, this part calls
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for dynamic changes that are completely opposttm fthe other lines. This arrangement
uses standard concert band instrumentation. TioeigEon parts are rather basic except
for the xylophone and bell parts, which often phath the first trumpet line.

Stylistic Consider ations

The dance is full of various articulations incluglistaccatos, tenutos, accents on
unusual beats and accents within a slurred pass#igecluded within the context of
wide ranging crescendos, diminuendos and subitanvel changes. The successful
performance of this piece requires that these el&riee greatly exaggerated.

In several places these concepts are differentwitie ensemble, calling for one
line to crescendo while another diminuendos and/émious articulations to occur at the
same time. Student musicians must perform their weh confidence, understanding
that they must play what they have on the page #ubey hear others doing something
completely different.

Musical Elements

Khachaturian is noted for purposefully avoidingittmnal harmonic relationships
and theDance of the Rose Maiderssno exception. Nearly all harmonies involve petf
fourths and fifths or major and minor seconds. o&tatonic scale is used throughout the
piece in various forms.

The piece does not have any sort of traditionahloaic motion. Each section of
the piece has a home note that is returned to effirgt and third beats of nearly every
measure but the use of the octatonic scale in thledit material assure that there is

never any traditional dominate-tonic relationship.
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Khachaturian also uses variations of rhythmsgaldtions and dynamics to help

create the unpredictable nature of the piece. &Mhie form of this piece is obvious to

the listener, with each section having clearly medi beginnings and endings, he still

creates his noted unpredictability by varying thelody nearly every time and by

changing the accompanying material.

Form and Structure

Measures
1-4
5-12
13-20
21-32
33-34
35-42
43 -50
51-52

Section

Introduction

Transition

Pitch Center

G&bD

D

A’ (Variation) G

A (Variation) Bb

Transition

D

64

Events/Scoring

Low voices beat 1 andréwered be
all others beats 2 and 3

Clarinet/Obo€lAlto Melody

Low reed/brass & percussion acc.
Add T trumpet counter line

Upper voices have melody
Low voices answer with octatonic
scale runs and punch notes.

Descending 4ths passed doymn
the upper voices to the low voices

Rhythmic variation of Aore
thickly scored

Rhythmic variation ofaA6" lower,
horns & saxes add straight eighth
notes

Descending 4ths passed doovn



53 -60
61 -62
63-70
71-75

A (Variation) Bb

Transition D

A’ G

Codetta G

Suggested Listening

the upper voices to the low voices,
ending with accented cluster chord
Rhythmic and melodic raéion of

melody, fully scored

Descending 4ths passed doovn
the upper voices to the low voices,
ending with accented cluster chord

Exact return of A’

Ascending octatonic scale omnis
octaves in all voices ending on G,
two beats of rest, last half of

ocatatonic scale descending to G

Aram KhachaturianTwo Pieces on Themes of Armenian Folk Songs fat anchestra;

“To the Heroes of the Patriotic War”, a march foind band;

First Suite from the ballet "Gayaneh"; Second Sfriven the ballet "Gayaneh™;

Third Suite from the ballet "Gayaneh";

Symphony No. 2 in E minor "Symphony with Bells"

Igor StravinskyPetruskaandThe Rite of Spring
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Tracz Analysis

Measure # 1 2 3 4 5 6 7 8 9 100 11 1 13 14 15 16 118 19 20
Form Introduction A A’
Phrase
Structure
Tempo Allegro @ mm 140 Allegro @ mm 140 Allegro @ nmm 140
Dvhamics f f with various swells Trumpet/xylophone f, all others mf, swells at
Y different times
Meter/ Quarter notes and . . . .
Rhythm sixteenth notes Quarter and eighth notes, dotted eighth-sixteenth Trumpets add eighth notes
Tonality G&D G G

Harmonic Motion

This piece has no harmonic moteach section has a basic home pitch which is retuirm often regardless of the other notes

Orchestration

Low voices on beats 1 &

4 upper voices beats 2
3

Melody in oboe, clarinets and' alto, acc. horns,

& )
low reeds, low brass & percussion

Add trumpets and xylophone

General Character

Staccato, alternating
voices

Light, playful

Added part sounds like it is chasing the melody

. . . . . L The added part is completely staccato, the swidls

Means for Staccatos, upper voices Wide variety of articulations, swelling in the L .

) . . in different places than the melody, it should seem
Expression crescendo each time melody, acc. very light and separated . .

as if the two parts are competing
Conducting Exaggerate the shortne ’?Exaggerate each articulation, make each sound Trumpets and xylophone should be slightly loudgr
Concerns/ of each note, exaggerate : ; . - )
. dramatically different, exaggerate each swell, keefthan the repeating parts, make sure it is obvibas |

Rehearsal each crescendo in upper

Considerations

voices

acc. very light and out of the way.

the swells in each part happen at different times.




Measure # 21 22 23 24 25 26 27 283 29 30 31 32 33 335 36 37 38 39 40
Form B Transition A’ Variation
Phrase
Structure
Allegro @
Tempo Allegro @ mm 140 mm 140 Allegro @ mm 140
Dynamics Rapidly changing and vary with each part ff Trumpet/Xylo f, melody mf, others p
Meter/ i . Eighth Quarter and eighth notes, dotted
Rhythm Dotted quarter-eighth notes, eighth notes, quaxitrs notes eighth-sixteenth
Tonality E D G
Orchestration Full band, upper voices against loxeees rl?_escendmg Full Band
igh to low
General Character The upper voices remain lightpdangful, the lower voices are angry, harsh Falling Q;C%e;?LZ:he two lines seem to cha
Staccatos Wide variety of articulations, swellin
Means for Dynamic contrast is extreme, the upper voices naiigt but must swell in with ' in the melody, acc. very light and
; every measure, the lower voices alternate witht Egicompaniment and heavy, separated, Trp/Xylo completely
Expression unexpected S
accented scales or punch chords staccato, the swells are in different
accents
places than the melody
Conducting Exaggerate every dynamic change to the extremé, thesdescending Make sure Exaggerate each ar_tlculatlpn, make
Concerns/ : : , . each sound dramatically different,
octatonic scale, it can even rush a little, butthrma$ drag, huge crescendo intothe accents
Rehearsal . exaggerate each swell, keep acc. ve
; . m 33 stick out ;
Considerations light and out of the way.
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Measure # 41 42 43 44 45 46 47 48 49 50 51 52 53 M5 56 57 58 59 60
Form A (Variation) Transition A (Variation)
Phrase \
Structure \
Allegro @

Tempo Allegro @ mm 140 mm 140 Allegro @ mm 140
Dynamics Clarinets f, bassoon/euph two bar cresathers p ff Melody f, acc. mf
Meter/ . . : Eighth . : :
Rhythm Quarter, eighth, sixteenth, dotted half tied taleh notes Quarter, eighth, sixteenth, dotted half tied to l&hd
Tonality Bb D Bb
Orchestration Clarinet melody, horn/_saxes & tuba acc. bassn/euﬁl_escendlng Trumpets, Trombones, Flutes join melody,

long notes, rest come in m 49 - 50 high to low
General Character Returns to playful light charaat Falling Still light and playful, thicker scogn

. - Staccatos,
Means for Rhythmic variation of the melody,. with Articulations and some rhythms have been chan
) bassoon/euphonium long notes with crescendo .

Expression . unexpected more thickly scored,

makes a stark contrast, acc. very light

accents

Conducting Assure clarinets’ note lengths are accurate Make sure
Concerns/ exaggerate crescendo in %assoon/eu hOI’lil,Jm hugjee accents Assure everyone playing the melody articulates
Rehearsal 99 : P ' . exactly the same way, huge crescendo into m 61

crescendo into m 51 stick out

Considerations
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Measure # 61 62 63 64 65 66 6Y 68 69 70 Y1 72 73 1A
Form Transition A’ Codetta
Phrase
Structure
Allegro @
Tempo mm 140 Allegro @ mm 140 Allegro @ mm 140
Dynamics ff Trumpet/xylophone f, all others mf, swells at mf crescendo to ff
different times
Meter/ Eighth . . .
Rhythm notes Trumpets add eighth notes Quarter, eighth and sidath
Tonality D G Octatonic scale
Orchestration Descendlng Add trumpets and xylophone Full band unison octaves
high to low
General Character Falling Added part sounds like ¢hasing the melody Heavy
St.accatos, The added part is completely staccato, the swells Full band crescendo, heavy and
Means for with - X
) are in different places than the melody, it should connected, last two beats return
Expression unexpected . :
seem as if the two parts are competing to playful feel
accents
Conducting Make sure Trumpets and xylophone should be slightly IouderStart soft enough t_o mak(,a .
Concerns/ o . .~ crescendo dramatic, don't rush,
the accents melody, make sure it is obvious that the swells in
Rehearsal . ; . down beat of 74 very accented,
stick out each part happen at different times.

Considerations

last note light.
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Chapter Six: Prelude and Rondo

David Holsinger (b. 1945)

Composer

David R. Holsinger was born in Hardin, Missouri Dacember 28, 1945. He is
a graduate of Hardin-Central High School and eam@&IM.E from Central Methodist
College, Fayette Missouri. Focusing on composit@ter several years as a public
school band director in Missouri, Holsinger earaell.A. from Central Missouri State
University and did doctoral studies at the Uniugrsf Kansas. He has since received an
honorary doctorate from Gustavus Adolphus Colleggaint Peter, Minnesota.

Holsinger is currently on the faculty of Lee Unisigy in Cleveland, Tennessee
where he is conductor of the Wind Ensemble, andhtesinstrumental conducting and
composition. Prior to coming to Lee University derved for fifteen years as music
minister, worship leader, and composer in residdnc8hady Grove Church in Grand
Prairie, Texas. In addition to his teaching duied composing, Holsinger is a frequent
guest conductor for high school all-state honordsaeround the country and is an active
guest lecturer at colleges and universities.

Twice the recipient of the prestigious Ostwald @osition Prize of the American
Bandmasters Association, Holsinger has publishext ome hundred works for concert
band since his firstPrelude and Rondon 1976. He has received numerous other
awards for composition, conducting and teaching:cohding to TRN Music Publisher:
“Much of Holsinger's music is characterized by leméng tempos, ebullient rhythms,

fluctuating accents over set ostinati, poly-line@ixtures, vigorous asymmetrical



melodies, and high emotional impact. His adagiok&are as intransigently passionate
as his allegros are exuberarft!”
Composition

Prelude and Rondwas composed in the spring of 1966 and receivegaré@sniere
performance that December by the Central Methdddtege Concert Band, with the
composer conducting. C.L. Barnhouse publishedwluigk of about seven minutes ten
years later.

The piece was written during a one-week period|eMHolsinger was on spring
break, as a result of a life changing experienceVaclav Nehlybel came to CMC to
conduct two of his recent pieceRittico and Chorale. Holsinger was so impressed by
Nehlybel's passion for music and by the natureisfdompositions that he was inspired
to become a composer and so at the first possiblment put his entire heart and sole
into writing what becam@relude and Rondo.

Holsinger describes the composing of this piecg§uss happening.” He wrote it
without a predetermined thought as to form or stfdarmonic motion, he just wrote
what came to his mind at the time, it just happetoefit into a form that he used to title
the piece. When asked to compare it to his latgksvhe responded:

“It is interesting to note how “intuition” plays gart in the compositional arena.

After years of compositional study about the “craffcomposition”, | am amazed

that my first piece - probably from sheer naivet®rtained mixed meter, metric

modulations, asymmetrical phrases over bar lines] #he beginnings of the

“ossinato principal” that has become one of my situres. | didn’t plan these

things, they just happen because it seemed the thghg to do to put the music
on the page.®

2 TRN “David R. Holsinger: Composer.”
http://trnmusic.com/composers/holsinger.hamtessed 27 May, 2007.
% David Holsinger. personal e-mail, 5 May 2007.
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Historical Perspective

Much like Variation Overturementioned earlier in the document, this piece was
written at a time when contemporary music writterbé playable for school bands was
limited, but growing. While the respect for thencert band as a viable artistic medium
was growing, many school bands still programmedtipdsanscriptions, marches, and
popular tunes and novelties pieces. Holsingerdee®me one of a new generation of
composers, inspired by the likes of Nelhybel, Rdediti, Clifton Williams and Gianini,
to name of few of Holsinger's favorites, whose @iynfocus is on composing music for
the modern wind band. These composers and theis p@ve changed the emphasis of
the concert band/wind ensemble.

Technical Considerations

The technical challenges of this work are numerolise greatest of these is the
use of mixed and asymmetrical meters and the uberofola. The piece changes meter
frequently, requiring the performers to concentradenpletely at all times on counting
rhythms. The use of accented notes on off beatgpoands this problem. The use of
asymmetrical meters is unpredictable, further agltiinthe problem.

The use of hemiola further complicates the rhythnisues faced by the
performers. Several section of the piece contaiftipte rhythmic patterns superimposed
over one another, the most complicated being th&osestarting at measure 152 which
gradually builds to having six different rhythmideas taking place simultaneously. In
addition, the piece calls for repeated articulatetks at a rapid tempo in several spots.

Several rapid sixteenth note runs can also presehallenge.
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Prelude and Rondase fairly standard concert band instrumentatiawdver,
there are three cornet and two trumpet parts alth require strong players. The
percussion parts have several exposed lines imgugarts for timpani, woodblock,
triangle, crash and suspended cymbals, bass drdraraaxtremely important snare drum
part.

Stylistic Consider ations

This composition contains a wide variety of stytishpproached. The slower
sections call for careful ensemble balance andhtatte to great dynamic contrast to
display wide ranges in emotion. The fast secticailkfor accents both on the beat and
off the beat, the placement of which is very impnttto the piece. Staccatos are used
both in long passages and as contrast with slumeds. Dynamic contrast is wide,
sometimes changing rapidly within the measure, somes changing slowly over many
measures and sometimes instantly.

Musical Elements

Prelude and Rondoontains numerous Twentieth Century compositional
techniques. The piece is primarily modal in natuseng Aeolian, Phrygian and
Myxolydian modes and in some cases superimposiMgafér over C Aeolian. This
presents the opportunity to teach students abalg#sand harmonies that they may not
be familiar with.

As with many of Holsinger’s pieces, this work lmany meter changes and
several examples of asymmetrical meters that fpectormers to count and subdivide
carefully in order to perform the piece. Furthempounding the rhythmic difficulties is

the polyphonic nature of the rondo, which often mmetodic content using different
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rhythmic ideas happen at the same time, and freqieenof hemiola. Phrasing is also
often unpredictable and asymmetrical as well, frgmphasizing the importance of
accurate rhythms. Articulations are clearly markad often require different techniques
from different parts of the ensemble simultaneausly

The title of the piece suggests the form, althodgtsinger only loosely follows
the traditional form. The return of the syncopagedrter note figure at the end of every
section helps to hold the rondo section togethdrsaiggests its title. The ostinato pattern
usually played but some part of the trumpet/coseetion and a snare drum also helps to
establish the rondo concept.

Dynamics are clearly marked in all parts and fcalkextreme changes
throughout. Performers are pushed to their lighjtsamically, sometimes in the same
measure, sometimes suddenly, sometimes over gknad. The prelude allows for a
great deal of expressive playing from the ensembiiée the rondo section keeps a lively
rhythmic pulse.

Form and Structure
Measures Section Key Events/Scoring
1-6 Prelude C Phrygian  Clarinets, low reedspsichorale, brass,
saxes, percussion on downbeatofm 1 & 3
7-11 Ab Lydian  Brass take over chorale, agdlsan m 9
12 - 22 C Phrygian  Full band but p, with differehorale,
drastic dynamic changes in many measures

23 -36 Eb Mixolydian Allegro giusto woodwinds and
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woodblock have rhythmic melody with
changing accents
37-42 C Phrygian  return of slow rubato tempa larass

restate chorale material fromm 7 — 11

43 - 52 C Phrygian  Full band chorale, many dyeaamd meter
Changes
53-59 C Phrygian poco accelerandto end of section, full

band chorale, starts p with crescendo to end

Rondo

60 — 75 A C Aeolian  *LCornet/snare drum establish rhythmic
ostinato that returns throughout the Rondo
section full band chords at accent points

76 — 80 C Phrygian  Full band syncopated choilternating
measures with trumpet runs

81-90 A’ C Aeolian/G Major *¥2" trumpet/snare drum take over
ostinato, cornets have syncopated melody
over it

91-98 C Aeolian/G Major Clarinet join cornetaare switches
to one beat triplets, low brass have long note
syncopated counter line

99 — 107 C Phrygian  Augmentation of material fnron76 — 80

108 — 117 A” C Aeolian ¥ cornet/snare have variation of ostinato
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118 - 126
127 — 136
137 - 151
152 — 159
160 — 177
178 — 188
189 — 205

A)H

Coda

pattern, tuba has staccato quarter note bass

line

C Aeolian/G Major ostinato continues,

C Phrygian

C Phrygian

C Aeolian

C Aeolian

C Phrygian

C Aeolian

flute/clarinet/saxes/horns add new melodic
material
very similar to m 99 — 107
woodwind/woodblock bringlenaterial
from m 23 — 36, interrupted by syncopated
accented chords similar to m 76 — 80
213 cornets/snare reestablish ostinato
similar to m 108 — 117, tuba has syncopated
bass line
ostinato continuedcrnet/trumpets add
new syncopated melodic material, m 164
add horn mostly half-note line, m 167 add
low brass mostly quarter note line, snare
switches to one beat triplets, m 169
flute/clarinet create cannon with the low
brass.
Further augmentation of rredtstarted in
m 76 — 80 by full band

Change to 2/2 half nertepio remain
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constant, chorale like material similar to the
Prelude, with dramatic changes in dynamics,
low reed, tuba and timpani have two beat
triplets accenting the end of each phrase
206 — 213 C Major to Fb Major using material $amto that
established in m 76 — 80 full band build to endthgrds,
faster tempo
214 - 216 E Major Full band chords ending witighir E Major
chord, fff
Suggested Listening
Vittoria Giannini:Preludium and Allegro; Symphony no. 3; Variatiomsld&ugue
David HolsingerfFestiva Jubiloso; Havendance; Liturgical Dances; Smcient Hymns
and Festival Dances;Providence Unfinished; Symp@iorioso.
Vaclav NelhybelAdagio and AllegrpChorale, Festivo, Symphonic Movement, Trittico
Vincent PersichettiDivertimento For Band; Masquerag8ymphony No. 6;

Clifton Williams: Fanfare and Allegro; Symphonic Suite
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Tracz Analysis

Measure # 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 1718 19 20
Form Prelude (A)
Phrase /\/ W
Structure
Tempo Largo ma non tropp@ mm 44 Broaden Largo ma non tropp@ mm 44
Dynamics mf Cresc f Cresc ff ff mf p ftop ftop ftop
4/4 5/4
4/4 dotted 4/4 dotted 4/4 3/4
Meter/ : 2/4 half dotted 3/4 2/4 half, quarter,
Rhythm quarter-eighth quarters & quarter- half- half quarters eighth notes dotted 4/4 half notes
notes . eighth notes half
eighth half
Tonality C Phrygian Ab Lydian C Phrygian
Harmonic — jc  Cocm gy oy A Epm AbM cm CM | Ab/F Db/Bb Gb/Eb
Motion m M M
Orchestration | Clarinets, bassoon, horn E_Srass,_ Add reeds Flute, cl_armets, horns, WW. | Brass | "W
timpani euphonium horns horns
General . .
Character Dark, chorale like, forboding
Means for . . . . .
Expression Very slow and deliberate, subtle and dramatic velwimanges, uses the timbres of the instrumentyamireate contrast
Conducting low b loddi dynami ive breathe marks plenty of time, handoffh ww timbre to brass should b
Concerns/ Very slow but not plodding, exaggerate dynamic @sts, give breathe marks plenty of time, handroffh ww timbre to brass should be
Rehearsal seamless, subdivided m 9 as 3/4 then 2/4, exaggataents in m 10 but no break between notes, @addhe between m 14 & 15, bring out

Considerations

euphonium in m 13 and 16, and fermata in m 17 tigathe following, greatly exaggerate fto p in8&119 & 20




Measure # 21 22 23 24 25 26 27 28 29 30 31 32 33 383 36 37 38 39 40

Form Prelude (A) Prelude (B section) Prelude (A)

Phrase

Structure \ / T~ /\

Tempo @ mm 44 Allegro giusto@ mm 168 Rit. Andante rubato

Dynamics ftop Cresc mf f mf f pcresc. f Dim. p
4/4 3/4

Meter/ . . whole, 4/4 dotted

Rhythm Half notes 4/4 Quarter and eighth notes, lots atepation, m 28 5/4 dotted quarter-eighth hig’rter
half, half q

Tonality C Phrygian Eb Mixolydian C C Phrygian

Hatmonic Cbibb Ablg | Open fifths c cm Ab M

otion
Add Add
Add solo solo
Orchestration Brass reeds Flute, clarinets, oboe, Flute, clarinets, oboe, Flute, clarinets, Brass. percussion
7 and woodblock cornet, | woodblock cornet, woodblock P
timpani horn & horn &
bone bone

General Cresc. into . . : Chorale like the beginning, but a

Character tempo change Rhythmic, dance like, articulated little faster and more rubato

Means for dcg::llgtlfs The rhythms and articulations drive this sectibwe, stressing of the constantly moving \(/iiat\ﬁcade Like before, dynamic

Expression . accent is very important in this section . contrasts

dynamics dim.

Conducting . .

Concerns/ Direct each Assure precision of rhythms and articulations, $«idd m 28 into 3/4 then 2/4, make g(l)lt/t:ﬁ fﬁf;@{ﬁglrhi;ﬁgw&s int

Rehearsal timpani note sure the woodblock player anticipates the beatabit doesn’t sound late 9 y

Considerations

the p, be sure they understand this
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Measure # 41 42 43 44 45 46 a7 48 49 50 51 52 53 58! 56 57 58 59 60
Form Prelude (A)
Phrase
Structure
Tempo Andante sempre poco ruba@® mm 63 Poco accelerando
Dynamics p Cresc. f Cresc. Dim. Cresc. Dim. pgoesc f cesc ff dim
4/4
5/4 3/4
3/4 4/4 4/4 half, 4/4 3/4 4/4 3/4
Meter/ half,  whole, half,  dotted hal, | -r  half, | half, A gy dotted AR ARall, gy par whole
Rhythm half dotted half, half | eighth notes
quarter half quarters quarter, quarter quarter quarters quarter
. half quarters
eighths
Tonality C Phrygian C Phrygian
rarmonic  lgm  cM  fm gm | abm | cm | GM | EbM bbm cm | GM c fic | bl bb €
otion v
Orchestration | Full Band Full Band
General Chorale Chorale
Character
Means for . . . . . .
Expression Many changes in dynamics, meter, occasional madunegadds contrast Slight accelerando, more dynamics
Conducting
Concerns/ . . N - . .
Rehearsal Exaggerate dynamics, bring out moving lines, diviud9 in 2/4 then 3/4, free flowing rubato m 53 -55

Considerationd
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Measure # 61 62 63 64 65 66 67 68 69 70 71 72 73 TAS 76 77 78 79 80

Form Rondo (A)

Phrase

Structure

Tempo Presto agitato con fuoco @ mm 208

Dynamics p fflip ffllp ffllp ffllp fillp ffllp fflp ffll[p f with cresc. in each m

Meter/ 4/4 eighth notes Syncopated sixteenths Syncopated sixteenths Syncopatec
Rhythm quarters quarters quarters
Tonality C Aeolian C Phrygian

Haff“"”'c None ¢ d ¢ d cm dm cm dm cm CM cm CM cm
Motion m m m m

Orchestration | % Cornet, snare ostinato, punctuated by full barutdsh Full band Cornets Full Band Cornets Full Bar
General . . .

Character Rhythmic, always moving forward, very Nehlybel like

Means for . : Accented and spaced syncopated quarter notesaiteyn
Expression Cornet, snare light and articulated, broken bueatsd full band chords measures with a flourish of sixteenth notes

Conducting : Be careful that is doesn’t turn into all ff, stastch measure softé
Concerns/ It needs to be fast, but not faster than the cerces play it cleanly, assure that 10 allow the cresc to happen. se arate,the uaotes to make
Rehearsal the accented chords are precisely on the beataadde from the bottom up bpen, sep q

Considerations

the slurred sixteenths even more different
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Measure # 81 82 83 84 8 8 87 838 89 90 91 92 93 B 96 97 98 99 100
Form Rondo (A")
Phrase
I
Structure /\
Tempo Presto agitato con fuoc@ mm 208
Dynamics p cresc. f f ff
Meter/ 4/4 eighth notes syncopated quarters, m 84 two bedBnare switches to one beat triplets, low braseddtalf, .
. 3/4 sixteenths

Rhythm triplet half and quarter notes
Tonality G Major over C Aeloian G Major over C Ael@an C Phrygian
Harmonic Motion |(\:/| G Major and C Aeolian at the same time ﬁq dm

Full band
Orchestration Cornets, trumpets, snare drum Add clainets and low brass chords, sax/euplp

sixteenths
General Charactef  Driving and Rhythmic, dance like Low brass add a dark drastically different counteiody Flourish

The clarinets have the same rhythm as the cotnghbirs

Means for Staccato steady eighth notes contrasted by acceme% all slurred. the low brass line is accented opated Flourish from
Expression spaced syncopated melodic line and uses long notes in stark contrast to theggut ithe saxes/euph/snane
Make sure the trumpets and cornets change nottong f
. . . : Make sure the
Conducting . . . the previous section. Make sure the clarinets rataled
The trumpet/snare line must remain constant in tem . . quarter note
Concerns/ ; . at while the rhythm is the same as the cornets th
and articulation, cornets should separate all aeden _ . o P chords are
Rehearsal . . : articulation is not. The low bras must accenttibginning
. . notes to emphasize the articulations. ; : balanced and
Considerations of each note to make it the loudest but decay tjigh precise

assure that the moving line is heard
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Measure # 101 102 103 104 105 106 107 108 109 1ma mn12 113 114 115 116 117 118 119 ]
Form Rondo (A" Rondo (A”) Rondo (A”)
Phrase /
Structure
Tempo Presto agitato con fuoc@ mm 208 Presto agitato con fuoc@ mm 208 @ mm 208
Dynamics f to ff each measure p cresc Cornet & horn mf, tuba & percussion p mf
4/4 4/4 4/4 . .
Meter/ 3/4 svncopated 2/4 svncopated 2/4 svncopated 4/4 eighth 4/4 whole note, straight and syncopated Add half note,
Rhythm sixteenths >YN¢OP sixteenths = >Y"COP sixteenths = >Y"¢OP notes quarters, eighth notes two beat triplet
guarters guarters guarters
. . . G Major over C
Tonality C Phrygian C Aeolian Aeolian
HarT“O”'C cm d cm CM cm CM cm None G 'V"?‘IO”C
Motion m Aeolian
Eﬁgrzznd Altos/horns Altos/horns Add flute,
Orchestration sax/eu, h Full band  with Full band = with Full band ' Cornet ' cornet, horn, tuba and percussion clarinets, alto
. P sixteenths sixteenths and tenor sax
sixteenths
General Flourishes alternated with syncopated accents Driving and Rhythmic, dance like ww add [egato
Character counter line
Added line give
Means for : . . Variation of ostinato gives variety, the additiditlee bass  variety with
Expression Contrasting slurred flourishes with accented arateg syncopated notes line adds to the dance feel, horn drone contrasting styld
and pulse
Conducting L o Continue to
Concerns/ Start each measure softer to allow the cresc.ppdra don't allow the Keep the bass line light, separated_ and strlctt;nm, balance to the
separate syncopated quarters to give clarity, baltmthe
Rehearsal syncopated quarters to rush cornet, ww

Considerationd

cornet

should feel in 2
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Measure # 121 122 123 124 125 126 127 128 129 130 31 1 132 133 134 135 136 137 138 139
Form Rondo (A”) Rondo (A”) Rondo (B)
Phrase
Structure
Tempo ;(r)%sto agitato con fuoc@ mm Presto agitato con fuoc@ mm 208 @ mm 208
Dynamics mf with cresc. into m 127 f to ff in eacleasure p
Meter/ Add one beat triplets 3/4 2/4 g/ico ated 2/4 g/‘rlmo ated 2/4 g/‘rlmo ated g\ire 4/4 quarters and
Rhythm P sixteenths sixteenths >Y"¢OP sixteenths >Y"¢OP sixteenths >Y"¢OP eighths
quarters quarters quarters roll

Tonality G Major over C Aeolian C Phrygian C Phrygian
I\H/lar_momc G Major and C Aeolian cm d cm dm cm CM cm CM cm CM  Open fifths

otion m

: i
Orchestration Flute, clarinet, alto/tenor sa_xs, 1 Saxes/euph with flourish Full band Upper Full band Upper Full band Snare "W &
cornet, horn, tuba, percussion ww/horns ww/horns woodblock

General Continue dancg like feel, with Alternating accented chords with flourishes Light dance like
Character legato counter line
Means for The ww, horn counter line becomes Rhythms and
Expression more rhythmic, mostly legato with Dramatic crescendo in each measure, sixteenth hikees flourish or a rip articulations create

P some accents dance feel
Conducting . Keep everything light,
Concerns/ Trheeci\;aen?ﬁs trgrﬁhcr)nrsnumslist:ebgonst ir%{ery similar to other similar spots, be sure thesrand together, the quarters are spaced and each exaggerate each
Rehearsal b ' P “measure starts soft enough for the crescendo ¢xdggerated. articulation keep

Considerationd

by all

tempo constant
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Measure # 141 142 143 144 145 146 147 148 149 150 51 1 152 153 154 155 156 157 158 159 1
Form B Rondo (A™)
Phrase
Structure
Tempo @ mm 208
Dynamics Eresc f cresc. p f with cresc. in each measure p cresc. Cornets mf, tuba/snare p
4/4 4/4 quarter 3/4 4/4 4/4 4/4 .
Meter/ 2/4 . ' 2/4 2/4 Eight .
Rhythm Half Syncopated eighth, half q_uarter Syncopated sixteenth Syncopated sixteenth Syncopated notes Dotted quarters, quarters, eighth notes
guarters notes eighth quarters quarters guarters
Tonality C Phrygian C Aeolian
'\H/Iarmomc cm Open fifths cm CM cm CM cm None
otion
2nd & 3I’d
Orchestration | Snare Woodwinds & woodblock Fulldan Alto/horn | Full band Alto/horn  Full band cormets Add tuba and snare
General . . .
Dance like Short return of flourish alternated wisyncopated quarters Return to dance feel
Character
Means for Big . . . . . S . . . . .
) Subito p continuation of articulations Return of flourish idea with dramatic crescendos Variatbostinato and bass line
Expression cresc.
Conducting Start each measure soft enough to allow the crdscenbe
Concerns/ Big Keep everything light, exaggerate each . ; . . Precise rhythms continue to be most important,fabrp
. : exaggerated, should be just like every other seatith this . )
Rehearsal cresc. articulation keep tempo constant idea that the bass line doesn’t rush
Considerationd
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Measure # 161 162 163 164 165 166 167 168 169 1701 1172 173 174 175 176 177 178 179 180
Form Rondo (A™)
Phrase
Structure /\/\ /
Tempo Presto agitato con fuoc@ mm 208
Dynamics f Horns ff Cresc. ff f cresc ff each
Dotted quarters Four
Meter/ ; ' Add half and dotted . .
Rhythm quarters, eighth quarter with grace notes bgat Snare to one beat triplets, add quarter and hadsno 3/4 sixteenths
notes triple
Tonality C Aeolian C Phrygian
Harmonic Motion | None cm dm cm
Orchestration Comets/trumpets Add horns Add Add flute and clarinet Tut,
tuba snare tbone. saxes/horns
General Characte Dance like Cannon over the diigneees in the cornets Flourishes
Means for Rhythm and articulation continue to drive thisLow brass and upper ww add a two part cannon $hlagiato over Cresc. each
Expression piece, horns add contrast the cornet/trumpet ostinato patterns measure
Conducting . : : .
Concerns/ Continue to assure rhythm.|c and arnculanqn Accent the beat in the snare line to help keefhémeola
accuracy. Cue horns, maximum volume witk ) . . As before
Rehearsal . ogether, every one is ff but still balance to ¢benet/trumpet
Considerations little edge to the tone
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Measure # 181 182 183 184 185 186 187 188 189 191 1192 193 194 195 196 197 198 199 200
Form Rondo (A™) Coda

Phrase /—\
Structure T~ | T~ — T T~/
Tempo Presto agitato con fuoc@ mm 208 @ mm 104Meastoso

Dynamics f cresc. to ff each measure f cresc to ff,different voices cresc at different times

Meter/ Alternate 2/4 then 4/4 sixteenths then syncopated 2/2 half, quarter and quarter note triplets

Rhythm quarters

Tonality C Phrygian C Aeolian

Harmonic Motion dm cm E/I cm E:/l cm ¢/C c¢/C cm Ab D Ab, D Ab D Ab D E Db C
Orchestration Full band Full Band

General Character Flourishes Big and pompous, heavy

Means for Crescendo each measure, slurred runs alternatingVery load and heavy, voices crescendo at diffelierds, connected, mostly
Expression with accented and separated syncopated quartersunaccented but all tongued

Conducting Keep as before, m 187 — 188 two measure Exaggerate each dynamlc change within the varioices, players must
Concerns/ crescendo instead of one measure. tendency to drlénderstand that while they diminuendo others creszao they must
Rehearsal ' y egaggerate so that everything can be heard, albagsce to the bottom of

Considerations

these two measures

each section.
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Measure # 201 202 203 204 205 206 =207 208 209 2ma 2212 213 214 215 216
Form Coda
Phrase /\ /—\
Structure
Tempo @ mm 104 with ritard at end Presto Great Ritard Allargando
Dynamics f cresc to ff dlffere_nt VOICES | ¢\t cach measure f to ff every Cresc. Cresc Sffz Cresc. to
cresc at different times two beats . cresc. end
Meter/ 2/2 half, quarter and quarter Alternating 2/4 then 4/4 roll then 6./ 4 quarters | 5/4 dottedha!f tied 2/2 each note directed
Rhythm note triplets syncopated quarters t'.Gd to tq quarter, with fermata
eighths eight notes on top
C
. . . . Maj/ :
Tonality C Aeolian C Major Fb Major B E Major
Maj
Har_momc eb C eb C Ab/ C c C c C c Chromatic Fb Cc/B E
Motion G
Orchestration Full band Sha TUI Sna TUI Sha TUt Full Band
re  ti re  ti re i
General . .
Character Big and pompous, heavy Flourishes Full, heavy chats
Very load and heavy, voices Uses the snare this time for the
Means for crescendo at different times, - ; Big, heavy, thick chords, accented entrances, évieiy starts loud
) flourish idea with the return of the
Expression connected, mostly and crescendos
syncopated quarters
unaccented but all tongued
Exaggerate each dynamic
Sgg;%e F\)/\I/ggér;sthne]uvszinous Horns hold through the
Conducting understand that while they  Just like the other sections of this Attack each slight pause between
Concerns/ - . entrance hard Hold fermata and fermatas. Attack each
diminuendo others crescendoidea, snare has to try to match the " . ,
Rehearsal . and then cue $cornet  entrance hard, dim slightly
. . so they must exaggerate so volume of cresc that the winds had
Considerations . crescendo then crescendo to end
that everything can be heard,
always balance to bottom.
always balance to the bottom
of each section. QQ




Chapter Seven: Valdres Marsg

Johannes Hanssen (1874 — 1967)

Arranged by Loras J. Schissel
Composer

Composer Johannes Hanssen was born in Ullensakenal town near Oslo,
Norway on December, 2, 1874 and died in Oslo onddaer, 25, 1967. He was an
active and influential bandmaster, composer, aadher during the first half of the
twentieth century in Norway. Hanssen played thetdrae horn in the military bands of
Norway and later played double bass with the Naftidrheatre, the Norwegian Radio
Orchestra, and other orchestras. He served as laateinof the Oslo Military Band from
1926 to 1934 and from 1945 to 1946.

Hanssen wrote many works during his long carearphblished compositions in
addition toValdres,include The Olympic Fanfareand Humoreske most of his band
compositions remain in manuscript with the Osloitdily Staff Band. He received
numerous awards as a composer and performer ingutie King's Order of Merit in
Gold and King Haakon VII's Jubilee Medal.

The arranger, Loras John Schissel, has published 4900 arrangements and
compositions for various ensembles. He is conduxftdooth the Cleveland Orchestra’s
Blossom Festival Band and the Virginia Grand MiltaBand of Washington, D.C.

Schissel has done extensive research on the penficerof marches.



Composition

Valdres Marsj (March)was Hanssen'’s first composition and his best kndtwn.
was originally composed in 1904 and first perforrnieat year by the Oslo Military Band
with the composer playing baritone horn. Hansseanged the work in several ways
throughout his life. This version afaldresis based on Hanssen's orchestral version
rather than his ‘outdoor’ version of the march, ethis the one most often heard. The
major obvious difference is that the opening melisdylayed by clarinet solo rather than
cornet, there are several other minor differenn@astrumentation, but everything else is
the same. The piece last about three and onewalites, depending on tempo chosen.

Valdrestakes its name from the valley that lies betwesio@nd Bergen. The
opening melody comes from the fanfare that is umitquthe Valdres Battalion, which is
based on a medieval melody played on a wooden wisilument called dur. The
second melodic line comes from an old fiddle tuoenfthe Hardanger region in western
Norway. The trio melody comes from another Nonaediolk tune, this one based on a
pentatonic scale.
Historical Perspective

This piece was written toward the end of the caltunovement known as
“Norwegian Romantic Nationalism,” as Norwegians gltuto define and express a
distinct national character, a movement that cal@leareas of Norwegian culture and
was led in the music world by Edvard Grieg. I089Norway completed a peaceful
dissolution of the union created with Sweden in4.8Music that featured native folk

tunes, likevaldres,was extremely popular during this time.
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Technical Considerations

The technical concerns with this piece are many,tim® least of which are the
keys: Ab and Db major, which present notes not liamtio all high school students. The
upper woodwinds have several difficult patternsdaghe first and second cornets. The
upper woodwind lines in measures 17 through 40,thaccorresponding sections in the
da capo,are not only rapid but contain numerous grace natelsquick trills. This line
also contains numerous accidentals that increasalitficultly of the fingerings. In
addition, the clarinets have a series of seversdate runs in measures 41 through 48
which are difficult to place correctly in time.

The third and fourth cornet parts are indepenttem the first and second parts
and require frequent triple tonguing. The solstficornet parts starting at measure 67
calls for careful attention to articulations. Segarts of the piece call for the flutes,
first clarinet and first trumpet to be near the toptheir instruments’ range. The
syncopated rhythms in the melody and some accommgemi figures can also cause
accuracy problems. Percussion parts require a letenpnderstanding of fundamental
rudiments.
Stylistic Consider ations

The score and the parts have been carefully notateulicate the correct style of
playing based on Schissel's extensive researcle td8inpo is marked 80 — 100 beats per
minute, allowing the conductor some liberty to mibet needs of the ensemble, however,
Schissel suggests the closer to 80 the better.ithsamy march a steady tempo is vital to
the successful performance. Care must be takersdorea a steady tempo despite the

difficulty of rhythms or extreme dynamic changes.
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Contrasts are vital to the proper performance a$ fhiece. Contrasts in
articulations are clearly marked and must be ollyebbserved, in several places various
articulations exist at the same time within differeoices and care must be taken to
assure that each voices follows the written madefally. Several of the melodic and
accompaniment lines contain grace notes; care beuttken to place these precisely so
as to not affect the meter and tempo. Contrastymanhics, both subtle and drastic, are
also clearly marked, it is up to the performers emductor to make a notable difference
between these markings to add to the excitemethiegberformance.

Musical Elements

Valdresis in a typical European march form, except withan introduction.
This arrangement is scored for the modern concartdp but does include four
independent trumpet parts. The percussion pagtsugimental and call for a field drum
in addition to the standard snare drum, bass dnonceash cymbals. Exposed solo lines
are written for first clarinet, first cornet, F moand piccolo.

The careful editing by Schissel has created a Wwedlteaching opportunities. A
wide variety of articulations and dynamics give &nppportunity for teaching of
contrasts and the importance of treating eachudation mark unique. The piece also
contains many various treatments that may be neahetgtudents including various grace
notes, quick trills and stopped horn.

Form and Structure
Measures Section Key Events/Scoring

1-15 f Strain Ab Major Clarinet solo, bass clarinet, loass horn,
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tuba, snare accompaniment, saxophone

counter line.
15-16 Transition Eb Major Syncopated transitiato irecap of T Strain
17 — 32 f' Strain Ab Major  Recap of thé'Btrain with Euphonium,

Tenor Saxophone,®Clarinet taking over

melody, upper woodwinds have rhythmic

obbligato.
32 Transition Snare drum transition infd Strain
33-40 4 Strain F minor Full bantbrtissimo,low voices and upper

voices trade measures with stopped horns
tied half notes holding the parts together and
the 3% and 4" trumpets have a fanfare
counter line.

41 — 48 C minor Trading continues for four measuut on
every beat.Subitopianoin measure 45 with
a crescendo into third version of thé 1
strain.

49 — 64 §' Strain Ab Major Full bandbrtissimg melody in upper
trumpets, trombones and euphonium,;
counter lines in oboe"2and 3" clarinet and
alto and tenor saxophones. Low reeds,

tubas, horns and percussion provide

93



65— 67
67 — 74
75 - 82
83 — 89
90

91 - 110
111 - 174

Transition

Trio

Da Capo

Suggested Listening

Db Major

Db Major

Bb minor

Ab Major

Db Major

Ab Major

accompaniment. "3and 4" trumpets have
fanfare figures.

Low reeds, horns, laads establish
accompaniment pattern of the trio.

Solo®itrumpet

Add solo piccolo obbligato

B section of the trio, flute/@bmelody, solo
horn counter melody.

Full bandransition to recap of Trio

Full banirtissimorecap of trio with four
measure cadential extension. Piccolo, flute,
oboe have obbligato/®and 4" trumpets
have fanfare.

Exact repeat of measures 1 - 64

Julius Fucik Die Regimentskinder, Entrance of the Gladiataliso known a3 hunder

and Blazes, Florentiner March

Georg FurstBadonviller

Edvard GriegNordraak’s Funeral March, Peer Gynt Suites, Symph@&ances

Johan HalvorserBojarenes Inntogsmars;j

Pieter Leemandvlarch of the Belgian Parachutists

Johan WicherdWars der Medici
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Tracz Analysis

Measure # 1 2 3 4 5 6 7 8 9 100 11 12 13 14 15 16 1¥8 19 20
Form T Strain Transition = %' Strain
e m
Structure A
Tempo @ mm 88 @ mm 88 @ mm 88
Dynamics Cresc. to m
Y p mp p
Meter/ Upper ww sixteenth,
Rhythm 2/4 half, dotted quarter, quarter, eighth noteares part has sixteenths and rolls syncopated half beat triplets and
trills
Tonality Ab Major Eb Major Ab Major
Harmonic Motion I Vi I Vv V V I
. . . . Tutti minus -
Orchestration Solo Clarinet, bass cl, bassoon,, lioba, snare accompaniment, saxophone counter line cornets Tutti minus cornets
. . L Syncopated Like first time with
General Character Melody is lyrical and expressaee, is light cresc. added ww obbligato
Svncopated Melody continues to be
Means for The soloist if as be very expressive, the acconmpanti is very light and separated, the ac):/centg and expressive, add upper
Expression counter line should copy the expression of the solo ww obbligato which is
grace notes . ;
light and articulated
Bring out
the grace The euphonium should
. notes, keep :
Conducting the eiahth be the dominate color,
Concerns/ Balance to the soloist, the counter line shoulde@ado slightly to each pitch change. Keep g keep the upper ww line
notes very . L
Rehearsal the tempo steady. ; light and soft, it will be
; . precise, do
Considerations heard, keep tempo
not rush or
steady.
cresc. too
much




Measure # 21 22 23 24 25 26 27 28 29 30 31 32 33 B 36 37 38 39 40
Form £ Strain Transition 2% Strain
Structure
N

Tempo @ mm 88 @ mm88 @ mm 88
Dynamics mp fff ff

Two
Meter/ Upper ww sixteenth, half beat triplets and trills eighth Sixteenth and eighth notes, half notes
Rhythm ' notes & '

roll
Tonality Ab Major none F minor
Harmonic Motion | vi I V I i V
Orchestration Tutti minus cornets Percussion tutti
General Character| Like first time with added ww lag#io Subito fff |~ Aggressive, fanfare like

Dramatic
Means for Melody continues to be expressive, add upper wwWigédtio which is \C/Qﬁjr;ﬁs n Loud, with precise staccatos and accents, stogped
Expression light and articulated and horn give contrast

character

. Keep
Conducting . .
Concerns/ The euphonium should be the dominate color, keempiper ww line tempo Match v_qume, intensity and style between the
; — steady, alternating measures, tune the stopped horns,
Rehearsal light and soft, it will be heard, keep tempo steady .
; . percussion keep the tempo steady

Considerations Subito fff
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Measure # 41 42 43 44 45 46 47 8 49 50 51 52 53 585 56 57 58 59 60
Form 2" Strain 1% Strain

Phrase

Structure - /\/\/
Tempo @ mm 88 @ mm 88

Dynamics ff, with subito p in m 45 with cresc. baokf ff but save some so the da capo can bedoud

'\R/lﬁ}tlfr:/m Sixteenth and eighth notes, half notes Dotted quamtr eighth notes, half notes, sixteenths and half tsiplets and trills|
Tonality C minor Eb Majo Ab Major

Harmonic Motion i VI I I Vi I

Orchestration tutti tutti

General Character

Aggressive, fanfare like

Like first two times of strain but more aggressive, mucidéo

Means for Loud, with precise staccatos and accents, clarinetFull band statement of thé' Strain with added fanfare part iff and 4"
Expression runs give contrast trumpet
Conductin Match volume, intensity and style between the

9 alternating beats, make sure the subito p is Balance so that the melody and the ww obbligatestizang but the new
Concerns/ ; . : : o 2 3 ) . .
Rehearsal extremely drastic and that the clarinet line sticks material in the 3 and 4" trumpet part is heard. Bring out the bass linergv

Considerations

out, the stopped horn entrance in 46 must be hugdourth measure, keep tempo steady.

keep the tempo steady
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Measure # 61 62 63 64 65 66 67 68 69 70 71 72 73 7&5 76 77 78 79 80
Form £ Strain Transition Trio Trio
Structure \ K>
Tempo @ mm 88 @ mm 88 @ mm 88 @ mm 88
Dynamics ff with cresc. to end f to mf mf mf
Dotted quarter eighth Half
Meter/ notes, half notes, ’ . Piccolo adds sixteenth and eighth noted
Rhythm sixteenths and half beat qyarter Solo cornet adds mostly eighth note melody with trill
; . eighth note
triplets and trills
Tonality Ab Major Db Major Db Major Db Major
Harmonic Motion Vi V Vv I I I I
Low reeds,
. . saxes, Low reeds, saxes, horns, low brass, with cornet sol : . .
Orchestration tutti homs, low M 73-74 add solo clarinet and snare. Just like M 67 with added piccolo
brass
Like first two times of Establish
General Character | strain but more aggressive,accom Articulated cornet solo, light Just like M 67 withadded piccolo
much louder '
Full band statement of the Set up trio
St . . . . . . . . .
Means for Expressiof 1* Strain Wlt_h added ) with typical Artlc'ulatlons and subtle dynamics give very expiress Just like M 67 with added piccolo
fanfare part in § and 4 march off  quality
trumpet, cresc. to end beats
Be sure the
Balance so that the melodyhalf notes
Conductin gggr':heb\lljvtvzhoebrt:ggvato are g(r:?:ented to Continue the accompaniment established in the
9 g bu transition, balance to the solos. Make sure theisol Just like M 67 with added piccolo, be
Concerns/ material in the §and 4 | keep the : ; ) e
. observes all markings precisely, keep tempo steBely. sure the piccolo part is in tempo and loyd
Rehearsal trumpet part is heard. pulse and Lo ) o )
; . . . sure added line in M 73-74 is heard but is in ctimra  enough to heard along with the cornet.
Considerations Bring out the bass line the off ;
with the cornet melody.
every fourth measure, beats are
keep tempo steady. precisely in
tempo Q8




Measure # 81 82 83 84 85 86 87 88 89 90 91 92 93 98¢5 96 97 98 99 10(
Form Trio Trio Transition Trio (B section or break strain)
Phrase \
Structure \ /
Tempo @ mm 88 @ mm 88 @ mm 88
Dynamics mf mf ff ff
Meter/ ;;Z(;er?ﬂ?idnsd Eighth note melody, quarter, half and Quarter,  Eighth notes, 8 & 4™ cornets have half-beat
Rhythm eighth eighth note counter, eighth note acc. sixteenth triplets
Tonality Db Major Bb minor Db Major Db Major
Harmonic Motion | | VI i \% I Chromatic I

Just like M 67 .
Orchestration with added Flute/plccolo/oboe melody, horn counter Tutti Tutti

: line, low brass/reeds accompaniment

piccolo

Just like M 67 : .
General Charactef with added very light staccato melody with slurred Fanfare Molto marcarto, strong and aggresive

: horn counter line

piccolo

Means for ‘]L.ISt like M 67 Melody is staccato, while the counter line . Heavily accented, molto marcatd® and 4" cornet
) with added . Subito ff

Expression : is slurred fanfare

piccolo

Just like M 67

with added
Conducting p|cco_Io, be sure Melody must be light and clean, the ho_rn Big Don't allow tempo to drag, full band ff however
Concerns/ the piccolo part  counter line must be completely opposite . deog Ath

o ) . .~ entrance,  balance to bring out thé“® 4™ cornet fanfare,
Rehearsal isintempo and | in character, keep the accompaniment Ilgﬁ{1 , ; .

; . on't rush especially in M 97-98

Considerations loud enoughto  and soft

heard along with

the cornet.
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Measure # 101 102 103 104 105 106 107 108 109 1M n74

Form Trio (B section or break strain)

Phrase

Structure

Tempo @ mm 88

Dynamics ff

Meter/ : : th i

Rhythm Eighth notes, 8 & 4" cornets have half-beat triplets

Tonality Db Major

Harmonic Motion| Chromatic I I
Exact repeat of M 1 — 64 , add a very slight aliaudp

Orchestration Tutti going into M 159, the brass will stand and play 159
the end at loudest, controllable volume.

General Molto marcarto, strong and aggresive

Character ' 9 99

Means f(_)r Heavily accented, molto marcatd® &nd 4" cornet fanfare

Expression

Conducting

Concerns/ Don't allow tempo to drag, full band ff however &ate to bring out

Rehearsal the 3° & 4" cornet fanfare, especially in m 103 - 104

Considerations
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Chapter Eight: Rehearsal Plans

The following pages contain the rehearsal planshferentire semester beginning January
5™ 2007 and ending with the final rehearsal befbeefinal concert on May 1% 2007.

All rehearsals are included, even though not atheim apply to this specific document,
as everything we do as a band leads to the fimalymt, and | feel that the reader needs to

understand the full scope of the program.



Rehearsal Plans
Arkansas City High School Concert Band

Friday January'® 2007
Objectives:
* Improve rhythmic reading
* Improve clarity of articulation
* Work towards symphonic sound and away from marchogd
* Sight read~olk Song Suite, Movements 1 andaBdPrelude and Rondo
Special Instructions:
» Distribute folders which include:
o0 Exercises for Ensemble Dritly Raymond Fussell
o Hymn for Bandoy Hugh Stuart
o0 Folk Song Suitby Ralph Vaughn Williams
o Prelude and Rondby David Holsinger
» Distribute trip patches
» Distribute Pep Band Reminder List
* Explain use of Fussell book
* Have recordings on hand
7:55am
Distribute folders and set seating arrangement
Class announcements and discussion of pep band

8:15am
Warm-up
Fussell:
Section 2, Bb and Ab
Play each scale slurred, legato tongued and staccat
Focus on making a clear difference between each
Section 9,1 - 18
Focus on 100% accuracy within the ensemble
Hymn for Band
Focus on tone quality and ensemble balance
8:35am

Folk Song Suite
Read throughlmovement from beginning to end, stopping
occasionally to regroup.
Play recording of %t movement
Read through™movement like ¥ movement
Play recording of § movement
9:00am
Prelude and Rondo
Read through
9:15am
Distribute trip patches, remind about pep band
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Rehearsal Plans
Arkansas City High School Concert Band

Tuesday January'92007
Objectives:
* Improve rhythmic reading
* Improve clarity of articulation
* Work towards symphonic sound and away from marceogd
» Sight readThey Led My Lord AwagndRide
* Review pep band music
Special Instructions:
» Distribute parts for sight-reading
» Distribute pep band folders

7:55am
Warm-up
Fussell:
Section 3, Bb
Section 2, Ab
Play each scale slurred, legato tongued and staccat
Focus on making a clear difference between each
Section 9,1 - 18
Focus on 100% accuracy within the ensemble
8:15am

They Led My Lord Away
Read through
Review for balance and phrasing

8:30am
Ride
Sight read by dividing into sections that have likgthmic figures
and rehearsing those rhythms first then puttingotimes together
9:00am

Pep Band Music
Talk through each chart (repeats, cuts, ect...)
Run as many tunes as possible
9:30am
Collect pep band folders
Announcements
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Rehearsal Plans
Arkansas City High School Concert Band

Thursday January 112007
Objectives:

* Improve rhythmic reading

* Improve clarity of articulation

* Work towards symphonic sound and away from marceogd

« Sight readBridget Cruise ValdrezandFolk Song Suite,"d Movement
Special Instructions:

» Distribute parts for sight-reading

* Have Recordings

7:55am
Warm-up
Fussell
Section 3 F
Section 2 Ab and Eb
Continue scales as in previous days
Section 9 87 — 100
Focus of 100% accuracy within the ensemble
8:15am

Bridget Cruise
Read through
Review for balance, tone and phrasing
Tell the story of the piece

8:30am
Valdrez
Read through
Point out form of the piece
Explain title and where the edition comes from
Listen to recording
8:50am

Folk Song Suite," Movement
Read through
Explain suite form
Listen to recording
9:10am
Announcements
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Rehearsal Plans
Arkansas City High School Concert Band

Tuesday January 162007
Objectives:

* Improve rhythmic reading

* Improve clarity of articulation

* Improve ensemble balance

* Improve specific aspects of music as sighted below
Special Instructions:

* Remind of next weeks playing tests

* Remind of Pep Band Schedule

* Set up Solo/Ensemble sign up

7:55am
Warm-up
Fussell
Section 3 G
Section 2 Bb, Ab and Eb
Continue scales as in previous days
Section 9 139 - 150
Focus of 100% accuracy within the ensemble
8:15am

Tuning exercises and discussion
Match tuner
Tune Bb and F major chords
Discuss importance of posture and tone qualityimeniy
8:25am
Bridget Cruise
Balance and tune opening two chords
Shape melodic and accompaniment lines m 1- 8 add 9-
Experiment with rubato and discuss possible alteres

8:50am
Ride
Work toward rhythmic accuracy and constant tempb 130
9:10am
Valdres
Balance bass line and clarify articulations m 4— 1
Shape saxophone counter line m 1-14
Work toward accurate rhythm, note length m 15 & 16
Work toward rhythmic and note accuracy in upper évoiods m 17-
32
9:25am
Announcements

105



Rehearsal Plans
Arkansas City High School Concert Band

Thursday January 82007
Objectives:

* Improve Ab scale dexterity

* Improve clarity of articulation

» Sight readColonial Airs and Dances # Il

* Improve specific aspects of music as sighted below
Special Instructions:

» Distribute parts for sight-reading

7:55am
Warm-up
Fussell
Section 3 Ab
Section 2 Ab
Use a wide variety of tempo and articulations
8:15am

They Led My Lord Away
Define each phrase and it's shaping
Balance lines

Work m 19-20 & 23-24 for rhythmic and articulatiancuracty

8:30am
Colonial Airs and Dances # Il
Sight Read through
8:40am
Ride
Review rhythms m 1 — 14 for playing test
8:55am
Folk Song Suite # IlI

Work towards consistent note length throughoutetimeemble

Work towards dynamic contrast
9:10am
Announcements
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Rehearsal Plans
Arkansas City High School Concert Band

Monday January 2%, 2007
Objectives:

» Complete Playing Test

* Improve rhythmic accuracy and articulations

* Improve specific aspects of music as sighted below
Special Instructions:

» Have grade sheets ready

» Check with Orchestra to be sure room available

7:55am
Announcements

8:00am
VanGilder: Flute, Clarinet, Alto Sax, Bass Clatin@boe
Judd: Trumpets, Low Brass/Reeds, Percussion

8:40am
Brief re-warm up and tune
8:45am
Ride
Review rhythmic accuracy and articulations m 1- 30
9:05

Prelude and Rondo
Work towards rhythmic accuracy and precise aditans m 60 - 136
9:25am
Bridget Cruise
check trombone melody/ assign playing test
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Rehearsal Plans
Arkansas City High School Concert Band

Wednesday January 24, 2007
Objectives:
* Complete Playing Test and Chair Placements
» Continue improvement of Concert Ab scale dexterity
» Improve specific aspects of music as sighted below
Special Instructions:
* Make sure rooms and tape machines are ready fgingléest
» Distribute Advanced Techniques Book
* HavePrelude and Rondrecording ready

7:55am
Warm-Up
Advanced Techniques Book run all concert Ab mayat Bminor scale
studies, vary tempos, stress clear articulations
8:15am

They Led My Lord Away
Discuss and rehearse releases in M. 6, 14 and 34
Assign one to a part in last three measures; rebdast three notes by
direction
Review shape and balance of phrases

8:35am
Folk Song Suite, #llI
Trio
Focus on articulations and balance of accompangiords
Work towards good balance in the 89 sectionafosgrain)
Run transition of D.C. several times for smootme
9:00am

Prelude and Rondo
Listen to recording
Count, clap and play rhythm of M 4
Focus on balance and tuning of chords M 1 — 20381+ 52
Review same measures, focus on dynamic contrast
Count, clap and play rhythms M 23 — 37
Clearly define articulations and note lengths
9:28am
Announcements
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Rehearsal Plans
Arkansas City High School Concert Band

Friday January 26, 2007
Objectives:

* Reassign chair placements and redistribute music

» Continue improvement of Concert Ab scale dexterity

» Sight ReadColonial Airs and Dances # 1

» Improve specific aspects of music as sighted below
Special Instructions:

* Have seating assignments ready

* Make sure students have sufficient copies of minsatl parts

7:55am
Remind students the importance of all parts beowpred well and that students
have been placed in what I think is the best spoti$ to have the best band.
Reassign chair placements and make sure all naipioperly redistributed
8:10am
Warm-up
Advanced Technique Book Ab major and f minor Med. but shorter
8:20am
Prelude and Rondo
Count, clap and play M 76 — 99, M 122 — 127, 4htl — 178
Focus on clear articulation with correct rhythms
Balance chords M 83 — 99
Run above sections for consistent tempo
8:50am
Colonial Airs and Dances #1
Sight read, run stopping only when absolutelyessary
9:00am
Folk Song Suite #3
Rehearse transitions between sections for smesshaind steady tempo
9:12am
Announcements
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Rehearsal Plans
Arkansas City High School Concert Band

Tuesday January 30, 2007
Objectives:
» Continue improvement of Concert Ab scale dexterity
* Teach/review timpani tuning and techniques
* Improve tone quality and intonation
* Improve specific aspects of music as sighted below
Special Instructions:
* Make sure room is available for percussion sectiona
* Have timpani moved
e Mr. Judd will take percussion for timpani tuningdaechnique review
* Have Marine Band recording of Folk Song Suite ready

7:55am
Warm-up
Advanced Technique Book Ab and f minor scales
Play all exercise both staccato and slurred n#=1
Class discussion of factors that contribute to gooe quality and
intonation
Review of ways to adjust tuning and instrument &ruies
8:25am

Prelude and Rondo
Review balance, tuning and phrasing M 1-22 and 39
Check M 76 and all like measures for accurate levtgth, balance, tuning
and dynamics

8:50am
They Led My Lord Away
Class discussion
What does Sostenuto sound like?
What does “with fervor” sound like?
Run piece, checking for balance, tuning, dynaraias rubato
9:15am
Folk Song Suite #3
Listen to recording
Class discussion
What do you hear them do that we need to detiett
Run entire movement
9:28am
Announcements
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Rehearsal Plans
Arkansas City High School Concert Band

Thursday February®1 2007
Objectives:
» Continue improvement of Concert Ab scale dexterity
» Improve specific aspects of music as sighted below
* Trumpets learn rhythms and articulatidhr®lude and RondM 152-178
» Sight readColonial Airs and Dances #5
Special Instructions:
* Make sure room is available for trumpet sectional
e Mr. Judd will take trumpets following warm-up
* Put key discussion points from Tuesday on chalkdoa

7:55am
Warm-up
Advanced Techniques Books Ab major and f minoreseakrcises all
with written articulations mm=120
Review tone quality and intonation discussiomfréuesday
8:15am

Prelude and Rondo
Review rhythmic and articulation accuracy M 23 + 87137 — 141 and
M 168 -177
8:30am
Colonial Airs and Dances #5
Sight read, run stopping only when absolutelyessary
8:40am
Prelude and Rondo
After trumpets have returned run M 23 — 178 chatpmgress for future
rehearsal planning
8:55am
Folk Song Suite
Review discussion from Tuesday
Student feedback was to focus on steady tempotherigiotes
and dynamic contrast
Run £'strain with those aspects in mind and discusdtsesu
9:12am
Announcements
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Rehearsal Plans
Arkansas City High School Concert Band

Monday February's 2007
Objectives:
» Continue improvement of Concert Ab scale dexterity
» Improve specific aspects of music as sighted below
» Sight ReadPurple Pageant
» Start work on Percussion Ensembles
Special Instructions:
* Have room and music prepared for percussion engsmbl
e Mr. Judd will take half of percussion section dinae to read ensemble music
» Distribute sight reading music

7:55am
Warm-up
Ab scale exercises with out the book; various tesnpdiculations and
rhythms as directed.
Split the room in half, direct each separatelyreate various chords.
Discuss tuning and balance of the chords.
8:15am

Purple Pageantby Karl King
Discuss form of March, the piece has no rehearsaksnso we will use
the form to start and stop at each section.
Read one section at a time only stopping at thenenaatter what, point
out major problems run the section again beforagtm the next one.
8:35am
Folk Song Suite #2
Work heavily on M 43 — 77; rhythms, articulatipdgnamics and balance
8:55am
Folk Song Suite #3
Use metronome at mm=116, run in sections workangonsistent tempo
Remove metronome and run completely aiming for istest tempo
throughout
9:20am
Prelude and Rondo
Use metronome to work starting at M 60 for coresistempo
9:30am
Announcements
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Rehearsal Plans
Arkansas City High School Concert Band

Wednesday February'72007

Objectives:
» Continue improvement of Concert Ab scale dexterity
* Improve rhythmic reading

* Increase number of performable pep band pieces
Special Instructions:

» Distribute pep band folders

7:55am
Announcements
8:00am
Warm-up
Ensemble Drill Book Section #9
Use the Ab major scale, one note per measure vetadwinds,
brass and percussion each on different pointsarexercise. Use
metronome mm=120.
Ab scale exercises like Monday
8:20am

Pep Band Music
Rehearse pieces that we have not been playingreggge add to number
when can perform.

9:30am
Collect pep band folders
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Rehearsal Plans
Arkansas City High School Concert Band

Friday February '8, 2007
Objectives:
» Continue improvement of Concert Ab scale dexterity
* Improve rhythmic reading
» Sight read first part dfallen, Fallen is Babylon
* Improve specific aspects of music as sighted below
Special Instructions:
* Mr. Judd work with flute ensemble
» Have sight reading music distributed

7:55am
Warm-up
Ensemble Drill Book Section #9
Use the Ab major scale, one note per measure vetadwinds,
brass and percussion each on different pointsarexercise. Use
metronome mm=120.
Ab scale exercises like Monday and Wednesday
8:20am

They Led My Lord Away
Review release points, M 6, 14 and 34
Tune and balance accompaniment chords M 17 and 18
Balance and tune chord beat two M 36
Run, focus on those areas
8:35am
Fallen, Fallen is Babyloy Jared Spears
Sight read M 1 to M 59
Discuss major problem areas, read through again
8:50am
Folk Song Suite #1
Work woodwind/snare drum 6/8 section, slowly tlfester
Discuss hemiola
Put the 2/4 melody with the 6/8 part aim for rhytbmccuracy of both
parts
9:15am
Announcements
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Rehearsal Plans
Arkansas City High School Concert Band

Wednesday February 142007
Objectives:
» Continue improvement of Concert Ab scale dexterity
* Improve rhythmic reading
» Sight read remainder éfallen, Fallen is Babylon
* Improve specific aspects of music as sighted below
* Increase focus on listening across the ensemble
Special Instructions:
e Mr. Judd with percussion ensembles
* Mixed seating:
= Left to right Low Brass/Low Reeds; Saxes/Horn; Tpats;
Clarinet; Flutes/Oboes each in a wedge shape
* Announcements:

=  Summer Lions Band
= Small ensemble practice
= Grades/ make up playing tests
= Pep band next Thursday
7:55am
Warm-up
Use same format as the previous week
Remind tone quality and intonation discussion
8:20am

Folk Song Suite #1
Work by sections, aim for consistent tempo, aréiioh, dynamic contrast
and balance
9:10am
Fallen, Fallen is Babylon
Finish reading piece
Work on percussion rhythms and balance
Discuss model nature of piece and the importantlkeopercussion parts
to the whole
9:25am
Announcements
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Rehearsal Plans
Arkansas City High School Concert Band

Friday February 18 2007
Objectives:
» Improve specific aspects of music as sighted below
* Increase focus on listening across the ensemble
* Review ‘big picture’ ofThey Led My Lord AwagndFolk Song Suitéo evaluate
and to bring focus to future rehearsal plans
Special Instructions:
* Mixed Seating:
= All woodwinds left of center, all brass to the righass voices in
front, followed by tenor, then alto, with sopranmaces in the back.
* No ensembles today

7:55am
Warm-up
Bb and Ab major scales without books,
mm=120 quarter notes all slurred then all tongineee time up
and down each, then eighth notes the same waytbrsbales.
Tuning exercises woodwinds play and brass hum shetch, in both
keys. With single pitches and chords.
8:15am

They Led My Lord Away
Run, discuss and review trouble spots, run again
8:25am
Folk Song Suite
Run entire suite without stopping; discuss areasrbed the most
attention for individual and group practice.

8:50am
Ride
Work from the beginning focus on correct rhythmepsas needed to
correct rhythms and go as far as time will allow.
9:12am
Announcements
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Rehearsal Plans
Arkansas City High School Concert Band

Tuesday February $02007
Objectives:

» Improve specific aspects of music as sighted below

* Improve individual and ensemble tuning

* Make clear expectations for Thursday’s pep bantbpeance
Special Instructions:

* Return to regular seating

*  Woodwind Choir with Mr. Judd

7:55am
Remind students how to find f minor scale frommdajor
Play f natural and harmonic minor scales, wholesahalf notes, quarter notes,
eighth notes, quarter note = 120. On quarter agiatleinotes, vary articulation
patterns.
8:10am
Ab major scale in whole notes, four part roundsddss tuning on each chord as
it is made. Discuss pitch tendencies within theesand for each instrument.
Use electronic tuner to make random checks fongyaccuracy. Discuss the
importance of continual listening to pitches asitfsrument continues to change
temperature.
8:30am
Folk Song Suite #1
Work specific details:
« M6 & 2" horns and trombones
* M 13 - 18 dynamic contrast
* M 30 and like measures, no accent on beat two
« M 36 to 40 and 44 to 48 alto/ bari sa¥ ornet, horns,
trombones, euphonium
« M 48 2 & 3" clarinet, bass clarinet, bassoon, horn
« M 49 and 52 % cornet, i trumpet, horns
« M60 2“& 3" clarinet, bass clarinet, bassoon, horns
« M 63 29& 3"“clarinet, horn, flute, oboe
* M65 & 80 horns
Run Beginning through M 80, check for comprehensiod rework parts as
needed.
9:20am
Announcements and discuss Thursday’s pep band mongeny absence and
expectations and responsibilities.
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Rehearsal Plans
Arkansas City High School Concert Band

Thursday, February 22, 2007
Objectives:
* Improve specific aspects of music as sighted below
* Improve individual and ensemble tuning
* Make everyone aware of potential to continue ty pliéer high school
» Sight readvariation Overture
Special Instructions:
» Percussion ensembles with Mr. Judd
» Distribute exercises for percussion to go with visretales
» Distribute sight reading music
7:55am
Read letter to the class from University of Soutlrdlina band director
concerning our performance at the Liberty Bowl Mast Discuss his great
comments on the many opportunities to continuday peyond high school.
Discuss to opportunities within Kansas to contiplaying. Point out the former
students currently playing at various institutions.
8:15am
Ab Scale exercises from Advanced Technique Book p&rcussion playing from
exercise sheet.
Spot check tuning with electronic tuner.
8:30am
Variation Overtureby Clifton Williams
Read through, stopping to regroup only when altetyl necessary

8:40am

Folk Song Suite #1

Work specific details:
* M 89 - 92 euphonium
e M90-91 f'cornet, & 2" horn
e M 95 I cornet
« M 101 — 105 alto sax,"2cornet, trombone, horns
e M112 29& 3"clarinets, bass clarinet, bassoon, horns
¢ M120-121 ¥ cornet, ¥ trumpet, horns, snare
« M 122 — 125 trumpets, horns® and 2 trombone
e M128-129 flute, oboe"2& 3" clarinet, horns
e Coda ensemble balance and release

Run sections, check for comprehension and rewartk pa needed.
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Rehearsal Plans
Arkansas City High School Concert Band

Tuesday February 872007
Objectives:
» Improve specific aspects of music as sighted below
» Sight readvariation Overtureagain with new part assignments
Special Instructions:
» Distribute questionnaire concerning next year'sipla
* Small ensembles with Mr. Judd as time allows
* Some minor changes in seating arrangement
7:55am
Ab Scale exercises from Advanced Technique Book p&rcussion playing from
exercise sheet.
Spot check tuning with electronic tuner
8:10am
Variation Overture
Have students switch parts: in every section thatrhore than one part
they are to trade so they are playing a differamt fhan the first time they
read it.
Read through, stopping to regroup only when absblutecessary

8:25am
Folk Song Suite #1
Review rough spots from specific areas from #st two rehearsals.
8:40am
Folk Song Suite #3
Work specific details:
M 11 -12 and 51-52"8clarinet, bass clarinet, alto sax, horns
M 15 — 16 and 55 — 56 trombones
M 23 — 24 and 63 — 64 horns, trombones
M 28 tenor & bari sax,"3trombone, tuba
M 32, 34, 36, 381 trumpet
M 40 Eb clarinet, % clarinet, bari sax, horns'®3rombone, T trumpet
M 69 — 70 bass clarinet, bassoon, alto & tenor sashets, euphonium
M 73 — 74 and 77 — 78"& 2" horns
M 81 — 84 trumpets
M 84 horns
M 85 — 87 f' cornet
M 88 snare
M 105 — 108 bari sax, bass clarinet, euphoniung tub
M 106 2 & 3" clarinet, bass clarinet, bassoon horns
Run movement, check for comprehension and rewatks pa needed.
9:20am
Announcements; discuss last Thursday’s pep barfdrpgnce and allow
students time to complete questionnaire.

119



Rehearsal Plans
Arkansas City High School Concert Band

Thursday, March®l, 2007
Objectives:
* RecordThey Led My Lord AwagndFolk Song Suite #®r evaluation
Special Instructions:
* Recording equipment reading to use
* No ensemble rehearsals
7:55am
Ab Scale exercises from Advanced Technique Book pércussion playing from
exercise sheet.
Ab Scale in four part round
Check as needed individual tuning with electraarger
8:20am
They Led My Lord Away
Start each section, check tuning of tutti chords
Record complete run through

8:35am
Folk Song Suite #3
Start each section
RunDaCapotransition and finale four measures with ritard
Record complete run through
9:00am
Guest speaker, Josh Fleig, to speak to studentg apportunities at Cowley
College
9:10am
Announcements and discuss expectations for nextisiga evaluation of
recording.
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Rehearsal Plans
Arkansas City High School Concert Band

Monday, March 8, 2007
Objectives:
* Evaluate Thursday’s recording of:
They Led My Lord AwagndFolk Song Suite #3
» Sight readvariation Overtureagain with new part assignments
* Improve rhythmic reading
Special Instructions:
» Distribute rhythm sheet with rhythms taken frétide
» Have recording ready to play back from Thursday
* Percussion ensembles with Mr. Judd, after evalnatgsignment
7:55am
Review of evaluation expectations
8:00am
Play recording from last Thursday:
PlayThey Led My Lord Awathree times, allow a couple of minutes
between each playing for students to take notes.
PlayFolk Song Suite #three times like above.

8:30am
Ab Scale exercises from Advanced Technique Book p&rcussion playing from
exercise sheet
8:40am
Rhythm sheet:
Have students write in counting, demonstratecsetemeasures on board
Count and clap exercise out load, one line aha t
Play exercise on single pitch, one line at a time
9:00am
Variation Overture
Students switch parts so that in every sectiontthatthree parts students
are reading a part they have not played.
Read through, stopping to regroup only when absblutecessary
Assign permanent parts so that those that usulelly” have £ parts,
those that usually play®have 3% parts and those that usually play 1
have & parts.
9:20am
Folk Song Suite # 1
Run for tempo and transitions

121



Rehearsal Plans
Arkansas City High School Concert Band

Wednesday, March™ 2007

Special Instructions:
| was forced to be absent today because of my mistiieess. Mr. Judd ran
rehearsal with the following as general instructirth the freedom to work on
what ever areas he felt needed the most attention.

Ab Scale exercise in the same manner as the lasiveeks.
Rhythm sheet practice
Variation Overture

Folk Song Suite*land 2 Movements
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Rehearsal Plans
Arkansas City High School Concert Band

Friday, March 8, 2007
Objectives:
* Apply rhythm studies t®ide
* Improve specific aspects of music as sighted below
Special Instructions:
» Evaluation papers due today
» Distribute new exercises for percussion sectiogotavith wind’s scales
7:55am
Rhythm sheet:
Count and clap through without pause
Play through on single pitch without pause, revieugh spots and repeat

8:10am
Ab Scale exercises from Advanced Technique Book p&rcussion playing from
2nd exercise sheet.
8:20am
Folk Song Suite #2
Work on tempo transitions
Work on accompaniment M 1 — 42, for balance,asds and intonation

8:45am
Ride

Run beginning to 43 at quarter note = 120
Review rhythmic trouble spots
Run same section at quarter note = 136
Review
Run at tempo

9:05am

Variation Overture
Work 3/4 section for articulations, balance ahdaging
9:15am
Announcements
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Rehearsal Plans
Arkansas City High School Concert Band

Tuesday, March 13 2007
Objectives:
* Apply rhythm studies t®ide
» Improve specific aspects of music as sighted below
Special Instructions:
* Brass Choir, Woodwind Choir, and Percussion Enserhgplit the period
working with Mr. Judd
7:55am
Rhythm sheet:
Count and clap through without pause
Play through on single pitch without pause, revieugh spots and repeat

8:10am
Ab Scale exercises from Advanced Technique Book p&rcussion playing from
2nd exercise sheet.

8:20am
Ride

Play beginning to M43 “one note style”
Review trouble rhythms
Play again using pitches
Provided rhythms and articulations are accureteuds dynamics
Play again focusing on dynamics

8:45am

Folk Song Suite #2
M1-2 and 4-5 check balance and release point
M7-20 check accompaniment parts, entrance, balaetease point
M26 2" cornet
M30 'and 29 cornet
M24 ect... saxes and horns
M 40-41 3 clarinet, bass clarinet, bassoon, tenor sax, htnorabone,
euphonium
M43-57 clarinets, horns and triangle check rhytha style
M58-77 check each part separately
M74-77 check release points
M78 — end low reeds/brass
M81-86/88&90 clarinets, cornets, trumpets, horns
M91-93 check each part
Run Movement, check for comprehension, repeatasssary and as time allows
9:28
Announcements
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Rehearsal Plans
Arkansas City High School Concert Band

Thursday, March 1% 2007
Objectives:

* Improve specific aspects of music as sighted below
Special Instructions:

» Brass Choir and Percussion Ensemble 1l split tm®g@gavorking with Mr. Judd
7:55am

Ab Scale exercises from Advanced Technique Book pércussion playing from
2nd exercise sheet.
8:10am
Variation Overture
Discuss the form of the piece and how the theswaiied.
Have students play the original theme (M11-14)nttee similar phrase at
the beginning of each variation to point out thenpositional techniques.
M171 to end work tempo and balance
M147 -154 low reeds/brass work tempo and arttmria
M131-138 work balance and length of accompanimetds
M123-128 # cornet and % trombone rhythm and separation
Full ensemble balance, crescendo and retard
M101-122 Brass articulations, style and balance
Tuba and percussion entrances
Cornet, horns and woodwind release points
M27-72 accompaniment parts articulations
M10-26 accompaniment parts articulations andrizaa
Run piece, check for comprehension, repeat assace
9:00am
Folk Song Suite #1 and #3
Quick verbal review of areas we have focusecharcent weeks
Run both movements without stopping for me to eat@what we need to
work on when we return from spring break

9:12am
Announcements
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Rehearsal Plans
Arkansas City High School Concert Band

Monday, March 26, 2007

Objectives:
» Improve specific aspects of music as sighted below
* Eliminate the ‘rust’ of spring break
» Clarify expectations for the coming weeks
Special Instructions:
* Form ensemble to perform at Adams Elementary tiesraoon
7:55am
Announcements:
Establish ensemble for Adams performance.
Discuss room/equipment care
Remind of up coming dates April 12, 14, 19
Establish small ensemble rehearsal schedule
8:15am
Warm - up
Ab Scale exercises from Advanced Technique Book p&rcussion
playing from 2nd exercise sheet.
Explain how to create F Dorian scale.
F Dorian scale whole notes, half notes, quartees)aight notes and four
part round in whole notes.
Discuss how this changes the chord progression neanmormal major
scale round.
8:45am
They Led My Lord Away
Review responses to student evaluation of rengrdi
Work specific spots as pointed out by students.
9:10am
Folk Song Suite, #3
Run with metronome for consistent tempo.
Discuss areas that students feel that want togehtempo
Run again without metronome.
Discuss areas that need focus for future work.
9:30am
Quick reminder of announcements from beginninglass.
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Rehearsal Plans
Arkansas City High School Concert Band

Wednesday, March #82007
Objectives:
* Improve tone quality in softer dynamics
» Improve specific aspects of music as sighted below
* Record fight song for flag tryout use
Special Instructions:
» Distribute long tone/lip slur warm-up sheet
* Recording equipment set up
* Percussion ensembles practice with Mr. Judd
7:55am
Long tone/lip slur warm-up sheet
Remind of importance of long tones and lip slurs
Long tones @ 60mm at mp
Discuss playing with intensity at any dynamic level
Long tones @ 44mm at p
Lip Slurs @ 138mm at mp
Challenge students to try to go as long as possiltheut breath
Lip Slurs @ 144mm at p

8:20am
Record fight song twice
8:30am
Folk Song Suite #3
Discuss tempo problem areas from Monday
Record
Play back, discuss and work areas for improvement
9:10am
Folk Song Suite #1
Work introduction for precision of rhythm and adiation. Clarify
balance and decrescendo.
Work sections with metronome as time allows, foouprecision of
tempo and articulations.
9:30am
Announcements
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Rehearsal Plans
Arkansas City High School Concert Band

Friday, March 3, 2007
Objectives:
* Improve tone quality in softer dynamics
» Improve specific aspects of music as sighted below
Special Instructions:
» Brass and Woodwind choirs practice with Mr. Judd
7:55am
Warm-up with long tone/lip slur sheet like Wedregd
F Dorian scale exercises like Monday
8:20am
They Led My Lord Away
Review previous discussion on areas to improve
Work all quiet areas for tone and balance
Work all louder areas for tone and balance agdttearticulation despite
louder volume
Work through piece focusing on dynamic contrast

9:00am
Folk Song Suite
Run entire suite with out stop
Discuss endurance and transition from one movetoeamnother
9:15am
Announcements
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Rehearsal Plans
Arkansas City High School Concert Band

Tuesday, April 8, 2007
Objectives:
* Improve tone quality in softer dynamics
* Improve specific aspects of music as sighted below
Special Instructions:
* Brass, Woodwind choirs and percussion ensemblé@gsattice time with Mr.

Judd
» Allow other small ensembles to run pieces on stage
7:55am

Long tone/lip slur warm-up like before
F Dorian scale exercises like before

8:20am
They Led My Lord Away
Play through
Review and discuss previous areas of concern, Bidddress them?
Play through again
8:50am

Folk Song Suite
Work through each movement, address concerns psitise.
Review previous areas of concern.
9:25am
Announcements and reminders about the next week.
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Rehearsal Plans
Arkansas City High School Concert Band

Thursday, April &', 2007
Objectives:
» Break up the routine of working on the same piadeite continuing to improve
technique, tone quality, and dynamic contrast.
Special Instructions:
* Brass, Woodwind choirs and percussion ensemblé@gsattice time with Mr.
Judd
» Allow other small ensembles to run pieces on stage
» Distribute sight reading
7:55am
Warm-up with long tone/lip slur sheet, continueudson control of tone in soft
dynamics
8:10am
Valdres
Read through; work on major problem areas as &hieg.

8:30am
Every Time | Feel the Spirit Bierre La Plante
Talk through piece
Sight read through, stopping only when absolutelgessary
Discuss and replay major problem areas
8:50am
Dance of the Rose Maidehg Khachaturian/Truscello
Talk through piece
Sight read through, stopping only when absolutelgessary
Discuss and replay major problem areas
9:15am
Announcements and reminders about the next week.

130



Rehearsal Plans
Arkansas City High School Concert Band

Wednesday, April 1, 2007
Objectives:

» Clarify procedures for concert

* Adjust balance to fit performance in auditorium
Special Instructions:

* Set up stage

» Distribute information sheet for solo/ensembleifest
7:55am

Review procedures for Thursday’s clinic and conhcer

Run the concert in order (all small ensembles ttwarcert band) except for jazz
band
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Rehearsal Plans
Arkansas City High School Concert Band

Thursday, April 1%, 2007

Clinic with Dr. Pursell 7:45am to 10:00am
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Rehearsal Plans
Arkansas City High School Concert Band

Tuesday, April 17th, 2007
Objectives:
* Finalize Festival preparations
» Evaluate concert video
* Review outcomes of Regional Solo/Ensemble Festival
Special Instructions:
* Video equipment
* Instructions for Thursday
7:55am
Review procedures, schedule and expectationshorstlay’s Festival
8:05am
Watch video of Thursday’s concert.
Discuss areas that need improvement
8:30am
Warm-up with long tone/lip slur sheet
Tune with electronic tuner as needed
8:45am
They Led My Lord Away
Focus on areas of concern as noted by earlienshgm
9:10am
English Folk Song Suite
Focus on areas of concern as noted by earliengssgm
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Rehearsal Plans
Arkansas City High School Concert Band

Thursday, April 19th, 2007
Objectives:
» Final touches for Festival Performance
» Sight-read pieces to focus on the importance oficrmger competition
Special Instructions:
* Prepare equipment for transportation
» Distribute sight reading materials
7:55am
Warm-up with long tone/lip slur sheet, percussi@m-up sheet
Sing/tune exercises, spot check with electrometu
8:15am
Battle of Washitasary Gackstatter
Discuss nature of piece, explain aleatoric symbots cues
Sight-read through, stopping at each cue to rempiagers of what is coming
8:40am
Review discussion of areas of focus from Tuesdelgss
They Led My Lord Away
English Folk Song Suite
Run just like Festival performance.
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Rehearsal Plans
Arkansas City High School Concert Band

Monday, April 23rd, 2007
Objectives:
* Review Festival judges critiques and apply to fetoerformances
* Improve specific aspects of music as sighted below
Special Instructions:
* Have judges sheets/ tapes
* Woodwind choir rehearsal with Mr. Judd
7:55am
Discuss students’ feelings about Festival perforcea
Read judges sheets
Listen to one judge’s tape

Discuss how to apply comments to future perforreanc
8:45am

Quick self warm-up
8:50am

Variation Overture

M 101 to 122

Review entrancesparcatoaccents, fp crescendos on long notes
M 123 to 128

Review rhythm accuracy, dynamics aitdrdando
M 129 to 162

Review accompaniment articulations and style
M 163 to end

Review balance, accents, “broadening to the end”

9:20am
Valdres
M 1 — 64, play through
Discuss areas needing focus
If time allows play again
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Rehearsal Plans
Arkansas City High School Concert Band

Wednesday, April 25th, 2007
Objectives:
» Improve specific aspects of music as sighted below
Special Instructions:
» Woodwind choir rehearsal with guest the composéhat piece Gary

Gackstatter
+ State Solo/Ensemble Festival information sheet
7:55am

Discuss State/Ensemble Festival schedule, proes@und expectations
8:05am
Warm-up with long tone/lip slur sheet, percussi@rm-up sheet
8:15am
Variation Overture
Balance and tune opening chords
M 5 — 9 balance and tune chords, clarify rhythms
M 10 — 18 balance accompaniment chords; clarifgcstm style, clarify phrasing
of melody
M 19 — 22 balance solo melody lines with accompamim
M 27 — 71 discuss waltz style and tempo
Add slightritardandosto end of each phrase
M 73 balance quarter notes to long notes, disecupsitance of leading into the
next section.
M 73 — 100 addubato,discuss various ways to approach riigato
play through with each of the various ideas, agrea general approach
for future
Play through piece, check for comprehension anetaesarsed
9:00am
Dance of the Rose Maidens
Mr. Judd will rehearse this piece

136



Rehearsal Plans
Arkansas City High School Concert Band

Friday, April 27th, 2007
Objectives:
* Receive student input on final concert music selast
* Give state ensembles opportunity to perform fortla@oaudience
» Demonstrate for all students high level performastaadards
» Improve specific aspects of music as sighted below
7:55am
Poll students as to their favorites of the pieceshave worked on to chose for the
final concert.
8:00am
State ensembles perform for the class
8:40am
Warm-up, long tones/lip slur sheet, percussiontshee
8:45am
Valdres
M 17 — 32 practice upper woodwind line slowly tlgradually faster
M 33 — 40 practice each part separately thenquéther
M 41 — 48 practice each part separately thenqgéther
M 1 — 63 run, asking for focus on balance and dyonaontrast
M 65 — 89 balance accompaniment parts and clartfgulations
M 83 — 89 practice flute line, slowly then gradydhster
M 65 — 89 run, again focus on balance and dynaomntrast
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Rehearsal Plans
Arkansas City High School Concert Band

Tuesday, May %, 2007

Objectives:
Improve specific aspects of music as sighted below

Special Instructions:
* Have the two recordings daldres
* HavePrelude and Rondeecording

7:55am

Discuss State Solo/Ensemble Festival
Discuss plans for remaining rehearsals

8:10am

Long tone/lip slur warm up sheet/percussion sheet
Advanced Technique Book Ab Major Exercises

8:25am

Valdres

9:10am

Listen to both recordings &faldres

Have students finger along, but also listen to flosvbalance is treated
differently in the two different recordings

Discuss what they liked about each and decided pdyds$ to apply to our
performance. Adjust written dynamics accordingly.

M 33 — 40 have each part play separately; worlpfecision of
articulations, then put parts together, balancmthat each part is equal
M 45 — 48 focus osubitopianothen bigcrescendo

M 49 — 64 focus on big full sound, but without corng either the 3/4
cornet part or the upper woodwind part. Reducealvdynamic slightly
to allow for the recap of this section at M 15%&the loudest part of the
piece.

M 83 — 90 check flute/oboe part slow for correcteso then work for
correct articulations, balance accompaniment tie flnelody.

M 91 — 110 reduce overall dynamic to allow 3/4 @bpart to dominate
Run piece, focus on constant tempo, plus the avedsed on today.
Discuss areas for future practice.

Prelude and Rondo

Listen to recording, have students finger alongleten closely to
articulations

M 23 — 36 work through slowly, making sure eachthihy and articulation
is precise, gradually increase speed until at tempo

M 81 — 98 work through slowly, making sure eachthihy and articulation
is precise, gradually increase speed until at tempo

M 108 — 126 work through slowly, making sure edoytmm and
articulation is precise, gradually increase spaud at tempo

If time allows run M 60 to 126
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Rehearsal Plans
Arkansas City High School Concert Band

Thursday, May 3rd, 2007

Objectives:

Improve specific aspects of music as sighted below

7:55am

Advanced Technique Book Ab Major Exercises

8:10am

Valdres

Reseat the trumpets

M 17 reduce all volume for all except euphonium

M 33 hold back volume to save some room fordaeapoto be louder

M 45 have some drop out at the sulppoand gradually add back in to make the
crescendo more effective.

M 49 again save some volume so thatdaeapocan be louder

M 75 practice piccolo part by itself then with ttnempet, assure rhythmic
accuracy

M 83 practice flute/oboe part slowly checking fecarate pitches, the gradually
faster until up to tempo cleanly

M 91 adjust balance so that tH&&" trumpet part is the loudest

M 159 have all brass stand going into 159, fulldb#n

Run piece, focus on steady tempo and balance change

8:45am

Prelude and Rondo

M 83 -98 and 110 — 126 and 152 — 177

Practice each part separately at tempo, assurmgate rhythms and articulations
then put the parts together one at a time.

As time allows run each section again to assuraracy.
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Rehearsal Plans
Arkansas City High School Concert Band

Monday, May 7th, 2007
Objectives:
* Improve specific aspects of music as sighted below
7:55am
Long tone/lip slur warm-up sheet with percussibeet
Careful individual tuning of flutes, saxes andgelsrinets
8:15am
Variation Overture
Practice tempo changes and transitions
Practice percussion parts in M 101 section foueaxy of entrance
Play through
Address any major problems that came from the thiegugh
8:45am
Dance of the Rose Maidens
Discuss the importance of exaggerating dynaamckarticulations
Practice octatonic scale with low voices
Play through
Address any major problems that came from the thiegugh
9:10am
Prelude and Rondo
M 108 — 127 and 152 — 178 practice each line seggrhen put two together,
then three, and then all
Play through M 60 — 178
9:30am
Concert reminder
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Rehearsal Plans
Arkansas City High School Concert Band

Wednesday, May 9th, 2007
Objectives:
* Improve specific aspects of music as sighted below
7:55am
Long tone/lip slur warm-up sheet with percussibeet

Careful individual tuning of flutes, saxes andgesrinets
8:15am

Variation Overture

Tune and balance opening chords

Reviewrubatoin the second variation

Review articulations and balance in the closingiea

Play through

Address any major problems that came from the thlegugh
8:40am

Prelude and Rondo

M 108 — 127 and 152 — 178 practice each line seggridnen put two together,

then three, and then all

Play through

Address any major problems that came from the thegugh
9:10am

Valdres

Play through
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Rehearsal Plans
Arkansas City High School Concert Band

Friday, May 11th, 2007
Objectives:
» Improve specific aspects of music as sighted below
7:55am
Long tone/lip slur warm-up sheet with percussibeet
Spot check tuning
8:15am
Run each piece in concert order; address any rpegttems as they arise
Variation Overture
Dance of the Rose Maidens
Prelude and Rondo
Valdrez
9:10am
Discuss Tuesday'’s dress rehearsal and concert
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Rehearsal Plans
Arkansas City High School Concert Band

Tuesday, May 15th, 2007
Objectives:
* Adjust balance to auditorium
» Clarify procedures for the concert
7:55am
Adjust set-up to fit the auditorium
8:05am
Review concert expectations and procedures
8:20am
Run each piece in concert order; address any mapbtems as they arise, adjust
balance as need to fit the auditorium
Variation Overture
Dance of the Rose Maidens
Prelude and Rondo
Valdrez
9:20am
Review concert expectations and procedures
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Chapter Nine: Conclusions and Acknowledgements

The completion of this document comes as a culnoinadf three summers of
intense course work towards a Master of Music degteKansas State University. | feel
that as a result of this course of study and tmeptetion of this document | have become
a better teacher for my students and | have thieed@scontinue to find ways to improve.

Completing this document has forced me to takénasepth look at the pieces
that my concert band performed on two concertsa Aesult of this | feel that | was better
able to teach not only the performance of theseegiebut also the other important
educational concepts that went with them. | hazi@ey not only valuable knowledge
about these specific pieces, but more importandlyeha better understanding of the
process and the importance of the process that wencreating this document. Most
importantly of all, | have been able to pass onintyeased knowledge to my students
and will continue to apply these concepts to becarhetter teacher in the future.

An unexpected side effect of this series of caes®l this document is a renewed
sense of confidence in my teaching and a renewgtigiasm to teach. The faculty that
taught these courses has served as not only asesoiunformation, but as an example of
guality teaching, professionalism and caring fairtistudents. The culmination of all of
this has made me more confident in my own teachimdyhas reinvigorated my passion
to teach with music.

| would like to thank Kansas State University foaking this program possible.
Without the support of the administration of theiénsity, the College of Arts and
Sciences, and the Department of Music this progremald not be possible and without

this program it would not be possible for me to ptete this degree.
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Dr. Frank Tracz receives special recognition fisniision of creating the program
and his administration of it. In addition, | wouike to thank the entire faculty that has
given of their time and energies to the courses Ithaok: Dr. Frederick Burrack, Dr.
Jacqueline Fassler-Kerstetter, Dr. Kurt Gartner, Tad Kerstetter, Dr. Scott Luberoff,
Dr. Anthony Pursell, Dr. Frank Tracz and Dr. Cr&igston. | have had numerous fine
teachers in my life; but to have access to so nfargy teachers all within the same
building is invaluable.

A special thank you to my students. The ArkarSag High School Band of
2006-2007 was a great joy to work with, we accostf@dd much together and | am
grateful that we have had this time together arfbpe that | have contributed in a
positive manner to their lives.

I would be remiss if | did not mention the gradiéul have for my parents, Marvin
and Irene VanGilder, my first teachers, who instilin me the importance of education
and the love of music; my two children, Alicia ahd ., who have supported and helped
me in numerous ways; and most importantly my witepSanie. Without her undying
support when few others believed it was possibolld not have completed my
bachelor’'s degree and without her faith in me amgpsrt | would not have started or

completed this course of study.
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