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Abstract  

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

one small chamber work: Abracadabra by Frank Ticheli, Chester by William Schuman, and 

Little Symphony for Winds by Franz Schubert arranged by Verne Reynolds. This analysis 

contains information that would be necessary for a conductor’s rehearsal preparation and 

performance of the works. Biographical information about the composer, composition, and 

historical perspectives of the work itself are included alongside technical difficulties, stylistic 

concerns, and musical elements of each work. The form of each work, as well as suggested 

listening and rehearsal outlines are also highlighted within this report. In addition, a detailed 

score analysis grid as presented by Dr. Frank Tracz in Mark Walker’s book, The Art of 

Interpretation of Band Music is provided for all works examined. As the researcher, my mission 

statement of music education and guidelines for the selection of quality repertoire is also 

included. It is the intent that this report will aid conductors in making informed decisions 

regarding the selection, preparation, and performance of these works. 
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Chapter 1 - Introduction and Report Information 

 Introduction and Statement of Purpose 

In my ten years as a public-school band director, I often think back to my first few years 

and consider what advice I might provide to my younger self. Every time I pose that 

retrospective question, the areas that most frequently emerge are my philosophy and process for 

selecting repertoire, my rehearsal and score preparation, and my rehearsal organization and 

teaching techniques. During my early years of teaching, I spent a considerable amount of time, 

effort, and energy struggling to understand why my ensembles failed to reach the level of 

proficiency that I aspired for them. What I found was that my students did not achieve to their 

highest levels in performance until I began to intentionally program selections that strengthened 

our weaknesses while enhancing our strengths. Furthermore, these efforts required intense score 

study and rehearsal preparation on my part to ensure we met all intended learning and musical 

outcomes.   

The above vignette echoes the experiences of seemingly countless music educators who, 

over time, came to realize the importance of programming, score preparation and study, and 

rehearsal management skills (Goolsby, 1999).  Many have the perception that collegiate 

ensembles do not require this level of detail in planning and since the comprise these groups are 

skilled enough to navigate musical challenges on their own without the aid of a teacher. 

However, the author of this report believes that these same considerations serve an equally 

critical role in the administration of a comprehensive band program. Much like high school band 

students, the members of collegiate ensembles face the same challenges in many regards while 

also balancing in many cases, living away from home, and navigating the demands of collegiate 

level curriculum and music.   
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When teaching and conducting, a multitude of factors should be considered for successful 

rehearsal, and ultimately, successful performance (Blocher, Greenwood & Shellahammer 1997). 

When administering varying levels of wind bands, these considerations become even more 

paramount to effective learning for both the ensemble and the individual musician (Millican & 

Forrester, 2019). This report aims to explore in detail the processes of analysis, study, rehearsal, 

and performance of the selected works to potentially aid in their future performance.  

Additionally, the researcher will consider throughout this report, how the preparation 

process, from the selection of repertoire, score study, and rehearsal planning might look. 

Considerations given the level or skill of the ensemble will also be considered. Finally, the actual 

instruction of the ensemble and musicians during the rehearsal process will be examined. It is the 

goal of the author to further develop and stress the importance of selecting quality literature for 

bands, preparing for rehearsals using relevant score study and rehearsal planning, and delivering 

quality instruction using effective and concise strategies for rehearsal. Within a collegiate band 

program, the management of different ensembles is determined by numerous factors. While 

similarities exist, skill level, rehearsal schedules, and many other factors must be considered 

within the operations of the whole program (Montemayor, 2006). Using Abracadabra, Little 

Symphony for Winds, and Chester, this report is designed to outline the comprehensive process 

by which music might be prepared for collegiate wind bands as well as identify possible 

considerations for preparing works for three varied levels of ensemble. 

 

 Ensembles Conducted 

Over the course of three semesters at Kansas State University, the author conducted 

several ensembles required in the role as a Graduate Assistant with the University Band program. 
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The ensemble directors would program one work to conduct in alignment with conducting 

lessons and graduate-level coursework. Each concert block comprised approximately seven 

weeks through which five contact hours per week were averaged. Within any given week, 

conductors received and planned for between 30 and 45 minutes of rehearsal time aggregating to 

between 210 and 315 minutes of total rehearsal time. Kansas State University’s Concert Band, 

Wind Symphony, and Wind Ensemble each performed one of the pieces analyzed later in this 

document and all selections featured rehearsal preparation and performance by me, the principal 

researcher and creator of this document.  

Concert Band 

• The K-State Concert Band is an auditioned ensemble consisting of approximately 40 

musicians with a balanced mix of non-music and music majors. The ensemble meets 

three times weekly on Monday, Wednesday, and Friday from 12:30 to 1:20PM. The band 

rehearses in McCain Auditorium room 2011 with access to ample chairs, stands and 

percussion equipment. 

Wind Symphony 

• The K-State Wind Symphony is an auditioned ensemble with around 45 performers, a 

majority of whom are first- or second-year music majors. This ensemble serves as the 

preparatory ensemble for the university’s premiere and top wind ensemble. The K-State 

Wind Symphony rehearses two or three times per week depending on the marching band 

schedule in the fall from 3:30 to 5:20 PM in All Faiths Chapel (AFC).2 AFC is a large 

                                                 

1 The Kansas State University Concert Band and Wind Ensemble rehearse in McCain Auditorium room 201, a 

diagram of the rehearsal space is provided in Unit IX for the respective studies included in this report.  

2 All Faiths Chapel (AFC) is located adjacent to McCain Auditorium. A diagram of this rehearsal space is provided 

in the appendix of this report.  
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rehearsal space with tiers on which some winds and percussion are placed. The space has 

windows with adjustable curtains to block direct sunlight and the lighting can be dim at 

times. Ample chairs, music stands, and percussion equipment are available to the 

members of the Wind Symphony. In the spring semester, the Wind Symphony rehearses 

three days per week, increasing the average contact hours from four hours to six hours 

per week for the duration of the semester.  

Wind Ensemble 

• The K-State Wind Ensemble is the premiere performing ensemble for winds within the 

Kansas State University Band program. It is an auditioned ensemble composed of 

primarily music majors and graduate students with only a few non-music majors 

participating. The ensemble meets two or three times per week depending on the 

marching band schedule in the fall from 3:30 to 5:20PM in McCain room 201. As with 

Concert Band, Wind Ensemble has access to chairs, music stands, and percussion 

equipment for all rehearsals. As with Wind Symphony, Wind Ensemble rehearsals occur 

three times weekly in the spring which increases their overall contact hours from four 

hours weekly to six hours on average per week.  

 

 Pieces Studied and Performed 

As part of the requirements of the Master of Music with an emphasis in Instrumental 

Conducting at Kansas State University, the program advisor provided expectations that the 

author would prepare, rehearse, and conduct the ensembles of the Kansas State Band program on 

average, once per semester. The author conducted each of the University ensembles at least once 

during their tenure on campus at Kansas State University. In order to provide a detailed analysis 
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of the similarities and differences between each of the ensembles, the author of this report chose 

to provide an in-depth score, rehearsal, and conducting analysis of a work programmed for each 

of the three bands in the program all of which would be conducted by the author. The ensembles 

performed each of the analyzed works in McCain Auditorium on the campus of Kansas State 

University in Manhattan, Kansas. The first performance occurred on October 3, 2023, at 7:30PM 

with the Concert Band at Kansas State University performing Abracadabra by Frank Ticheli. 

The second performance convened on April 21, 2024, at 7:30PM with members of the Kansas 

State University Wind Ensemble performing Little Symphony for Winds by Franz Schubert, 

arranged by Verne Reynolds. Chester: Overture for Band served as the third piece and was 

performed by the Kansas State University Wind Symphony on October 8, 2024, at 7:30PM in 

McCain auditorium. The author, in conjunction with the program advisor, programmed these 

works due to the significant contributions that each piece, composer, or both have made to 

expanding the amount of quality repertoire available to wind bands across a variety of levels and 

contexts.  

 

 Format of Analysis 

Each work is presented in its entirety through a detailed in a unit study format which is 

described in the series Teaching Music Through Performance in Band by Larry Blocher and 

Richard Miles.3 Each unit is divided into nine smaller parts titled: Composer, Composition, 

Historical Perspectives, Technical Considerations, Stylistic Considerations, Musical Elements, 

                                                 

3 Teaching Music Through Performance in Band is a series of books currently available in 12 volumes that contains 

detailed studies of pieces for band. Each piece is examined and detailed through a nine-part unit study covering 

topics such as composer, elements of formal structure, and suggested resources. Miles, R. B., & Blocher, L. 

(1997). Teaching music through performance in band. GIA Publications.  
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Form and Structure, Suggested Listening, and Additional Resources. The author of this report 

chose a similar format for eight of the units with unit IX being adjusted to provide seating charts, 

room diagrams, and rehearsal plans, the overall structure of each unit study is as follows: 

Unit I: Composer 

• Unit I provides a brief biography of the composer of the work being presented. 

This includes a history of their life, background in music, educational 

background, compositional style, and detailed list of works composed. This 

background enables the reader to gain an understanding of the context that the 

piece being examined might fall into.  

Unit II: Composition 

• Unit II focuses on the individual composition being studied. This includes the 

date the composition was written and the date which it premiered. It also includes 

information regarding who or what it was composed for as well as reviews, or 

composer notes from the score. 

Unit III: Historical Perspectives 

• Unit III describes the historical relevance of the composition as it relates to the 

composer, the ensemble for which it was written or events in society at the time of 

its premiere. By understanding this perspective, understanding why elements of 

the piece exist may be made clearer. Units IV, V, VI, and VII emphasize the 

musical elements of the work itself. 

Unit IV: Technical Considerations 

• Unit IV provides technical considerations that should be considered when 

rehearsing the piece. This includes instrumentation, cues and percussion 
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assignments, challenges in, key signature, meter, tempo, rhythm, and instrument 

ranges that should be taken into consideration by the conductor. Furthermore, it 

includes the assigned grade or skill level assigned to the work which when 

combined with the aforementioned material can aid in programming decisions by 

conductors wishing to program the work. 

Unit V: Stylistic Considerations 

• Unit V highlights stylistic considerations for each work. This includes but is not 

limited to mood or character changes within the work, important articulations, and 

dynamic markings as well as tempo changes that affect the overall character of 

the work. 

Unit VI: Musical Elements 

• Unit VI provides detailed elements of the composition such as melody, 

harmony/accompaniment, rhythm, and timbre of the piece. Each sub-section 

details the specific melodic lines, harmonic accompaniment, rhythms, and timbres 

of the ensemble within the different sections of the work. Figures and examples of 

the elements will be provided to aid the reader in identifying the key musical 

elements of the piece being examined. 

Unit VII: Form and Structure 

• Unit VII provides the form and structure of the piece. Each segment of the 

composition is identified with tonal center, tempo, and measure numbers along 

with descriptors of orchestration and key material within that specific portion of 

the work. 
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Unit VIII: Suggested Listening 

• Unit VIII gives a list of suggested listening of pieces that are similar in style or 

written by the composer of the work being performed. These examples allow for 

the work to be put into context with music of a similar style or compositional 

elements. 

Unit IX: Seating Charts and Acoustical Justification 

• Unit IX details the seating charts used for each ensemble conducted. These 

materials provide the reader with an idea of the considerations for 

instrumentation, rehearsal space, and rehearsal time that were considered when 

preparing the work for performance.  

Unit X: Rehearsal Plans and Evaluations 

• Unit X provides outlines of lesson plans for each rehearsal as well as researcher 

evaluations of each rehearsal and considerations for future rehearsals. 

 

 Score Study and Preparation 

Content analyses within a music teacher education program reveals that score study and 

rehearsal preparation are included in courses but often relegated to small percentages of the 

overall course work (Battisti & Garofalo 1990). Given that on average, only 46% of a teacher’s 

time in the school building daily is actually spent teaching, one might assume that rehearsal 

preparation and content study remain analogous in weighting (Hardison, 2022). This is rarely the 

case due to requirements of accreditation that limit the amount of study in specific areas 

(Wiggins, 2007). For example, the vast majority of collegiate music education students are 

required to take lessons on their primary instrument for a minimum of six semesters. These 
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performance skills hold value, but do not necessarily provide future music educators with the 

skills that they need to become effective teachers. Similar to the selection of quality literature, 

score study and rehearsal preparation is another area that is undervalued when examining credit 

hour allocations within music teacher education degree programs (Pratt, 2009).  

Through this report, the author will provide potential methods for score study developed 

by Battisti and Garafalo (1990), as well as their practical applications within teaching contexts. 

Through an extensive study of three seminal works for wind band, processes, insights, and 

reflections into score study, rehearsal preparation, and effective strategies employed through 

these processes will be detailed by way of sharing their graph analyses developed by Dr. Frank 

Tracz (Walker & Blocher, 2013). An example of the graph analysis is shown in Figure 1. The 

analysis details structural elements of the composition such as form, phrase structure, tempo, 

dynamics, meter, tonality, important harmonic motion, and orchestration. Additionally, the 

analysis considers elements such as character, means for expression, and conducting and 

rehearsal concerns. It is notable that this analysis gives nearly equal emphasis to the formal 

structure and considerations for rehearsal and performance that are determined through 

conductor interpretation. The equal division of elements allows for this method of analysis to 

fulfill the need for both score study and rehearsal preparation using the same document.  
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Figure 1.1 Example of Tracz Graph Analysis 

 

 Rehearsal Techniques 

Within the context of the actual rehearsal, there are numerous factors that can play a role 

in the successful musical development of the musicians and the group as a whole (Price & Byo, 

2002).  Silvey (2014) revealed that undergraduate students, and to a degree conducting faculty, 

often mistakenly attribute a lack of podium time prior to student teaching as a leading 

impediment to their development of rehearsal skills. Rather, he continues, it is their limited 

understanding of key principles of large-group instruction that serve as the greatest challenge. 

Even the most skilled instructors cannot hope to cover every important rehearsal principle 

(Manfredo, 2008).  
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When confronted with the realities of classroom teaching, many novice, and even 

experienced teachers often forget their instruction or are unaware of their rehearsal techniques 

that may be unproductive (Silvey, 2014). Moreover, the lack of developing rehearsal skills, 

coupled with a lack of experience in the selection of repertoire and score study discussed 

previously play a major role in the effectiveness of conductors across multiple levels of ensemble 

and teacher experience (Goolsby, 1999). The researcher will examine, using detailed lesson 

outlines and rehearsal plans, a possible method for maximizing rehearsal time within varying 

levels of collegiate wind band. Using strategies detailed by Silvey, (2014) such as developing 

better eye contact, minimizing director talk, and giving specific feedback, the author will detail 

the ways in which those strategies might be implemented within rehearsals for three levels of 

collegiate wind band with varied skill levels and instrumentation. Furthermore, a comparative 

analysis of the varying levels of collegiate wind bands will provide insight into how these 

processes impact the rehearsal and final product of each ensemble.  
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 Concert Programs 
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Chapter 2 - Philosophy of Music Education 

Throughout history, education has consistently proven to reflect society’s values. In most 

instances, society can be dichotomized into a “survivalist” or “self-expressionist” set of values 

which have, in turn, influenced the structure of formal education (Hofer & Peetsma 2005). 

Survival values emphasize physical or economic security, while self-expression values place 

emphasis on freedom or autonomy to make decisions in life. Music and music education have 

followed a similar track, with their value being discussed by countless philosophers and 

researchers.  

 With the ever-changing nature of technology in the 21st century, the role it plays on 

education is continuously evolving and presenting educators with new challenges. Although 

technology can be a remarkable tool that benefits student learning, it can also prove detrimental 

to the educational process (Carstens et al., 2021). Students now, more than ever, have a 

seemingly endless list of resources available to them which should, in theory, enhance their 

access to knowledge. However, in many instances, an over-reliance on technology hinders 

student creativity, problem-solving, and analytical skills. Kulesza (2011) writes the following: 

Instant access to a wealth of largely unfiltered information creates a disincentive to 

learning. Students do not need to formulate potential answers, think about causes and 

effects, or think critically - they can simply find “an” answer. This removes interest and 

excitement from the prospect of learning and exploration. Students find the information 

interesting, but they have not engaged in the quest for knowledge. Technology has made 

learning an empty quest which removes thinking or understanding from the learning 

process. (p. 5)  

 

At a glance, it is often the ease of access to an infinite amount of information that gives the 

impression of an increase in student engagement and enthusiasm for learning.  

It is this illusion of learning created by technology that interferes with what the author of 

this report believes to be the point of formal education in the 21st Century. When Western 
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cultures were primarily industrial societies, education was rooted in providing a rational, 

training-based approach to knowledge. However, as many nations have shifted into a post-

industrial world, where societies place merit has likewise transformed to emphasize values in 

independent thinking and autonomy from central authority. Regrettably, the structure of formal 

education in many instances is still rooted in teaching students what to learn rather than how to 

learn (Kulesza, 2011). Schools should exist to provide students with the skills they need to 

become lifelong learners across multiple disciplines. While the content or learning outcomes can 

hold significant value, guiding students to discover a path to the information is where the true 

value of schooling lies. By shifting the focus of formal schooling to how students learn, 

technology can become more conducive to the learning process as it affords students more time 

to think about, explore, and reflect on the information they find. By eliminating the need to 

memorize facts, figures, and other information that can easily be discovered at the click of a 

button, students can develop a greater breadth of knowledge through increased opportunities to 

analyze and react to what they are learning.  

Outside of students in the classroom, most stakeholders within a music program at any 

level often only hear and see the final product of these classes through performance. This view 

provides only a brief glimpse of the overall experience students have in music classes which, 

ultimately creates a perception that music possesses little inherent value and thus does not need 

to be taught in schools. It is important therefore, to define what the author of this report believes 

to be the significance and value of music itself before arguing for its inclusion in school 

curricula. Music’s value lies primarily within its ability to serve as a method for human 

communication by which emotions can be expressed, perceptions created, and thoughts 
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rationalized (Blacking, 1969; Small, 1998).  Additionally, music itself does not innately carry 

any value or significance without our ability to perceive and experience it first.  

 When one examines the purpose of music in a school setting, its value can be divided into 

both musical and non-musical justifications. Many advocates for music education aim to 

highlight non-musical benefits of music learning such as awareness, self-discipline, 

responsibility, and leadership as a rationale for its inclusion in schools. While the author believes 

that these are all benefits that music provides, it is unwise to use them as the primary 

justifications for music as these same skills could easily be taught in numerous extra-curricular 

activities. The characteristics that make music a unique way of knowing must be presented in 

order to show its true value. It is the authors belief that all people are born with a capacity for 

music.  

The opportunity for rational thought regarding music exists in its elements of design and 

formal structure; however, without our unique perspectives and experiences with music, we have 

no context on which to base these thoughts. It is through experience, practice, and ultimately 

reflection that students can begin to discover the benefits that music provides (Elliot, 1995). The 

ability for humans to communicate emotion using the symbolism and referentialism discovered 

through music give it a unique value much like learning to speak, read, or write. These concepts 

refer to one’s ability to contextualize music outside of itself meaning that music is more than 

simply the notes and sounds that occur when performing. It must be made clear, however, that as 

music educators, we must use the skills of critical thinking, self-efficacy, and referentialism 

alongside traits such as leadership, responsibility, and awareness to educate students in music 

rather than using music as a way to teach those same skills. Kratus (1990) addressed this very 

principle when he questioned whether creativity amongst music students is the end goal of our 
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teaching or if it is through creative activities that we educate? Only by taking the approach of 

using the skills we hope to see in our students as the tool for teaching will they truly be able to 

think deeply and independently about music and the processes for creating it.  

 If looking only at the product of a musical performance, the final assessment of a history 

course, or results of state standardized testing, one might superficially believe that digital music 

resources, or technology, is the solution to effective teaching for students today. Whether 

through music or any other subject, it is the continual guided practice of the skills and values we 

as educators wish to cultivate that must be at the forefront of the learning process. The author of 

this report believes all people are born with inherent curiosity about the world around them. In 

the same regard, all people naturally have the skills needed to be musical. Our innate curiosity, 

creativity, and desire to learn are often diminished inadvertently by mentors and teachers of 

young children who mistake the unscripted queries asked by young children as distractors from 

the targets of learning (Berliner, 2020). Again, by trying to aim for learning targets, the emphasis 

has been placed on the product of schooling rather than its process.   

In Praxial Music Education: Reflection and Dialogues, Elliot (2005) writes that all 

students have the ability to learn to be creative music makers, but teachers must allow for 

students to engage in creative activities and make creative decisions in performance, 

composition, and listening. Too often, education and learning is focused on a binary approach of 

right or wrong with little margin for reflection on why. This is not to say that there are no wrong 

answers, however, educators often miss the opportunity for enhanced learning through reflection 

on why something was wrong. By exploring the tension or discomfort that wrong answers create, 

students can find a resolution that holds value and creates a new way of knowing. The removal 

of goals and standards within educational framework is not the intention of this philosophy. As 
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educators, we must still act as moderators and guides to help our students achieve the benefits 

that education and knowledge affords. We must, however, shift away from using standards and 

goals as a destination, and begin thinking of them as a tool for reflection on the process of 

student learning.   

 One major fault within education today is that the desired outcomes do not align with the 

path toward achieving them. Teachers aim to create students with problem-solving skills, 

creativity, self-efficacy, and leadership, yet do not use those skills as the primary tools for 

learning. In music, students are often taught musical content as a way to develop skills which, in 

many regards, is product-based learning disguised as process. The focus in this instance, still lies 

with what they are learning even if how they arrived at the outcome is emphasized. By 

encouraging practice in curiosity, creativity, and collaboration as the way students acquire 

knowledge, the skills we want them to learn can be developed with music being the outcome 

instead. This ultimately leads us to create students who have the power to think for themselves 

and take responsibility for their own learning with music as a tool to communicate emotions and 

thoughts. In this way, we can create not just lifelong learners, but lifelong musicians. 
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Chapter 3 - Selection of Quality Literature 

Navigating a music education degree is arduous for many students from a variety of 

perspectives. One of the primary components of any degree program is the establishment of 

content knowledge (Forrester, 2017). For those who plan to become music teachers, the 

curriculum often is weighted to infer the importance of music theory, music history, and 

conducting (McArton 2020). However, this content knowledge only spans a cursory amount 

needed for success in the music classroom. One specific area that is critical to successful 

teaching that receives little-to-no attention is that of selecting quality and appropriate literature 

for ensembles (Atchison 2015). Such decisions impact not only the final performance of the 

ensemble but the student’s individual musical learning within the ensemble. 

A conductor encounters many issues and considerations when programming for their 

ensembles. These factors include the technical skill set of the ensemble, the musical skill set of 

the ensemble, the instrumentation of the ensemble, size of the ensemble, and the proposed time 

frame for performance. These factors focus solely on the construction of the ensemble in terms 

of final performance; however, these do not address the individual musical learning goals of the 

students, specifically. Therefore, selecting literature that adds value to the overall program in its 

quality is crucial to the growth of the ensemble as well as the individuals who make up the 

aggregate (Reynolds, 2000).  

The process of selecting quality literature, both from a performance standpoint as well as 

an educational one can be broken down into a process of commitment, exposure, and risk. 

Professor Craig Kirchoff (n.d) explains that because the music we select as educators defines our 

values, we must commit to its rehearsal and performance, exposure because we share this music 

with both our students and eventually and audience, and risk, because the music we choose to 
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share may not always resonate with our students and audiences. Kirchoff (n.d) also states that 

this process must be an intersection of aesthetic criteria, personal taste, and musical depth. 

Making use of Acton Ostling’s 1978 study An Evaluation of Compositions for Wind Band 

According to Specific Criteria of Artistic Merit, the following guidelines for the critical 

evaluation of musical compositions are outlined: 

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

repetition and contrast. 

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

and judicious arrangement on the part of the composer. 

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

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

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

musical meaning. 

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

probable musical goals is not completely direct and obvious 

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

sections. 

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

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

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

which it exists. 

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

10. The composition reflects a musical validity that transcends idiom and is not pretentious. 

 

Kirchoff (n.d) states the following regarding the aesthetic criteria of quality literature. 

Good music, therefore, has form with a calculated balance of repetition and contrast that 

great composers manipulate to create and to break our musical 

expectations.  Predictability is the death of great music and so is music with little 

variation in orchestration and timbre. Good music is music that can hold the attention of 

its listeners and can be remembered through the creative use of rhythm, counterpoint, 

harmonic color, harmonic motion, melodic interest, and unique textures.   Good music is 

also music that can transport us to different emotional landscapes. Great music is music 

that makes us feel. 

 

These criteria, while paramount to the selection of quality literature hold little value without the 

application of both personal musical taste and intelligence as well as the context of a specific 

musical depth.  
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 As music educators, both our musical intelligence and personal tastes are a direct result 

of past experience with great music and artists. Kirchoff (n.d) suggests the following questions as 

a way to guide the development of both musical depth and personal taste in music.  

1. Are you in touch with the great musical monuments of our time and the past, from 

Claudio Monteverdi to Duke Ellington, John Harbison, Joan Tower, or Aaron Kernis? 

2. Do you attend live concerts of high quality by important ensembles and by important 

artists? 

3. Are you knowledgeable about music that does not directly affect your specific level of 

teaching but may directly affect your depth as a musician, from Johann Sebastian Bach to 

Libby Larsen, Henryk Gorecki, George Crumb, or Morton Lauridsen? 

4. Do you know as much about the most important musicians and composers of our time 

and the past as you know about the music for the ensembles that you conduct? 

5. Are you current with the repertoire written for your ensemble, knowing about the latest 

works from the pen of Michael Colgrass for middle school band, or the most recent 

publications from the BandQuest Series published by the American Composers Forum or 

the Windependence Series published by Boosey & Hawkes? 

6. Do you invest in the depth of your listening experience by continually expanding your 

collection of CDs and DVDs? 

7. Do you continue to make music an important part of your daily life? 

 

As technology continues to progress, access to both literature and media is greater than at any 

time in history. Using resources such as online databases, streaming services, and YouTube to 

access performances, interviews and more, educators now have access to a growing number of 

resources that should be examined through the lens of the questions posed by Kirchoff above.  

 Another often overlooked aspect of the process of repertoire selection is that of the nature 

of music publishing, and the power of choice we as music educators have. As with any industry, 

music publishing is market driven, meaning that as educators, it is our decisions that determine 

whether music will remain relevant and available for purchase, and which will be removed from 

catalogues and placed by the wayside. With over 1000 new works published per year on average, 

our selections have great power on what music becomes standards of the repertoire as well as 

influence on what kind of music composers will write. Simply put, composers will write what 
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they know we will buy based on what sells. Reynolds (2000) explains that “when you choose 

music of depth and substance you chose to reward the publishers and composers who produce 

quality repertoire, but more importantly, you will reward your students with the gift of a 

deepening musical aesthetic.” 
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Chapter 4 - Abracadabra By Frank Ticheli 

 Unit I. Composer 

Frank Ticheli (Born, January 21, 1958) 

 

Frank Ticheli was born in Monroe, Louisiana in 1958, moving several times as a child 

before his family settled in La Place, near New Orleans. He played trumpet beginning in fourth 

grade. However, he lost interest and stopped playing by seventh grade. After moving again, this 

time to Richardson, Texas, Ticheli was greatly inspired by the band program and musicians at 

Berkner High School, crediting director Robert Floyd for “fueling the fire” (Lautzenheiser & 

Ticheli 2023). It was during his time at Berkner High School that Ticheli composed his first 

work, a piece for the school’s jazz band. He additionally spent considerable time transcribing 

charts by Maynard Ferguson and Stan Kenton which led him to begin arranging for the school 

band. Ticheli lists Charles Ives’ work Variations on America as a major influence noting that “it 

sounded somewhat dissonant and crazy, with different music going on at the same time- it was 

the first piece I heard that made me want to be a composer.” (“An Interview with Frank Ticheli”, 

2024).  

 Ticheli enrolled at Southern Methodist University in Dallas, Texas to study composition, 

graduating in 1980. He initially intended to enroll immediately into graduate school however, 

received a call from a school in Garland, Texas asking him to take a job there as a band director. 

He reluctantly accepted however notes that the semester he spent at the school informed him 

greatly as to the potential of young musicians, something he said still informs him to this day 

(Lautzenheiser & Ticheli 2023). Ticheli went on to earn both his master’s and doctoral degrees 

from the University of Michigan in composition. After some time as a freelance composer, 
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Ticheli was offered a job as a professor at Trinity University in San Antonio, Texas, a position 

he held for three years. In 1991, Ticheli accepted a job at the University of Southern California 

where he additionally served as the composer in residence for the Pacific Symphony from 1991-

1998.  

Ticheli retired in 2023 from his position a professor of composition at the University of 

Southern California, a position he held for thirty-two years. Ticheli’s orchestral works have 

received recognition across the United States and Europe. His compositions have been 

performed by numerous symphony orchestras such as the Philadelphia Orchestra, Atlanta 

Symphony, Dallas Symphony, Detroit Symphony, and the American Composers Orchestra. 

Additionally, his works have been performed by several radio orchestras in Stuttgart, Frankfurt, 

Saarbruecken, and Austria (Manhattan Beach Music Online, 2024). 

Ticheli is most known for his concert band works. Many of these works have become 

standards of band repertoire. In addition to composing, Ticheli has appeared as a guest conductor 

of his music at venues such as Carnegie Hall and at numerous American universities and music 

festivals. He has received awards including the Charles Ives and the Goddard Lieberson Awards. 

Additionally, he has received first prize awards in the Texas Sesquicentennial Orchestral 

Composition Competition, Virginia CBDNA Symposium for New Band Music, and Britten-on-

the-Bay Choral Composition Contest. As an alum, he received the University of Michigan 

Alumni Society’s highest honor, the Hall of Fame Award, in recognition of his work (Manhattan 

Beach Music Online, 2024). 

 

 



64 

 Unit II. Composition 

Ticheli (2005) Writes: 

“Abracadabra was composed in the summer of 2004, and was orchestrated the following 

November during a residency at the MacDowell Colony. Abracadabra was 

commissioned by the Driscoll Middle School Band in San Antonio Texas under the 

direction of Richard Gonzales.  The piece is dedicated to my son, and is at once playful 

and serious, innocent, and mischievous. A sense of mystery pervades as the dark key of G 

minor is balanced by sudden shifts to bright and sunny major keys. Throughout the 

composition I was thinking about magic, not in an evil or frightening sense, but as a 

source of fun and fantasy. My wonderfully playful, sometimes mischievous young son 

was always in the back of mind, as were images of Halloween with its costumes and 

jack-o’-lanterns. As the piece nears its conclusion, the music rushes toward what seems 

to be an explosive finish. But the woodwinds interrupt, fanning out to a questioning 

whole-tone cluster. They are answered by a puff of sound, a final disappearing act. In 

strictly musical terms, the piece is as clear an example of musical economy as anything 

I’ve composed. Almost everything is derived from the opening bars of the main theme. 

Indeed, virtually every note can be traced to the main melody or its accompaniment. 

Because of this heightened sense of unity, I had to choose other ways to achieve musical 

variety. The most important solution was through the sudden and frequent shifts of mood, 

mode, and tonality.” (p.2). 

 

Abracadabra is listed as a Grade 3 piece by Manhattan Beach Music and is approximately four 

minutes and thirty seconds in length. The piece is a single movement work that follows Sonata-

Allegro form with a clear exposition, development, and recapitulation. Dedicated to his son, the 

use of sudden shifts in tonality as well as imitative rhythmic figures provides musical imagery of 

both the playful, yet mischievous nature of a young child. The steady building of intensity 

throughout the work alongside the compositional elements listed above are used to represent the 

excitement and child-like wonderment regarding magic. Because the majority of the work is 

based on the main theme, it is the use these shifts in tonality, style, and tempo which provides 

musical contrast throughout the work and prevent the piece from sounding too repetitive.  
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Unit III. Historical Perspective 

Frank Ticheli has composed works for concert band, orchestra, choir, chamber 

ensembles, and solo performers. His works are often praised for their melodic and harmonic 

structures. Many of his works have become widely regarded as standards in the repertoire. He 

composes for both young bands as well as advanced wind bands/ensembles. Abracadabra was 

composed by Ticheli in the summer of 2004, later being orchestrated during Ticheli’s residency 

at the MacDowell Colony, an artist residency program located in Peterborough, New Hampshire. 

The work was commissioned in 2005 by the Driscoll Middle School Band program in San 

Antonio, Texas under the direction of Richard Gonzalez (Manhattan Beach Music Online, 2024).  

 

 Unit IV. Technical Considerations 

Abracadabra is scored for concert band. Below is the instrumentation noted in the score. 

 

 

 

 

 

 

 

  

 

 

Both Percussion 1 and 2 can easily be covered by one player. The Timpani part uses four 

different pitches throughout but does not require retuning. A mute is required for the Horn 1 part 

for one note (mm. 39-40). Cues are provided for important flute, double reed and horn melodies 

-Piccolo 

-Flute I-II 

-Oboe I-II 

-Bassoon I-II 

-B-flat Clarinet I-II-III 

-B-flat Bass Clarinet 

-E-flat Alto Saxophone I-II 

-B-flat Tenor Saxophone 

-E-flat Baritone Saxophone 

-B-flat Trumpet I-II-III 

-F Horn I-II 

-Trombone I-II 

-Euphonium (treble and bass clef included) 

-Tuba 

-Timpani 

-Xylophone 

-Percussion 1 (Triangle, Temple Blocks 

(2), large Slapstick, and suspended 

cymbal) 

-Percussion 2 (small tom, snare drum 

(sticks and brushes), bass drum, and 

vibraslap) 

 

 



66 

and accompaniment parts throughout. This allows for ensembles without perfect instrumentation 

to still perform this work without compromising the intended textures.  

 Abracadabra makes use of both G minor and B-flat Major scales. The key signature 

remains in G minor/B-flat Major throughout. Additional key centers that the piece requires 

include E-flat Major, D-flat Major, C Major, F Major and G aeolian (natural minor). Learning 

the G minor and B-flat Major scales along with the G minor arpeggio will allow students to 

successfully navigate any technical passages in the work.  

 The piece is written in simple quadruple (4/4) meter, and no meter changes are indicated. 

Rhythmic values used include whole, dotted half, half, quarter, and eighth notes. Upper 

woodwinds must also be comfortable with sixteenth notes as m. 21 and m. 79 are approached by 

a B-flat Major scale in sixteenth notes. Additionally, clarinets end the work with a descending G 

minor scale in sixteenths.  

  Range is generally appropriate for a work at the Grade 3 level. All parts including first 

parts are generally written with comfortable ranges throughout only occasionally stretching to 

the highest or lowest notes found in the part. All three clarinet parts do extend through the break. 

However, the third part remains mainly below the break for the entire piece. 

The percussion parts do not present any specific problems. The Xylophone part is written to 

double the melodic line often and, it may present a slight challenge to younger or more 

inexperienced mallet players.  

 

 Unit V. Stylistic Considerations 

It is crucial that the students clearly convey the mood and character changes throughout 

the work. From “dark and mysterious” to “bright and jovial” these shifts in mood and character 
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in lieu of complex melodic and harmonic lines, are very important to successful performance of 

this work.  As with most of Ticheli’s music, dynamics and articulations are all clearly labeled 

and indicated and should be performed as indicated. Articulations include, staccato, slurs, 

accents, tenuto, marcato accents with staccato, slur/tie, and the combination of tenuto-staccato. 

Score and part markings indicating marcato can be found in m. 49, mm. 52-53, and m. 114. 

There are clearly marked shifts between light, detached playing and smooth, legato playing and 

can be easily played if followed.  

 Dynamics indicated range from piano to forte. A pianissimo dynamic is also indicated for 

the last note of the piece. The loudest marked dynamic is found in the Timpani part at forte-

fortissimo (fff) and according to Ticheli’s composer notes “must be aggressive here, taking 

seriously the forte-fortissimo (fff) indication with accents”. Other markings that students will 

encounter include forte-piano, subito dynamic shifts, and crescendo/decrescendo.  

 The marked tempo is quarter note equal to 138 beats per minute. There is one marked 

ritard beginning in m. 93 and ending at m. 98 where a new tempo of quarter note equal to 84 

beats per minute is indicated. There is an A Tempo marking at m. 106 and an accelerando from 

m. 136 to m. 150. At m. 150, a marking of 168 beats per minute is indicated shortly followed by 

a sudden shift to 112 beats per minute in m. 153. The final two measures return to the originally 

marked tempo of 138 beats per minute. 

 

 Unit VI. Musical Elements 

 Melody: 

Theme I provides a large portion of the overall melodic content for the piece. Ticheli 

writes, “Virtually everything comes from the main theme!” (2005). The melody first appears in 
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m. 7 in Clarinet 1 and is harmonized with Clarinet 2. This opening material can be seen in Figure 

4.1. Using the first six notes of the G minor scale, the melody also makes use of different forms 

of the minor scale which students can explore. Within each phrase, there are motivic units, 

usually only one measure in length. This motivic development continues throughout the entire 

piece. A brief episode beginning at m. 14 shifts suddenly to a major tonality with flutes carrying 

the melodic line shown in Figure 4.2. This short episode is followed by a brief link to Theme II 

which begins at m. 21.  

Figure 4.1 Theme I line from mm.7-13 (Clarinet 1 and 2) 

 

Figure 4.2 Episodic material from mm. 14-17 (Flute 1) 

 

Theme II, shown in Figure 4.3 provides a stark contrast to the opening theme however, 

the melodic line is still derived from material found in the opening theme. A tonal shift to a 

major key is accompanied by a change in orchestration of the melodic line from woodwinds to 

brass. This material is interrupted again by a short episode shifting the melodic line back into the 

woodwind voices. Closing material shown in Figure 4.4 is introduced which is developed and 

leads to the development at m. 41.  
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Figure 4.3 Theme II melodic line from mm. 21-24 (Trumpet 1) 

 

Figure 4.4 Closing Theme material in mm. 28-34 (Trumpet 1, 2, and 3) 

 

The development begins using Theme I material, now in the alto saxophone parts again 

presented in the opening tonal center of G minor. Beginning at m. 49, the melodic line becomes 

fragmented into a call and response like sequence of a minor third motif between Trumpet 1 and 

the rest of the brass parts before adding the remainder of the ensemble at m. 53. An example of 

the call and response pattern can be seen in Figure 4.5. A new three-note melodic pattern shown 

in Figure 4.6 is introduced at m. 57 which is answered by previously stated melodic material.  

Figure 4.5 Minor 3rd motif from mm 49-52 (Trumpet 1 and Trombone 1) 

 

 

 



70 

 

Figure 4.6 Rising three note melodic pattern from mm. 57-61 (Alto Saxophone 1) 

 

 Beginning at m. 66, materials from Theme I and the Episode are combined and 

developed. An example of this can be seen in Figure 4.7 and leads to a varied repeat of the 

modulating link that was found between Theme I and II in the Exposition. When compared with 

the initial link, this example switches the roles with trumpets leading and flutes and oboes as the 

answer. This link continues until m. 79, helping to transition the melody to a return of Theme II. 

Figure 4.7 Melodic line from mm. 72-74 (woodwinds) 

 

The return of Theme II at m. 79 is melodically almost an exact repeat of the exposition. 

One significant exception is that the materials from the first and second endings has been 
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switched with music from the first ending now appearing in the second ending of the 

development statement of Theme II. Figure 4.8 illustrates the melodic line switch between the 

exposition and development statements of Theme II. Unlike the exposition statement of Theme 

II, the climax of the melodic line is followed by a ritardando leading to the re-transition which 

begins at m. 98.  

Figure 4.8 Comparison of melodic line Theme II (exposition) and Theme II (development) 

 

 

 Hints of the first theme move between flutes and oboes followed by clarinet and alto 

saxophone which is shown in Figure 4.9. Special attention should be paid to the breath marks at 

m. 97 and m. 103 with each indicating a slight lift. The final two bars of the re-transition. The 

melodic line throughout this section shifts from key to key without a true resolution or 

completion of the melodic idea furthering the sense of mystery intended by the composer. A 

brief fermata occurs at m. 105 before Theme I returns in the home key to begin the 

recapitulation,  

Figure 4.9 Melodic fragment from mm. 98-100 (Oboe 1 and Oboe 2) 
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 As with the opening statement of the first theme, the melodic line is presented first by 

clarinets and answered by alto saxophones. While accompaniment elements differ from the 

exposition, the melodic line returns largely unchanged from its original form. At m. 114, the 

minor third motif returns again, primarily unchanged from the first statement in the exposition. 

Theme II returns at m. 118 and, as it common in Sonata form, appears in the home key of G 

minor and can be seen in Figure 4.10. As with the first statement of the theme in the exposition, 

the melody builds to a climax which occurs at m. 129 still in the home key of G minor.  

Figure 4.10 Theme II melodic line from mm. 118-121 (Flute 1) 

 

 The Coda, beginning at m. 136, builds slowly, pulling melodic ideas from throughout the 

work together for a final closing statement. The tempo and dynamics gradually increase 

employing both ideas from Theme I and the minor third motif. Fragments of both melodic ideas 

are used to continue to build intensity but are suddenly interrupted by a sudden shift in tempo at 

m. 153 with the melody shifting briefly to a chromatic line in the woodwinds. The fast tempo 

suddenly appears again at m. 135 and tapers off to nothing with a final scaler melodic line in the 

same clarinet voices where the melody began.  

 Harmony: 

While the piece generally revolves around the key of G minor and its relative major key 

of B-flat Major, there are numerous other key centers explored in the work. Accidentals are not 

overly difficult for students to read but all marked accidentals must be observed carefully. 

Overall, Theme I is in a minor key with Theme II represented in a major key. In addition to G 
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minor/B-flat Major, other key centers include E-flat Major, C Major, F Major, D-flat Major, D 

minor, and G Major. Most of these additional key centers do not last for more than a few 

measures before moving on. The juxtaposition of Theme I in a minor key being interrupted by 

the more calm, lyrical episodic material in a major key help give the work a constant sense of 

surprise and mystery.  

Measures 1-13 see a repeated progression of i-V-i which is used to firmly establish G 

minor as the tonal center for the work. An abrupt shift to the key of E-flat Major occurs at m. 14 

lasting only three measures before the modulating sequence shown in Figure 4.11 occurs. This 

progression shifts back to G minor, then immediately to B-flat Major where Theme II begins. 

Throughout the introduction, Theme I, Episode, and modulating link, the harmonic rhythm 

remains consistent with no more than two chords per measure.  

Figure 4.11 Harmonic progression in mm. 17-20 (modulating link) 

m. 17 m. 18 m. 19 m. 20 

F# dim 7 G minor C Major F Major 

 

 Theme II begins in B-flat Major, the relative major key of the first theme in G minor 

which is typical in minor key sonata form. The tonality briefly shifts up a whole step to C Major 

at m. 25 as an episode is introduced before again returning to B-flat Major at m. 28. The 

progression of Theme II and the Episode can be seen illustrated in Figure 4.12. The harmonic 

progression for the remainder of Theme II remains generally consistent with the exception of 

mm. 35-38 which is used to modulate back to the original key of G minor where the 

development begins at m. 41.  

Figure 4.12 Harmonic progression in mm. 21-27 (Theme II and Episode) 

m.21 m. 22 m. 23 m. 24 m. 25 m. 26 m. 27 

Bb   Bb/A Bb/G Bb/F Bb/Eb Bb/D C min   F7 C C C     F7 
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 The development section begins with a restatement of Theme I in the home key of G 

minor. The harmonic motion, like in the opening statement of the theme is built on a i-V 

progression which cadences every four measures. The chordal rhythm is consistent with two 

chords per bar with the exception of cadence points. This tonality continues through the 

introduction of the minor third motive at m. 43. As the development continues, the tonality 

begins to shift away from G minor. As illustrated in Figure 4.13, an E-flat 7 chord in m. 59 hints 

at a shift to A-flat but, immediately returns to G minor before finally cadencing in A-flat at mm. 

64-65. At m. 66, a series of abrupt modulations begins, first shifting to F Major, then D-flat 

Major, and finally E-flat Major.  

As is typical in development sections within Sonata form, these tonal shifts are brief and 

distantly related to the home key of G minor. Additionally, these series of three-measure 

modulations create an asymmetrical phrase which can be seen in Figure 4.14. The development 

continues by quickly modulating again, first to the home key of G minor and then immediately to 

B-flat Major at m. 77 where the development of Theme II begins. This section of the 

development is generally stable only interrupted by a brief shift to C Major in m. 82 before 

immediately returning to B-flat Major. Measures 98-105 serve as the retransition to the 

recapitulation modulating briefly through the keys of D minor, B-flat Major, and G Major before 

cadencing in E-flat Major. As the relative major of the home key, this allows a smooth return to 

G minor at m. 109 where the recapitulation begins.  

Figure 4.13 Harmonic progression in mm. 57-65 (Development) 

m. 57 m. 58 m. 59 m. 60 m. 61 m. 62 m. 63 m. 64 m. 65 

G min G min Eb7 G min D G min G min Eb Ab 

 

Figure 4.14 Harmonic progression in mm. 66-74 (Development) 

m. 66 m. 67 m. 68 m. 69 m. 70 m. 71 m. 72 m. 73 m. 74 

F F F Db Db Db Eb Eb Eb 
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 The recapitulation begins with a restatement of Theme I built around the same simple i -

V motion from the exposition. An E-flat chord in m. 113 just prior to the return of Theme II 

suggests a modulation, however, as is common in Sonata form recapitulations, Theme II remains 

in the home key of G minor. The remainder of the recapitulation is built around G minor as the 

harmonic motion essentially remains on a pedal of the tonic chord until the Coda begins at m. 

136. Aside from i-VI-iv-V progressions at cadence points, the Coda continues the G minor pedal 

that began at the end of the recapitulation. At m. 153, the pedal is suddenly interrupted by a 

whole tone cluster shown in Figure 4.15 which creates a sense of questioning and instability 

before again suddenly shifting back to G minor for the final two measures of the piece.  

Figure 4.15 Whole tone cluster in m. 154 (Condensed Score) 

 

 Rhythm: 

Abracadabra is written entirely in simple quadruple meter with only basic divisions of 

the beat employed within the piece. Generally, rhythms are appropriate for the grade level of the 

piece and should not present significant challenges to the players. The introduction begins with 

an eighth-note motive shown in Figure 4.16 on which much of the rhythmic material of the work 

is based. Beginning in m. 5, the motive is compressed with offbeat entrances that must be played 

accurately to ensure the tempo does not slacken.  
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Figure 4.16 Eighth-note rhythmic motive in mm. 1-6 (Clarinet 3) 

 

Theme I begins with the eighth-note motive serving as the rhythmic accompaniment upon 

which the melody is constructed on. Ticheli (2005) notes that the rhythmic material found in the 

first theme provides the basis upon which nearly the entire piece is built. Beginning at m. 17, the 

modulating link to Theme II employs an imitative call and response like pattern of the eighth- 

note motive shown in Figure 4.17 to act as a transition to the next section. A brief scaler passage 

of sixteenth notes is the final connecting piece of the first two themes of the work and care 

should be taken to ensure this line is not compressed. 

Figure 4.17 Modulating link rhythmic motive in mm. 17-20 (Oboes and Trumpet 1) 

 

Melodic material from Theme II is built upon the same eighth-note motive introduced at 

the beginning of the work with the pitches adjusted to alter the melodic contour of the line. 

Additionally, the rhythmic accompaniment of Theme II is a continuation of the material from 

Theme I with altered barring and a shift to a descending line to compliment the melody. At m. 

24, an ensemble unison marcato quarter-note pattern is introduced and should be carefully 

observed to ensure alignment between all performers. This same quarter-note pattern is used 

twice more in the theme and closing material and can be seen illustrated in Figure 4.18. Both the 

melodic and accompaniment rhythms are augmented briefly in mm. 30-32 immediately 
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preceding the Closing Theme. The rhythms within the Closing Theme remain simple with the 

exception of the addition of grace notes to the melodic line which must be played accurately to 

ensure the tempo remains consistent.  

 

Figure 4.18 Ensemble unison rhythm example in m. 24 (Condensed Score) 

Beginning at m. 41, the development section begins with the same rhythmic figures 

found in the initial statement of Theme I. While remaining largely unchanged from the first 

theme statement, the addition of a descending whole-note line in the Horn part shown in Figure 

6.20 at m. 45 creates an added rhythmic layer to the melody and accompaniment lines. At m. 49, 

the eighth-note motive on which the piece is constructed is developed further through the use of 

a call and response pattern, first between the trumpets and low brass than, between woodwinds, 

brass, and solo Timpani. The full ensemble call and response motive is illustrated below in 

Figure 6.21.  

Figure 4.19 Whole-note rhythm with melodic rhythm from mm. 45-48 (Alto Saxophone 1 

and Horn 1) 
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Figure 4.20 Call and response motive in mm. 53-56 (Clarinet 1, Trumpet 1, and Timpani) 

 

Following this motive, Theme I is further developed through the use of a rising three-note 

pattern from mm. 62-65 which leads to a repeat of the Episode and modulating link used in the 

exposition statement of Theme I. Theme II is introduced again at m. 79 and employs the same 

descending eighth-note and full ensemble marcato quarter-note patterns employed in the 

exposition statement of Theme II. The remainder of the development is essentially an exact 

repeat of the exposition, making use of the same rhythmic patterns for both the melodic and 

accompaniment lines until the retransition begins. At m. 93, a marked ritardando signals the end 

of the development and beginning of the retransition. The indicated breath mark after beat 3 of 

m. 97 in the woodwind parts should be treated as a slight lift in order to more smoothly facilitate 

the shift to the retransition which begins at m. 98. The final two measures of the retransition slow 

further and is emphasized through the use of a quarter-note line found in the bassoon and low 

saxophone parts leading to a fermata at m. 105.  

 Theme I begins again to open the recapitulation, now accompanied by a descending 

chromatic quarter-note line in the flute part in addition to the eighth-note motive in the other 

accompaniment parts. Figure 6.22 shows an example of the melodic rhythm as well as the two 

accompaniment rhythms. A brief reprise of the call and response motive appears at m. 114 
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followed immediately by Theme II. At m. 136, the Coda begins with a series of repeated 

descending quarter-note lines accompanied by an accelerando. As the tempo continues to 

increase, the rhythmic values are compressed, shifting to eighth notes in m. 142. The 

combination of the marked accelerando and shortened rhythmic values serves to develop 

momentum toward the final climax of the work which begins at m. 144. A sudden shift to a 

slower tempo occurs at m. 153, coinciding with the whole tone cluster illustrated above in Figure 

6.16 before immediately returning to the opening tempo marking for the final two measures of 

the piece, ending with a descending sixteenth-note scaler line in the clarinet parts. As with the 

sixteenth-note figures that transition between Theme I and Theme II, performers should take care 

to ensure that the rhythm is clear and does not become compressed.  

Figure 4.21 Melodic and accompaniment rhythm figures from mm. 106-109 (Flute 1, 

Clarinet 1, and Tenor Saxophone) 

 

 Timbre: 

In order to achieve the playful, dark, mysterious, and mischievous sounds, Ticheli 

constantly shifts the general orchestration of the piece. This helps to portray the colors and 

moods indicated while giving the music the sense of surprise it calls for. The shifts between 

brass, woodwinds, and use of percussion to provide color rather than rhythmic support allow the 

piece to seamlessly shift tonalities and moods. The sudden nature of these shifts in color requires 
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performers to adjust articulation, balance, and blend quickly and accurately as several sections of 

the work change style with little or no transitional measures.  

The introduction and Theme I are both playful, yet mischievous and dark at times, using 

interjections of horns and saxophones to heighten the sense of mystery found throughout the 

opening of the piece. The Episode and modulating link in mm. 14-20 signal a shift to a brighter, 

more playful timbre through both a tonal shift to E-flat Major and the use of imitative rhythmic 

figures. While no longer as dark as the first theme, articulations should remain light and detached 

throughout these measures. Beginning at m. 21, Theme II introduces a brighter, more jovial 

timbre not yet heard in the piece. Brief, calmer lyrical passages are used to maintain a sense of 

surprise through the end of Theme II before building again toward a bright, yet powerful sound 

in the closing material of the recapitulation.  

The development begins with a sudden shift to the darker, mysterious sounds from the 

opening of the piece.  The rising three-note patterns that begin at m. 57 give the color a 

somewhat “bluesy” texture through the beginning of this section. The Episode and modulating 

link in the development signal a return to the same playful imitative timbre found in the 

exposition and articulations should remain light and detached until Theme II is stated at m. 79. 

At m. 98, the series of short, unrelated modulations give the music a sense of searching as the 

development progresses toward the recapitulation.  

The recapitulation begins again with a darker timbre now accompanied by a chromatic 

line in the flute part continuing the sense of searching introduced in the development section. As 

Theme II is stated again, the timbre becomes more jovial however, it is now darkened from prior 

statements as it remains in a minor tonality. As the Coda begins, the use of an accelerando, 

shortened rhythms and a gradual building of dynamics creates a feeling of intensity being built 
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toward a final statement of the theme which occurs at m. 144. A sudden shift in tempo, and 

dynamics accompanied by the whole-tone cluster at m. 153 create a questioning sound before 

being answered by the final scaler line described by Ticheli (2005) as a “puff of sound”.  

 

 Unit VII. Form and Structure 

Abracadabra is a single-movement work in Sonata Allegro form. The piece contains two 

primary themes connected by both a repeated Episode as well as several short modulating links. 

A detailed analysis of the entire work can be found within the appendix of this report. An 

abbreviated outline of the form and structure of the piece can be seen below in Table 4.1 

Table 4.1 Abracadabra form and structure outline 

Section: Measure: Event and Scoring: 

Introduction and Theme I 

(Exposition) 

mm. 1-13 G minor (aeolian); six-

measure introduction, Theme 

1 in Clarinet 1; m.10 low 

saxophones, horn, and 

euphonium interjection. 

Episode (Exposition) mm. 14-16 E-flat Major; sudden shift 

from minor to Major. Lyrical 

material derived from Theme 

I. 

Modulating Link (Exposition) mm. 17-20 Three-note motive taken from 

Theme I. 

Theme II and Episode 

(Exposition) 

mm. 21-40 Shift to B-flat Major (with C 

Major interruption) upper 

woodwind and trumpet 

imitation with harmonic and 

rhythmic accompaniment in 

bassoons, horns, trombones, 

and snare drum. 

Theme I (Development) mm. 41-48 G minor tonality returns with 

exact repeat of Theme I now 

played in alto saxophones.  
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Section: Measure: Event and Scoring: 

Minor-third motive 

(Development) 

mm. 49-65 Call and response rhythms in 

full ensemble mm. 49-57. 

Rising three-note patterns, 

mm. 57-65. 

Episode and Theme I 

(Development) 

mm. 66-74 F Major, D-flat Major, E-flat 

Major. Material from Theme 

I and the Episode are 

combined, developed, and put 

through a series of brief 

modulations. 

Modulating link and Theme 

II (Development) 

mm. 75-97 Trumpet melody with the 

same harmonic motion found 

in the exposition. An exact 

repeat of the exposition 

except the first and second 

endings are switched; 

ritardando into a transition.  

Transition to recapitulation mm. 98-105 D minor, B-flat Major, G 

Major, E-flat Major 

progression. Quarter note = c. 

84 with Theme I material 

passed from oboe/flute to 

trumpet/clarinet/alto 

saxophones: ritardando into 

fermata. 

Theme I (Recapitulation) mm. 106-113 G minor (aeolian); tempo 1, 

quarter note = c. 138. A 

descending and ascending 

chromatic scale spanning a 

tritone is presented as new 

material in the Flute 1 part. 

Minor 3rd motive 

(Recapitulation 

mm. 114-117 The Episode and modulating 

link from the exposition are 

replaced with a short 

statement of the minor third 

motive. 

Theme II (Recapitulation) mm. 118-135 A nearly exact restatement of 

Theme II from the exposition, 

now in G minor. 
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Section: Measure: Event and Scoring: 

Coda mm. 136-156 Poco a poco accelerando to 

m. 150 (from quarter note= c. 

138 to quarter note = c. 168); 

dynamics also build from 

piano to fortissimo, mm. 153-

154 subito tempo change 

(quarter note = c. 112). Upper 

woodwinds “fan out to a 

questioning whole tone 

cluster”; mm. 155-156 subito 

tempo change (tempo 1, 

quarter note = c. 138), 

woodwinds resolve the piece 

in G minor at pianissimo.  

 

 

Unit VIII. Suggested Listening 

 Frank Ticheli:  

-Postcard (1991) 

-Sun Dance (1997) 

-Joy (2005) 

-Joy Revisited (2005) 

-Nitro (2006) 

-Wild Nights! (2007) 

-Dancing on Water (2015) 

 

Brian Balmages: 

 -Reverberations (2009) 

 -Elements (2010) 

 

John Mackey: 

 -Let Me Be Frank with You (2020) 

John Barnes Chance: 

 -Incantation and Dance (1963) 
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Percy Grainger: 

 -Childrens March (1918) 

 -Shepherd’s Hey (1918) 

 

Unit IX. Seating Chart and Acoustical Justifications 

The seating arrangement for the Kansas State University Concert Band for Fall semester 

2023 can be seen below in figure 4.23. Principal players have been placed to ensure each section 

can listen either up or down for alignment purposes while instruments with similar parts and 

timbres such as alto saxophone and horn have been placed near each other to aid in listening. 

Low brass and woodwind sections have been set in close proximity to facilitate a better low 

sound as a foundation for ensemble balance. Percussion is arranged in a standard setup to 

facilitate musicians who may need to move between instruments during the piece. 

Figure 4.22 Kansas State University Concert Band seating chart Fall 2023 
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 Unit X. Rehearsal Plans and Evaluations 

 

Rehearsal Plan – Rehearsal #1 

Ensemble: Concert Band   

 

Literature: Abracadabra Time: 1:10pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

Objective: Run the entire piece, only stopping when 

necessary. 

-Listen for sections that will present challenges 

-Identify unexpected problem areas. 

-With extra time, address areas of major concern 

 

Run entire piece 

• Stop only if needed (transitions, etc...) 

• Make note of unexpected challenges 

• Rehearse close to but, slightly under the 

performance tempo. 

 

Rehearse the ending of the work 

• With remaining time, rehearse the ending of the 

work 

• Focus on the abrupt changes in tempo 

 

Evaluation 

1. Run entire piece  

• In general, the work does not present any major 

technical challenges to the ensemble. 

• The tempo is inconsistent, especially on eighth-note 

passages, which tend to drag behind the beat. 

• Attention will need to be given to articulations and 

style changes throughout the work.  

• Balance is inconsistent and will need attention 

through the rehearsal cycle.  

• Tempo changes were not performed well but, with 

sufficient rehearsal, should not present any major 

challenges. 
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Rehearsal Plan – Rehearsal #2 

Ensemble: Concert Band   

 

Literature: Abracadabra Time: 12:50pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

Objective: Rehearse the Exposition (mm.1-40) and 

Development (mm 41-105) with a focus on the following: 

-Maintaining steady pulse through the subdivision of eighth 

notes 

-Matching articulations using syllables “dah”, “tah” etc... 

-Balancing sounds to lower voices 

 

Rehearse the introduction and first theme 

• Alignment of eighth-note accompaniment figure in 

the introduction 

• All players should subdivide at the eighth note-pulse 

• Accented vs. non-accented notes 

 

Rehearse the episode and theme 2 

• Maintaining steady pulse through each transition of 

the work 

• Ensure eighth-note accompaniment lines do not fall 

behind the beat. 

 

Rehearse the development theme and episode 

• As above, ensure that rhythms and pulse are clearly 

established between melodic and accompaniment 

figures 

• Uniformity of articulation syllables. 

 

Evaluation 

1. Introduction and Theme 1 

• Eighth-note pickups are generally late and cause the lines 

that follow to be out of time  

• Players who are resting must take care to still count and 

subdivide their rests, so entrances are in time and in style. 

• The melodic line tends to overpower the accompaniment 

which has caused issues in balance within the ensemble. 

Continue to stress the importance of listening down to 

lower voices moving forward.  

 

2. Episode and Theme 2 

• Accompaniment figures still tend to land on the back of 

the beat in this section as well which causes pulse control 

issues.  

• Accented and marcato figures lack definition and 

alignment from section to section. Continue working to 

align both note lengths and articulation style. 

 

3. Development 

• Many of these lines are materials pulled directly from the 

exposition. Remind the ensemble to take what was 

played before and apply it here.  
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Rehearsal Plan – Rehearsal #3 

Ensemble: Concert Band   

 

Literature: Abracadabra Time: 12:45pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

Objective: Working in large sections, focus on 

articulation and style changes throughout the work.  

-Matching articulations across sections 

-Use of “Dah”, “Tah”, “Daht” articulation syllables 

-Subdivision of eighth notes throughout 

 

Rehearse the introduction and first theme 

• Alignment of eighth-note accompaniment lines 

• Contrast in style between melodic line and 

accompaniment figures.  

• Sudden interjections of eighth-note patterns 

within the first theme 

 

Rehearse Theme 2 and Development 

• Ensure that dynamics are not causing pulse 

issues (playing too loud)  

• Work for lighter articulations, especially in full 

ensemble sections  

• Legato tongue vs staccato tongue. 

 

Evaluation 

1. Introduction and Theme 1 

• Pulse control is improving but, the tempo still 

tends to drag. This may be due to the ensemble 

overplaying the written dynamics.  

• The ensemble has begun to focus on the 

beginnings of notes. The next step is to pay 

equal care to the middle and ends of pitches to 

ensure characteristic tone and resonance,  

• Changes in style are noticeable but not yet 

drastic enough to achieve what the work calls 

for.  

 

2. Theme 2 and Development 

• As much of the material in this work is built 

upon the first theme, the ensemble must take 

care to be consistent about their approach to 

repeated figures.  

• More attention will need to be given to dynamic 

control and contrast as rehearsals progress.  

• Changes in style are, as above, noticeable but not 

effective.  
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Rehearsal Plan – Rehearsal #4 

Ensemble: Concert Band   

 

Literature: Abracadabra Time: 12:35pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

Objective: Rehearse the Development and 

Recapitulation/Coda addressing the following: 

-Dynamics 

-Style Contrast 

-Articulation 

 

 

Rehearse the Development and retransition 

• Balance of accompaniment to melodic line 

• Balance down to lowest voices 

• Sudden changes in style/tempo 

 

 

Rehearse the Recapitulation  

• Dynamic contrast between sections 

• Uniformity of articulations 

• Eighth-note subdivision 

 

 

Rehearse the Coda 

• Balance to low voices 

• Sudden tempo changes 

 

Evaluation 

1. Development and retransition 

• Balance of the ensemble is improving as parts 

become more comfortable but continued work is 

needed to ensure balance between all parts and 

voices 

• Articulations are making steady improvement 

with larger sections achieving uniform style. 

• Tempo changes improved through the rehearsal 

and should not be an issue with more rehearsal.  

 

2. Recapitulation 

• Ensemble is making connections between 

material from the exposition and development 

which is now being applied to the ending of the 

work.  

• Continued development of dynamic contrast will 

be needed as rehearsals progress 

 

3. Coda 

• In general, the ensemble tends to play the Coda 

section of the piece too loud. Continue to work 

to ensure balance throughout the entire Coda.  
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Rehearsal Plan – Rehearsal #5 

Ensemble: Concert Band   

 

Literature: Abracadabra Time: 1:05pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

Objective: Rehearse the Retransition and 

Recapitulation/Coda with an emphasis on the 

following: 

-Balance of voices within choirs and the ensemble 

-Articulations and style changes 

-Tempo changes 

 

 

Rehearse the retransition and recapitulation  

• Phrasing of the retransition section (breath 

marks, releases, etc...) 

• Balance of melody, accompaniment and full 

ensemble 

• Transition from slow to fast tempo with 

appropriate change in style 

 

 

Rehearse the Coda  

• Slow build of dynamics (not too loud, too soon) 

• Gradual accelerando  

• Legato vs staccato tongue  

• Tempo shifts at the end of the work 

 

 

Evaluation 

1. Retransition and recapitulation 

• Balance and phrasing are continuing to make steady 

improvement. Continue to encourage the ensemble 

to listen down to lower voices and adjust dynamics 

of upper voices if needed to achieve better balance.  

• Moving lines within the accompaniment are 

becoming more noticeable but will need continued 

work before the performance.  

• The shifts in tempo are much clearer to the ensemble 

now and should only need minor adjustments 

moving forward.  

 

 

2. Coda 

• The gradual crescendo from the Coda to the end still 

begins too early and moves too fast. Continued work 

on this concept will be needed before the 

performance. 

• The accelerando is making steady improvement but 

still tends to drag behind the beat. Encourage the 

ensemble to use a lighter articulation throughout the 

Coda. 
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Rehearsal Plan – Rehearsal #6 

Ensemble: Concert Band   

 

Literature: Abracadabra Time: 1:05pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

Objective: Rehearse large sections of the work with 

an emphasis on the following: 

-Balance 

-Uniformity of style 

-Transitions between sections 

 

Rehearse introduction, Theme 1, and Theme 2 

• More emphasis on beat 4 -leading to beat 1 

• Play on the front of the beat 

• Clear beginning, middle, and end of phrases and 

pitches 

 

Rehearse the development 

• More contrast between dynamics and style  

• Make changes in style, dynamic happen quicker 

and more fluidly 

 

 

Rehearse the recapitulation and Coda 

• Accelerando must be led by descending clarinet 

quarter-note line 

• Continue to subdivide eighth notes throughout 

• Not too loud too soon 

 

Evaluation 

1. Introduction, Theme 1, and Theme 2 

• Ensemble blend and balance is much stronger in 

general. There is still a tendency to play slightly 

behind the beat which may still be a result of 

articulations that are too heavy. Continue to work for 

lighter tongues and more lift between notes. 

• Accompaniment to melody balance is much 

improved from previous rehearsals.  

• Dynamic contrast can be further expanded and 

emphasized. 

 

2. Development 

• As above, the tendency is still to play behind the 

beat.  

• Intonation issues are still present, but students are 

actively working to adjust as they play.  

• Continued work will need to be done on the slow 

section before the recapitulation.  

 

3. Coda 

• The accelerando is improving but the ensemble must 

find the clarinet descending line quicker to achieve 

alignment. 
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Rehearsal Plan – Rehearsal #7 

Ensemble: Concert Band   

 

Literature: Abracadabra Time: 1:00pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

Objective: Work through the entire piece with a 

focus on the following: 

-Pulse control 

-Balance 

-Stylistic and dynamic contrast 

 

Run the entire piece 

• Stop only if necessary 

• Allow ensemble to get a sense of their 

responsibilities during the performance 

 

Rehearse the Coda 

• Uniformity of style and articulation during the 

accelerando 

• Balance to low voices  

• Transitions between tempi and style  

 

Rehearse transitions 

• Changes in style must be sudden and immediate 

• Work to achieve greater dynamic contrast 

throughout the piece, especially in transition 

sections.  
 

 

Evaluation 

1. Full run of piece 

• Pulse control is greatly improved in the entire 

ensemble. Articulations still tend to be too heavy 

at times which causes some lapses in control.  

• Changes in style are much more noticeable and 

effective.  

• Transitions are clear and performed well overall.  

 

2. Coda 

• Accelerando is much more aligned however, there 

is still room for improvement. A smaller 

conducting pattern may be useful in getting the 

ensemble to be more successful as there is less 

space between beats. 

• Continue to look for opportunities to meld gestures 

to achieve greater contrast in style and dynamics. 

 

3. Transitions 

• Style changes are clear but, often take a measure 

or two to truly align. Work to get a faster response 

as the articulations, dynamics and styles shift 

throughout the work.  
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Rehearsal Plan – Rehearsal #8 

Ensemble: Concert Band   

 

Literature: Abracadabra Time: 12:45pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

Objective: Run the entire work and spot check 

sections in preparation for the final performance. 

-Run the entire piece, stopping only if absolutely needed 

-Work backwards through transitions and style changes  

-Dynamics 

-Balance 

-Articulation 

 

 

Run the entire piece 

• Run the piece, stopping only if absolutely 

necessary 

• Show greater contrast in style and dynamics 

• Use a smaller pattern to achieve a bigger 

response 

 

 

 

Transitions 

• Work to achieve changes in style and dynamics 

quicker as sections of the piece change or the 

melodic line shifts between parts 

• Ensure transitions are comfortable and clear 

 

 

Evaluation 

1. Full run of entire piece 

• Overall, the ensemble achieves strong tone, 

balance, intonation, and uniform phrasing 

throughout the work with only minor lapses 

which are usually addressed quickly.  

• Style changes, dynamic shifts and articulations 

are significantly improved.  

• It may be necessary to reduce the change in 

tempo for the accelerando in the Coda for the 

ensemble to achieve at a high level in 

performance 

 

2. Transitions 

• Changes in style and dynamics occur much more 

quickly however, there are still lapses in 

confidence and uniformity in several of the 

transitions.  

• These transitions should be addressed again on 

stage during the dress rehearsal of the piece. 
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Rehearsal Plan – Rehearsal #9 

Ensemble: Concert Band   

 

Literature: Abracadabra Time: 12:45pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

Objective: Dress Rehearsal of the work. Stop only to 

address major concerns such as: 

-Major pulse issues 

-Missed entrances 

-Balance problems on stage 

 

 

Run the entire work stopping only if necessary 

• Make note of any issues to address 

• Balance of ensemble in a new space 

• Any concerns regarding the final performance 

 

 

With any remaining time, address transitions between 

sections 

• Rehearse tempo changes  

• Rehearse major style changes 

 

Evaluation 

1. Full run of the piece. 

• Overall, the ensemble did not encounter any 

major issues with the dress rehearsal run 

through. Transitions were well-executed and 

style changes were apparent and effective. 

Dynamic contrast was clear but can still be 

enhanced further on the concert. Tempo/pulse 

was steady, and the ensemble was responsive 

throughout the rehearsal. 

• Percussion is slightly amplified due to the shells 

and setup of the hall. It may be necessary to back 

the volume of percussion, especially snare and 

bass drum down for the final performance.  
 



 

Chapter 5 - Little Symphony for Winds by Franz Schubert 

Arranged by Verne Reynolds 

 Unit I: Composer/Arranger 

Franz Schubert (January 31, 1797-November 19, 1828) 

Verne Reynolds (July 18, 1926-June 28, 2011) 

Born January 31, 1797, Austrian composer Franz Schubert (1797-1828) is considered by 

many to be among the last great classical composers, as well as one of the earliest proponents of 

Romanticism (Brown, 2024). During his life, Schubert is credited with writing over six hundred 

romantic Lieder as well as a great many symphonies, sonatas, string quartets, operas, and other 

works. Schubert was born outside of Vienna, and from an early age, showed an uncommon gift 

for music. His initial musical training consisted of violin and piano lessons from his father and 

older brother and, in 1808 at the age of eleven, Schubert became a student of the Stadtkonvikt 

school. In 1813, Schubert returned home to start studies to become a schoolteacher like his 

father. However, he continued his compositional studies with Antonio Salieri and still wrote 

frequently during this time. Schubert was employed as a teacher at his father’s school starting in 

1814, teaching the youngest pupils enrolled there as well as providing private musical instruction 

(Brown 2024).   

In 1821, Schubert was admitted into the Gesellschaft der Musikfreunde (Society of 

Friends of Music) in Vienna as a performing member, establishing his name within Viennese 

society. Schubert gave a concert of his works to critical acclaim in 1828 which is thought to be 

the only time he did so in his career. His death eight months later was attributed to typhoid fever; 

however, some historians believe syphilis was the true cause of Schubert’s death (Brown 2024). 

While public appreciation for Schubert’s works lacked during his lifetime, interest in his works 



 

increased in the decades following his death (Brown 2024).  Felix Mendelssohn, Robert 

Schumann, Franz Liszt, Johannes Brahms, and numerous other composers of the Romantic era 

discovered and brought his works to a wider audience.  

Verne Reynolds (1926-2011) was an American hornist, composer, and educator who 

served as professor emeritus of horn at the Eastman School of Music. Born in Lyons, Kansas, 

Reynolds studied violin and piano early in life before switching to horn at age 13. After high 

school, he played horn in various Navy bands before studying horn at the Cincinnati 

Conservatory of Music and University of Wisconsin (Eastman School of Music [ESM], 2023). 

Additionally, Reynolds received a Fulbright grant for the study of music at the Royal 

Conservatory of Music in London from 1953-1954. He performed with the Cincinnati Symphony 

and the American Woodwind Quintet and served as principal horn of the Rochester 

Philharmonic Orchestra from 1959 to 1968. In 1959, Reynolds was hired to teach horn at the 

Eastman School of Music, a position he held for 36 years (ESM, 2023). In addition to teaching 

and performing, Reynolds was an accomplished composer receiving commissions and awards 

from many orchestras, solo performers, universities, and chamber groups, including the Eastman 

Brass, the Cincinnati Symphony, and Doc Severinsen. In addition to several original works, 

Reynolds is particularly well known for his transcriptions of musical works from Renaissance, 

Baroque, Classical, and Romantic eras of music (ESM, 2023).  

  

 Unit II: Composition 

The Little Symphony for Winds is an arrangement of four movements in symphony form 

written in 2003 and originally derived from two of Schubert’s works. The movements follow 

those of a traditional symphony with a sonata (Movement I) form, lyric movement, Scherzo, and 

https://en.wikipedia.org/wiki/Robert_Schumann
https://en.wikipedia.org/wiki/Robert_Schumann
https://en.wikipedia.org/wiki/Franz_Liszt
https://en.wikipedia.org/wiki/Johannes_Brahms


 

finale. In 1843, fifteen years after Schubert’s death, Carl August Klemm published a compilation 

of his original works entitled Fünf Klavierstücke (Five Piano Pieces). The first selection in this 

collection, Piano Sonata in E Major, D.459, provides the source material for movement one. 

Reynolds arrangement lowers the key a half step to E-flat Major, and slight rhythmic variations 

can be found in all parts, most likely as a courtesy to wind players. The most substantial 

alteration to the movement however is Reynolds’ omission of the development section of the 

original sonata. The exposition repeats as would be expected in Sonata Allegro form before an 

immediate transition to the recapitulation. 

The third piece from the Fünf Klavierstücke collection provides the material for the 

second movement, marked Adagio (Lundal, 2021). This movement retains the original key 

signature of C Major, but the meter is altered from 3/8 to 3/4. A brief 4-measure segment of the 

piano work is omitted from this arrangement, but otherwise is not adapted from the original 

composition. The fourth piece from Fünf Klavierstücke is lowered a half step to accommodate 

the instrumentation in the third movement. The dynamics and original tempo are, for the most 

part, unchanged by Reynolds in this movement. Schubert originally modulated the trio of this 

piece into D Major. However, Reynolds chose to keep the key consistent with the opening 

material in Ab Major. It is notable that throughout this entire work, the arrangement provides 

abundantly clear dynamic instructions where the original offered very few.  

Movement IV was taken from the allegro of the piano four-hand version of Overture in 

an Italian Style in C, D.591. The original work contains a twelve-measure adagio section typical 

of standard classical overtures which is omitted from Little Symphony, instead beginning at the 

original work’s allegro section. The original key of C Major is modulated to E-flat Major to 

allow for a return to the original tonality of the first movement and progresses following the 



 

material of the original, however, thirty measures are removed from the end of the movement. In 

place of these measures, Reynold’s writes a coda using material “Schubert may very well have 

written himself, as it so well-encapsulates the spirit of his music.” (Lundahl, 2021).  

 

 Unit III: Historical Perspective 

The original works used in Little Symphony both have a unique and peculiar history. 

While composed in 1816 and 1817, which is widely considered to be near the peak of Schubert’s 

career as a composer, both D.459, and D.591 were not published until after his death. The 

materials for movement one, two, and three of Reynolds’ arrangement taken from Fünf 

Klavierstücke are listed often as five separate pieces despite Schubert having originally written 

“Sonata” on his manuscript. There has been contention as to whether the five pieces are one 

composition or two separate sonatas with movement one and two titled D.459 and Movements 

III, IV, and V catalogued as D.459A.  

Late 1816 saw the arrival of Italian operatic music, specifically the music of Rossini to 

the city of Vienna. The music as a whole was very well received by Austrians including Schubert 

who was twenty years old at the time. Taking a break from his sixth symphony, Schubert penned 

a pair of overtures “in the Italian style” with D.591 used in Little Symphony as the better known 

of the two works. As was common with many works of the time, Schubert transcribed his own 

orchestral work for piano for four hands. 

Throughout his career, Reynolds composed numerous works for orchestra and chamber 

ensembles. His orchestral transcriptions were among his most well received works including 

Little Symphony for Winds. The traditional wind octet includes pairs of oboes, clarinets, 



 

bassoons, and horns. However, Reynolds chose to include flutes in order to provide a wider 

range and brighter top to the ensemble for this arrangement.  

  

 Unit IV: Technical Considerations 

Little Symphony for Winds is scored for 10-piece chamber ensemble with instrumentation 

shown below. Significant demand is placed upon individual players in this work as each part is 

intended to be played by a single musician. 

-Flute 1-2 

-Oboe 1-2 

-B-flat Clarinet 1-2 

-F Horn 1-2 

-Bassoon 1-2 

 

As noted in the score, this arrangement adds two flute parts to the traditional wind octet in order 

to provide a wider range and more brilliant upper register to the piece. Performers should be 

comfortable with the key centers of E-flat Major, C Major, A minor, and A-flat Major among 

others employed in this work. While there are no indicated key changes within the movements, 

several brief modulations are present throughout the work through the use of accidentals. 

Movement one and four are written in E-flat Major while movement two is written in C Major, 

and movement three indicates A-flat Major as the key.  

Time signatures include common time (4/4), 3/4 and cut time (2/2) with all meter 

changes occurring between movements. Below are the tempos indicated in the score. 

Movement I – Allegro Moderato (quarter note = 104)  

Movement II – Adagio (quarter note = 54 

Movement III – Allegro (dotted half note = 60) 

Movement IV – Allegro guisto (half note = 76) 

 



 

Rhythmic values found in this work include whole, half, quarter, eighth, sixteenth, dotted half, 

dotted quarter, dotted eighth, and eighth-note triplet. These rhythms occur amongst each part and 

all players must be comfortable with the values indicated above. Range for each instrument is 

consistent with the grade level of this work overall. Although brief, each part contains exposed 

writing in the relative extremes of the instrument meaning all players must be comfortable with 

the tuning tendencies, especially those in the upper registers of their instrument.  

The score additionally provides a recommended seating arrangement for players modeled 

after that of the traditional symphony orchestra wind section and states the following. “Flutes 

and oboes in the front row, clarinets, bassoons, and horns in the second row with the horns on 

stage right. The two rows can be arched forming a compact group.” (Schubert, F. & Reynolds, V. 

2011). A diagram of this arrangement can be seen in Figure 5.1.  

Figure 5.1 Possible seating arrangement for performance 

 

  

 Unit V: Stylistic Considerations 

Movement one combines both a solo and ensemble approach to melodic lines. For 

example, mm. 1-8 are scored lightly, but the full ensemble plays the melodic material beginning 



 

at m.9. Care must be taken throughout the movement to ensure that accompanying instruments at 

no point compete with the melodic lines. The pace should be leisurely and not hurried with an 

occasional relaxation of tempo possible at the various cadence points and a gentle ending to the 

movement.  

Movement two employs compositional techniques typical of a “Schubert song”. 

Therefore, it is appropriate to both conduct and play with lyrical freedom. A slight change in 

tempo at m. 24 must be felt by the performers immediately. In regard to dynamics, the 

occasional fortissimos found in this movement can be surprising but should not be harsh. Again, 

as with movement one, the ending of this movement should be gentle and calm.  

Movement three contains numerous accents and short notes alongside quick changes in 

volume and surprising harmonic motion at times. The music of this movement is meant to be 

playful in nature with melodic materials being traded and passed between the sections of the 

ensemble. Schubert’s original marking of the trio of Tempo rubato was also included in this 

arrangement and can be accomplished by employing accelerando in measures comprised of 

eighth notes and retarding measures with quarter notes. While requiring some additional 

rehearsal time, this added musicality adds to the light humor of the Scherzo.  

The final movement is overall energetic with contrasting lyrical sections throughout. 

Triplet and dotted-eighth/sixteenth figures are widely employed in this movement. Players must 

maintain the rhythmic integrity of these two similar sounding yet different figures. The Coda at 

m. 140 is intended to be immediately faster the rest of the movement with the final chord being 

released in tempo.  

 



 

 Unit VI: Musical Elements 

 Melody: 

While following traditional 1st movement sonata form, Reynolds chose to modify 

elements of the first movement of this arrangement. This includes his decision to transpose Little 

Symphony for Winds from the key of E Major in the original Schubert Sonata to the key of E-flat 

Major, making it more accessible to woodwind players. Melodic material in this work is 

relatively easy to identify within the orchestration and moves between parts throughout the 

entirety of the piece. The first movement begins with Theme I stated immediately in the Clarinet 

1 and 2 parts. At m. 9, the full ensemble enters, restating Theme I in its entirety, which is shown 

in Figure 5.2. A brief cadential extension is played by Clarinet 1 and Bassoon 1 at the close of 

Theme I and can be played in free time by the musicians.  

Figure 5.2 Theme I melodic material from mm. 9-17 of Movement I (Flute 1) 

 

A second theme in the dominant key (B-flat Major) appears as expected in sonata form at 

m.21 in the Oboe 1 part and is developed through the use of imitation in flute, clarinet, bassoon, 

and horn parts as it moves to the closing material. This imitation-like writing continues through 

the Closing Theme until a repeat sign indicated at m. 53 returning to m.1 and the initial clarinet 

melody. Flute 1 states the melodic line of the Theme II in m. 54 before another sequence of 

imitation in other voices leads to a brief coda and the end of the movement. It is noteworthy that 



 

Reynolds chose to omit the development section of this first movement sonata form, moving 

straight from the Closing Theme/Codetta to the recapitulation. The recapitulation follows what 

would be expected of traditional sonata from presenting both Theme I and Theme II in the home 

key of E-flat Major. Melodic excerpts of both Theme II and the Closing Theme are shown in 

Figure 5.3 and 5.4 below.  

Figure 5.3 Theme I melodic material from mm. 21-24 of Movement I (Oboe 1) 

 

Figure 5.4 Closing Theme melodic line from mm. 70-74 of Movement I (flutes and oboes) 

 

Movement II is a lyrical “Schubert song” which allows for a great deal of musical 

expression from all players in the ensemble. As with movement one, Clarinet 1 states the 

opening theme of the second movement and maintains its role as the lead voice until m.24 where 

Oboe 1 states Theme II of the movement. A full ensemble statement of the melody occurs at m. 

34 with flutes and clarinets assuming the main responsibility for melodic lines in this section. 

The melody continues to move between all scored instruments for the remainder of the 

movement with flute, clarinet, and horn assuming the majority of melodic lines until the end of 

the movement. Melodic examples of both Theme I and Theme II of this movement are shown in 

Figures 5.5, and 5.6 below. 



 

Figure 5.5 Melodic material from Theme I mm. 1-8 of Movement II (Clarinet 1) 

 

Figure 5.6 Theme II melodic material mm. 24-26 of Movement II (Oboe 1) 

 

The form of the third movement follows a traditional minuet trio structure traditionally 

found in a symphony and can be classified as a compound ternary form. The Scherzo makes use 

of a mixture of full ensemble and solo style playing to state melodic material for the movement. 

As a dance-style movement, this part of the work relies heavily on the use of imitation and 

sequence to progress the melodic lines. Oboe and clarinet are the primary source of melodic lines 

until the trio begins, however, all parts share melodic material at some point in the movement. 

Theme I and Theme II melodic excerpts are illustrated below in Figure 5.7 and 5.8.  

Figure 5.7 Theme I melodic material from mm. 1-7 of Movement III (flutes, oboes, and 

clarinets) 

 



 

Figure 5.8 Melodic material from mm. 30-34 of Movement III (Clarinet 2) 

 

The trio shifts the melody to a clarinet and bassoon led lines with horns and oboes 

remaining tacet for the trio section in its entirety. Both Clarinet 1 and Clarinet 2 share the 

moving eighth-note melody of the trio with bassoon and flute providing accompaniment. This 

shared melodic line is illustrated below in Figure 5.9. The second half of the Trio theme moves 

the melodic line into the Flute 1 part with accompaniment in Clarinet 1 and Bassoon 1 shown in 

Figure 5.10. The trio concludes with clarinets restating the opening part of the section, creating 

an A, B, A’ structure within the trio. A short extension is used before a DC al Fine indicates a 

return to the beginning of the movement.  

Figure 5.9 Melodic material from the Trio in mm. 57-64 of Movement III (clarinets) 

 

Figure 5.10 Melodic material from the Trio in mm. 65-69 of Movement III (Flute. 1) 

 

The final movement of the work presents in what might be described as a free form with 

multiple themes or episodes that are presented within the movement before being repeated in the 

Coda in the second half of the movement. Theme I, while written in 2/4 gives the illusion of 



 

compound duple meter (6/8) and is introduced in the Clarinet 1 part. This first theme can be seen 

in Figure 5.11. Theme I is repeated by the oboe beginning at m. 16 before a brief modulating link 

shifts the tonality to C Major where Theme II is introduced at m. 36. 

Figure 5.11 Theme I melodic line in mm. 1-4 of Movement IV (Clarinet 1) 

 

 Theme II presents a contrast to the opening material both in style as well as meter. This 

theme is lyrical and flowing in contrast to Theme I while also shifting away from the 6/8 feel 

found at the beginning of the movement. The second phrase of Theme II presents in C minor 

before shifting to E-flat Major where Theme III begins at m. 50. Which is shown in Figure 5.12. 

The third thematic line and codetta begins in the dominant key of B-flat Major before using 

closing material to return to the home key of E-flat Major. The sequenced melodic line is shown 

in Figure 5.13. Following the fermata at m. 81, the second half of the movement follows a 

similar melodic structure as the beginning of the movement.  

Figure 5.12 Theme III and Episode melodic material from mm. 43-46 of Movement IV 

(Oboe 1) 

 

 

 

 

 

 

 



 

 

Figure 5.13 Closing Theme melodic material from mm. 69-71 of Movement IV (flutes and 

oboes) 

 

 Overall, the melodic content of this work is relatively easy to identity however due to scoring 

and limited instrumentation, care should be taken to ensure vertical alignment throughout when 

sharing melody with another instrument or part.  

 Harmony: 

Little Symphony for Winds is centered around the key of E-flat Major which is a half-step 

lower than Schubert’s original work (D.459). The work is diatonic in nature although examples 

of chromatic harmony exist throughout. Movement I begins by stating the exposition of the 

sonata in the home key of E-flat Major which continues until m. 21. At this point, the second 

theme appears in the dominant (B-flat Major) which is typical for sonata form. After repeating 

the first and second themes, Reynolds omits the development section typical of sonata form, 

instead moving directly to the recapitulation in the original key of E-flat Major where it remains 

until the end of Movement I. While mainly diatonic in nature, there are notable examples of 

chromatic harmony and secondary dominants in this movement such as the V/V to I progressions 



 

located at mm.43-44 and mm. 76-77. An example of this progression can be found in in Figure 

5.14. 

Figure 5.14 Secondary dominant chords in mm. 43-44 of Movement I (Condensed Score) 

 

Theme I of the Adagio movement is presented in C Major from mm. 1-4 before being 

restated in the D minor from mm. 5-8. and sets up a brief shift to the key of F Major at m. 9 

which can be seen in the chord progression shown in Figure 5.15. C Major remains the primary 

key until m. 24 where a shift to the parallel minor (C minor) occurs with the introduction of the 

second theme of the movement. Measure 34 moves to the key of E-flat Major and remains the 

primary key until moving back to C Major at m. 53. The chord progression for Theme II is 

shown in Figure 5.16. After another brief shift to C minor, the movement transitions to A minor 

beginning at m. 75. In m. 85, the key again returns to C Major where it remains until the end of 

the movement.  

Figure 5.15 Harmonic progression of Theme I in mm. 1-16 of Movement I 

m.1 m.2 m.3 m.4 m.5 m.6 m.7 m.8 m.9 m.10 m.11 m.12 m.13 m.14 m.15 m.16 

C G7 Amin G Dmin A7 Bb A F C G   C G C G7 Amin G 

 

Figure 5.16 Harmonic progression of Theme II from mm. 34-48 of Movement II 

m.34 m.35 m.36 m.37 m.38 m.39 m.40 m.41 m.42 m.43 m.44 m.45 m.46 m.47 m.48 

Eb Bb7 Eb Bb Bb pedal Eb Bdim Cmin Bb 

 

Condensed Score 



 

Movement III follows Scherzo or Minuet form and begins in the key of A-flat Major and 

continues through m. 26, where it shifts to E-flat Major briefly before moving back to A-flat 

Major at m. 39. After repeating the opening section, the Trio shifts to D-flat Major before 

returning to A-flat Major until the end of the movement. This movement is more or less diatonic 

but, often employs diminished chords in a dominant function, especially in the trio. This 

progression can be seen in Figure 5.17. Chromatic harmonies are also used to shift between key 

centers and offer surprising harmonies that would otherwise be unexpected given the simplicity 

of the rest of the movement. A brief example of this harmonic motion is shown in Figure 5.18 

Figure 5.17 Example of vii° chords used as dominant function in mm. 57-64 of Movement 

III 

m. 57 m. 58 m. 59 m. 60 m. 61 m. 62 m. 63 m. 64 

Db Edim Cdim Db Db Edim Cdim Db 

 

Figure 5.18 Example of chromatic harmony in mm. 81-84 of Movement III 

m. 81 m. 82 m. 83 m. 84 

Eb7  Edim Eb7  Edim Eb7  Edim Eb7  Edim 

 

Movement IV begins in the key of E-flat Major which serves as the primary tonal center 

for the symphony as a whole. The key is largely unchanged until m. 36 where C Major is 

introduced. C minor is used beginning at m. 43 to return briefly to E-flat Major before suddenly 

jumping to B-flat Major at m. 50 and is illustrated in Figure 5.19 At m. 58, E-flat Major returns 

again, remaining, in general the tonal center until m. 104. After a brief link, B-flat Major returns 

until m. 119 where the Coda material shifts one final time into E-flat Major for the remainder of 

the piece.  

 

 

 



 

 

Figure 5.19 Modulating chord progression in mm. 43-49 of Movement IV 

m. 43 m. 44 m. 45 m. 46 m. 47 m. 48 m. 49 

Cmin Bb Eb G Eb 

 

 Rhythm: 

 Little Symphony for Winds is composed using the meters of 2/2 (cut time), 3/4, and 4/4 

and does not involve any meter changes within movements. Rhythmic values found within the 

work are not overly complex with a few brief examples of complex rhythms spread out within 

the work. Dotted rhythms as well as triplet figures are used often and regularly occur in close 

proximity to each other which can lead to a lack of clarity for both sets of rhythms. Care should 

be taken to ensure that dotted rhythms are light and detached with triplet lines being even across 

each partial of the triplet figure.  

 Movement I is written in common time (4/4) at a tempo of approximately 104 beats per 

minute. While the written rhythms in this movement are not particularly difficult, Figure 6.1 

shows an example of tied notes that may create pulse issues if not carefully observed. Measures 

17-20 may present a challenge to both the Clarinet 1 and Bassoon 1 player as it includes unison 

rhythms while also occurring during a ritardando which is shown in Figure 5.20. 

Figure 5.20 Unison cadential extension in mm. 17-20 of Movement I (Clarinet. 1 and 

Bassoon. 1) 

 



 

Beginning at m. 66, a series of sixteenth-note passages is exchanged between the Clarinet 1 and 

2 parts shown in Figure 5.21 which may present a challenge for players. This section is intended 

to sound like one voice and the lines should be passed fluidly from one part to the next 

throughout this section of the opening movement. 

Figure 5.21 Sixteenth-note passage in mm. 66-68 of Movement I (clarinets) 

 

 Movement II presents no significant rhythmic challenges however, there are select 

passages which may require attention. The rhythms of both Theme I and Theme II shown in 

Figures 6.4 and 6.5 are generally not difficult however, ensuring clarity of the triplet and 

sixteenth-note lines without compressing the rhythms is crucial at the slower marked tempo of 

this movement. Figure 5.22 highlights an example of syncopated accompaniment that occurs at 

various points throughout this movement. This rhythm should remain relaxed and avoid the 

natural tendency to push ahead of the beat. One example of a complex rhythmic passage which 

occurs at both m. 45 and again at m. 96 in both the Flute 1 and Clarinet 1 part is shown below in 

Figure 5.23 

Figure 5.22 Syncopated accompaniment rhythm in mm. 39-43 of Movement II (Horn 1 and 

2) 

 



 

 

Figure 5.23 Rhythmic figure in mm. 45-46 of Movement II (Flute 1) 

 

 The Scherzo (Movement III), is, as with Movement II not overly complex from a 

rhythmic standpoint. The challenge of this movement lies in the ability of the players to maintain 

the brisk tempo required for the minuet/trio style. Extended lines of eighth notes, while not 

rhythmically complex, present a technical challenge to musicians throughout this movement. 

Figures 5.6, 5.8, and 5.9 illustrate examples of these passages that must be navigated by the 

players for a successful performance of this movement. It may be helpful to have players feel 

this movement in one rather than a fast three until the Trio, where a rubato shifts to a more 

comfortable feeling of 3/4. Articulations should remain light and detached to avoid falling 

behind the pulse with the exception of the flowing style suggested in the Trio.  

 Movement IV, while again not rhythmically complex does present some challenges in the 

way in which the meter is presented. Measures 1-36, while written in cut time (2/2) imply 

strongly a 6/8 compound meter feel through the use of triplet figures and dotted eighth-sixteenth 

rhythms. The melodic excerpt in Figure 5.11 illustrates both of these rhythmic techniques 

employed to suggest 6/8 meter for the first theme of the movement. Theme II presents in a 

simple duple (2) feel as the triplets and dotted rhythms are replaced by half, quarter, and eighth- 

note lines shown in Figure 5.12. Unison rhythmic lines occur across all parts more frequently in 

this movement than anywhere else in the work and care must be taken to ensure precision when 



 

performing these passages. One such example which occurs several times within the movement 

is shown below in Figure 5.24. 

Figure 5.24 Unison ensemble rhythmic passage in mm. 58-59 of Movement IV (oboes) 

 

 Timbre: 

In the score, Reynolds (2003) summarizes the work saying, “The music is gentle, good 

natured, and rich in the familiar Schubertian qualities of graceful melodic invention and 

harmonic elegance.” Movement I mixes solo, and ensemble playing and remains light and 

leisurely throughout. Regardless of dynamic, the movement should maintain a relaxed and gentle 

timbre. This will ensure that the melodic line is not covered by the accompaniment.  

The second movement introduces a flowing melodic line typical of compositions by 

Schubert. The general mood of this movement is soft and subdued with a darker sound than the 

first movement. The occasional fortissimo markings are meant to be surprising, but not harsh. 

The ending of the movement, like the first, is simple and calm.  

In contrast, Movement III is a bright, playful dance with numerous accents and harmonic 

variation. Each part makes use of imitation as well as call and response figures to enhance the 

playful nature of the movement which remains very light until the trio. Here, the marking of 

Tempo rubato permits for the stretching and compressing of rhythms and a smoother, more 

lyrical style than the prior themes of the movement. The piece returns to a bright dance like tune 

following the trio, continuing to the end of the movement.  



 

Movement IV is highly energetic with lyric flowing segments mixed in. The dotted 

eighth and sixteenth figures as well as triplet lines contribute to the energetic feel of the opening 

statements of the movement. At m. 36, the melody and accompaniment become more lyrical 

however, articulations should remain light, and the sound must not become too heavy. The style 

remains bright for the rest of the work shifting between short, accented lines, and smooth and 

flowing melodic lines. The Coda begins at m. 140, driving with continually building energy to 

the final chord.  

Overall, each movement of the symphony maintains a light timbre throughout the work. 

This writing style is representative of Schubert’s early piano sonatas. Even when utilizing full 

ensemble playing, the writing is largely dance-like, playful, and bright. Additionally, the melodic 

and accompaniment materials should be passed fluidly between parts throughout.  

 

 Unit VII: Form and Structure 

Little Symphony for Winds is constructed in a symphony form with four distinct 

movements. Following an opening movement in sonata form, the second movement is in a 

lyrical style. It is noteworthy that the first movement omits the development section of 

Schubert’s original composition. The third movement is set as a minuet and trio or scherzo , and 

the final movement is composed in the style of an overture. A brief summary of the form and 

structure for each movement is shown below in Tables 5.1, 5.2, 5.3, and 5.4 

 

 

 

 

 

 

 

 



 

 

Table 5.1 Movement I: Allegro Moderato 

Section: Measure: Event and Scoring: 

Theme I (exposition) mm. 1-16 E-flat Major: Theme 1 (8-bar 

phrase) appears in Clarinet 1 

Restated by the full ensemble 

at m. 9. 

Link (exposition) mm. 17-20 Modulating link in Clarinet 

1and Bassoon 1 moving to 

the dominant key of B-flat 

Major 

Theme II (exposition) mm. 21-32 B-flat Major: Theme 2 is 

introduced in Oboe 1 and 

passed to Clarinet 1.  

Closing Theme/Codetta 

(exposition) 

mm. 33-53 Beginning at m. 33, the theme 

is developed using sequence 

and imitation.  B-flat and E-

flat Major: secondary 

dominants are used to shift 

the tonal center from B-flat 

Major back to E-flat Major at 

the end of the exposition.  

Theme II and Closing Theme 

(recapitulation) 

mm. 54-75 E-flat Major: The Theme 2 

melody is shifted back to the 

home key of E-flat Major and 

appears first in Flute 1.  

Coda mm. 76-86 Eb Major: Made up of 

materials from the initial 

codetta but, composed strictly 

in the key of E-flat Major 

using forte statements of V/V 

chords. Ascending triplet 

figures in clarinet and flute 

parts lead to the end of the 

movement at a piano 

dynamic.  

 

 

 

 

 

 

 



 

Table 5.2 Movement II: Adagio 

Section: Measure: Event and Scoring: 

Theme I mm. 1-23 C Major: Opening thematic 

material appears in Clarinet 1 

with accompaniment in 

Clarinet 2, Horn 1-2, and 

Bassoon 1-2. Flutes and 

Oboes tacet during the 

opening theme. 

Episode mm. 24-33 C Minor: An episode in the 

parallel minor of the opening 

theme (C Major) begins. 

Oboe 1 melody with clarinets 

and bassoons providing 

accompaniment. A sudden 

tempo shift to quarter note = 

63 occurs which is indicated 

in score. 

Theme II mm. 34-52 E-flat Major: Theme II begins 

with the first full ensemble 

section of the movement. 

 

 

Theme I mm. 53-74 Theme I returns, still in C 

Major. The melodic line is 

now carried in Horn 1 before 

being passed to both Flute 1 

and finally, Oboe 1. 

Episode mm. 75-84 A Minor: the tempo again 

shifts to quarter note = 63 as 

the episode returns, this time 

in the relative minor to the 

original tonal center of C 

Major. 

Theme II mm. 85-105 C Major: Theme II is re-

stated in the original key of C 

Major with full ensemble 

scoring with forte dynamics 

indicated. 

Coda mm. 106-110 C Major: a brief coda is 

stated with melodic material 

in Clarinet 1and 

accompaniment in Clarinet 2 

and Bassoon 1-2 with piano 

dynamic indicated.  



 

 

Table 5.3 Movement III: Scherzo 

Section: Measure: Event and Scoring: 

Theme I mm. 1-20 A-flat Major:  a call and 

response pattern begins the 

movement followed by 

sequenced patterns building 

to the first ending. 

Link mm. 21-25 A brief modulating link is 

used to move to the dominant 

(E-flat Major) for 

introduction of Theme II. 

Theme II mm. 26-38 E-flat Major: Theme II is 

stated with melodic material 

in Oboe 1 then moves 

between upper woodwind 

voices.  

Theme I mm. 39-56 A-flat Major: Theme I returns 

with the same call and 

response figures as mm. 1-20 

adding a short extension 

before the double bar at m. 56 

Theme III (Trio) mm. 57-64 D-flat Major: a Tempo 

Rubato  tempo marking with 

light orchestration throughout 

the duration of the trio. 

Theme IIIA (Trio) mm. 65-72 D-flat Major/C-sharp minor: 

light, thin scoring continues 

throughout this section with a 

brief modulation to the 

parallel minor key. 

Theme III (Trio) mm. 73-84 D-flat Major: An exact repeat 

of opening trio material 

occurs with a small extension 

to modulate back to the 

original key of A-flat Major. 

Theme I (Repeat) mm. 1-20 All materials from here to the 

end are repeated. Marked 

repeat signs may be omitted 

throughout the D.C al Fine 

section until the ending of the 

movement at m.56 

Link (Repeat) mm. 21-25 All materials from here to the 

end are repeated.  Theme II (Repeat) mm. 26-38 

Theme I (Repeat) mm. 39-56 



 

 

Table 5.4 Movement IV: Allegro Guisto 

Section: Measure: Event and Scoring: 

Theme I mm. 1-35 E-flat Major: piano 

accompaniment with mf 

melody in Clarinet 1. The 

second phrase restates the 

melody, now in the Oboe 1 

part. 

Theme II mm. 36-49 C Major: a brief episode 

occurs followed by Theme II 

with Oboe 1 carrying the 

melodic line. The style shifts 

from light and detached to 

lyrical and smooth yet, still 

bright and with forward 

motion.  

Theme III (Closing Theme) mm. 50-68 B-flat Major: a third theme 

occurs now in the dominant 

with the melody being passed 

around upper woodwinds.  

Codetta mm. 69-81 A brief codetta of previous 

themes concludes the opening 

section of the movement 

shifting back to the original 

key center of E-flat Major. 

Theme I mm. 82-96 E-flat Major: Theme I returns 

in home key of E-flat Major 

with melody again in Clarinet 

1. The theme is shortened 

slightly from its initial 

statement at the beginning of 

the movement.  

Theme II mm. 97-110 E-flat Major/G-flat Major: 

The episode returns with 

Flute 1 as the lead melodic 

voice now in E-flat Major 

before a brief modulation to 

G-flat Major. 

Theme III/Closing Material mm. 111-139 E-flat Major: Theme III is 

stated again now, in E-Flat 

Major  

 

 



 

Section: Measure: Event and Scoring: 

Coda mm. 140-166 E-flat Major:  the Coda 

begins new material not yet 

heard and a new tempo 

marking of half note = 84. 

Dynamics built from pp to ff 

with a repeated V to I 

cadence to the final chord 

which is released in time. 

 

  

 Unit VIII: Suggested Listening 

Franz Schubert  

-Piano Sonata in E Major, D.157 (1815) 

-Piano Sonata in E Major, D.459 (Fünf Klavierstücke) (1816) 

-Overture in the Italian Style no.2 in C Major, D.591 (1817) 

 -Two Overtures in the “Italian Style” for Piano Duet, D592, D597 (1817) 

Wolfgang Amadeus Mozart 

 -Serenade K.361 Gran Partita (1784) 

Gioacchino Rossini 

 -L'italiana in Algeri (Overture) (1813) 

Ludwig van Beethoven 

 -Wind Octet in E-flat Major, Op.103 (1792) 

 

 Unit IX Seating Chart and Acoustical Justifications 

 The seating arrangement for the Kansas State University Wind Ensemble Chamber 

Winds for Spring semester 2024 can be seen below in Figure 5.25. Unlike the suggested seating 

arrangement shown above in Figure 5.1, players were arranged in a single arc to accommodate 



 

both the space on stage as well as facilitate easier listening between sections. Musicians were 

seated in score order with flutes to the left of the conductor moving down the score to bassoons 

to the far right of the conductor. This allowed players to direct listening more specifically to 

parts which either matched, complimented, or contrasted their own. As many of the musicians in 

this ensemble had limited chamber ensemble experience, it was necessary to adapt the seating 

arrangement from the suggested seating chart in the score to allow the players on stage to hear 

each other more effectively.  

Figure 5.25 Kansas State University Wind Ensemble Chamber Winds seating chart Spring 

2024 

 

 

 

 

 

 

 



 

 Unit X. Rehearsal Plans and Evaluations 

 

Rehearsal Plan – Rehearsal #1 

Ensemble: Wind Ensemble: Chamber Winds   

 

Literature: Little Symphony for Winds Time: 3:30PM 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

Plan 

Objective: Read and rehearse Movement I and II of 

the piece.  

-Stop only as needed to regroup 

-Using remaining time, identify challenges and rehearse 

large sections. 

 

Run and rehearse mvt. I 

• Stop only as needed 

• Work to balance in a chamber ensemble setting 

• Identify sections/transitions that will present 

technical or stylistic issues moving forward.  

 

Run and rehearse mvt. II 

• Stop only as needed 

• Work to balance in a chamber ensemble setting 

• Identify sections/transitions that will present 

technical or stylistic issues moving forward.  

 

Evaluation 

1. Movement I  

• Ensemble will need to continue to refine balance 

and role within a chamber ensemble setting 

• Technical passages create time issues throughout 

and will need individual and ensemble practice to 

address.  

• Alignment of melodic and accompaniment 

passages will need continued work.  

 

2. Movement II 

• The slower tempo is a challenge to the ensemble 

and a faster tempo in rehearsals may be needed 

until individual parts are more controlled.  

• Ensemble intonation is presents a significant 

challenge in this movement and, will require 

substantial work moving forward.  



 

Rehearsal Plan – Rehearsal #2 

Ensemble: Wind Ensemble: Chamber Winds   

 

Literature: Little Symphony for Winds Time: 3:30PM 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

Objective: Read and rehearse Movement III and IV 

of the piece.  

-Stop only as needed to regroup 

-Using remaining time, identify challenges and rehearse 

large sections. 

 

Run and rehearse mvt. III 

• Stop only as needed 

• Work to balance in a chamber ensemble setting 

• Identify sections/transitions that will present 

technical or stylistic issues moving forward.  

 

 

Run and rehearse mvt. IV 

• Stop only as needed 

• Work to balance in a chamber ensemble setting 

• Identify sections/transitions that will present 

technical or stylistic issues moving forward.  

 

 

 

Evaluation 

1. Movement III 

• The tempo and meter of this movement present 

challenges for the ensemble throughout the 

movement. The goal will be to conduct this 

movement in 1 but, players must have a grasp on 

the subdivision first.  

• Repeats and D.C markings will need to be marked 

and carefully observed.  

• Continued work will be needed to achieve better 

alignment of both melodic and accompaniment 

lines throughout the movement.  

 

2. Movement IV 

• As with the other movements, transitions create 

issues with both time and technique throughout the 

movement.  

• Continued work will be needed for style changes 

and shifts in the melodic line to achieve clarity 

throughout the entire movement 

• Intonation issues are not as present in this 

movement but, individual issues to arise in 

extended ranges.  



 

Rehearsal Plan – Rehearsal #3 

Ensemble: Wind Ensemble: Chamber Winds   

 

Literature: Little Symphony for Winds Time: 4:30PM 

 

 

 

 

 

 

  

Plan 

Rehearse and balance parts for Movement I 

-Alignment of melodic line and accompaniment figures 

-Ensemble balance in a chamber setting 

-Pulse control and accurate subdivision at the ensemble 

and individual level.  

 

Rehearse mvt. I 

• Work to identify and add clarity to melodic 

lines, especially as they pass from part to part 

• Rehearse accompaniment lines and work to 

achieve uniform articulation and balance within 

these parts 

• Identify issues in balance for this specific 

ensemble (Bsn, Cl. 2 as lowest voices) 

• Rehearse transitions within the movement. 

Evaluation 

1. Movement I 

• Melodic lines are improved from the first rehearsal but, 

will need work in order to more accurately align the 

line as it moves between parts.  

• Accompaniment figures are now more clearly defined 

and balanced to the melodic line. 

• Balance is improved but will require more work as 

players adjust to new listening targets within the 

ensemble.  

• Transitions are improved but do create issues in pulse 

and tempo control at times. Continue to work to 

prepare in advance of transitions to avoid letting them 

catch the players off guard.  



 

Rehearsal Plan – Rehearsal #4 

Ensemble: Wind Ensemble: Chamber Winds   

 

Literature: Little Symphony for Winds Time: 4:45PM 

 

 

 

 

 

 

  

Plan 

Rehearse and balance parts for Movement IV 

-Alignment of melodic line and accompaniment figures 

-Ensemble balance in a chamber setting 

-Pulse control and accurate subdivision at the ensemble 

and individual level.  

 

Rehearse mvt. IV 

• Work to align melodic and accompaniment 

figures. Detached, lifted figures are a key 

component to this movement. 

• Identify and rehearse balance issues within the 

movement. 

• Work to achieve style changes that occur within 

the movement. 

• Rehearse transitions. 

Evaluation 

1. Movement IV 

• Both melodic and accompaniment lines are played 

with good accuracy at the individual level but lack 

clarity as an ensemble. Continue working to define 

the desired articulations, entrances, and releases of 

these lines. 

• Style changes occur but need to occur 

immediately. Continue working to prepare 

transitions and style changes so they happen 

quicker.  

• Ensemble balance is improving, especially in 

easier or full ensemble sections of the movement. 

Balance is still an issue when not in full ensemble 

or technically demanding.  
 



 

Rehearsal Plan – Rehearsal #5 

Ensemble: Wind Ensemble: Chamber Winds   

 

Literature: Little Symphony for Winds Time: 4:30PM 

 

 

 

 

 

 

  

Plan 

Rehearse and balance parts for Movement II 

-Alignment of melodic line and accompaniment figures 

-Ensemble balance in a chamber setting 

-Pulse control and accurate subdivision at the ensemble 

and individual level.  

 

Rehearse mvt. II 

• Rehearse solo sections to align figures and 

balance the ensemble 

• Focus on dynamics and contrast of dynamics 

within the movement. 

• Rehearse transitions within the movement. 

Evaluation 

1. Movement II 

• Solo sections are played well at the individual 

level yet lack uniformity from player to player. 

Continue to encourage players to listen closely 

when playing accompaniment to better establish 

the style. This should help to align melodic 

figures.  

• Dynamic contrast is not apparent, especially in 

demanding passages. Overall, dynamics, 

especially on the softer side need to be expanded 

further moving forward.  

• Transitions often create issues in vertical 

alignment and balance. Encourage players to 

subdivide at slower tempos in order to better align 

figures.  



 

Rehearsal Plan – Rehearsal #6 

Ensemble: Wind Ensemble: Chamber Winds   

 

Literature: Little Symphony for Winds Time: 5:00PM 

 

 

 

 

 

 

  

Plan 

Rehearse and balance parts for Movement III 

-Alignment of melodic line and accompaniment figures 

-Ensemble balance in a chamber setting 

-Pulse control and accurate subdivision at the ensemble 

and individual level.  

 

 

Rehearse mvt. III 

• Rehearse technical passages to improve pulse 

control in triple meter.  

• Work to achieve better dynamic contrast within 

each section of the movement.  

• Rehearse the Trio and the style change that goes 

with it. 

• Rehearse transitions and repeats to ensure 

players are comfortable with the sudden 

changes. 

 

Evaluation 

1. Movement III 

• Players are still struggling to feel the pulse in 1. It 

may be necessary to conduct and play in 3 at a 

slightly slower tempo in order to achieve accuracy 

between parts. 

• Dynamic contrast is improving but can be 

expanded further. Technically demanding passages 

are the most notable places where dynamics are 

not being carefully observed.  

• The trio is improved from the last rehearsal, and 

the style change is now more apparent. The next 

goal is to get this change to occur immediately 

rather than after 1-2 measures.  

• The D.C marking and repeats still create some 

issues, these will need to be marked more clearly 

in the music moving forward.  



 

Rehearsal Plan – Rehearsal #7 

Ensemble: Wind Ensemble: Chamber Winds   

 

Literature: Little Symphony for Winds Time: 3:30PM 

 

 

 

 

 

 

  

Plan 

Rehearse transitions in all movements of the piece.  

-Tempo changes in mvt. I, II, III, and IV 

-Style changes in mvt. I, II, III, and IV 

-Repeats and D.C markings in mvt. I, II, III, and IV 

 

 

Tempo changes 

• Work to prepare and adjust immediately to 

changes in pulse throughout each movement 

• Ensure correct subdivisions of the beat are 

occurring at various parts of each movement. 

 

Style changes 

• Focus on articulations and their effect on style 

changes within each movement.  

• Work to have style changes occur immediately 

 

Transitions 

• Ensure all transitions, repeats, D.C, etc... are 

marked and comfortable for all players 

throughout each movement.  

Evaluation 

1. Tempo changes 

• Tempos and pulse are significantly more 

comfortable across all four movements with only 

minor lapses in pulse which are quickly adjusted.  

• Players are now subdividing together at the correct 

pulse within each section, cleaning up articulations 

and alignment between melodic and 

accompaniment figures.  

 

2. Style changes 

• Articulations are much more defined and have 

allowed the intended style of each section and 

movement to be clearer.  

• At times, style changes still do not occur 

immediately, continue to encourage the ensemble 

to think ahead in order to achieve these changes 

more immediately. 

 

3. Transitions 

• As a whole, all repeats, transitions and markings 

have been clearly defined. Players are now able to 

successfully navigate each movement and sections 

within with more confidence.  



 

Rehearsal Plan – Rehearsal #8 

Ensemble: Wind Ensemble: Chamber Winds   

 

Literature: Little Symphony for Winds Time: 4:30PM 

 

 

 

 

 

 

  

Plan 

Objective: Run Movement I and II of the piece; 

stopping only of absolutely necessary.  

 

 

Run movement I 

• Run the movement without stopping  

• Work transitions and style changes as needed 

• Ensure dynamic contrast is present 

 

Run movement II 

• Run the movement without stopping  

• Work transitions and style changes as needed 

• Ensure dynamic contrast is present 

 

Evaluation 

1. Movement I 

• Balance, intonation, and overall technical ability 

are solid for all members of the ensemble. 

Occasional lapses is rhythmic security still occur, 

especially during transitions between sections.  

 

2. Movement II 

• While balance, pulse, and technical facility are all 

strong throughout the movement, the slow tempo 

still creates sporadic issues in vertical alignment of 

parts. Cues for performance must be very 

intentional and clear to ensure confidence in the 

ensemble.  



 

Rehearsal Plan – Rehearsal #9 

Ensemble: Wind Ensemble: Chamber Winds   

 

Literature: Little Symphony for Winds Time: 4:30PM 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

Objective: Run Movement III and IV of the piece, 

stopping only if absolutely necessary. 

 

 

Run movement III 

• Run the movement without stopping  

• Work transitions and style changes as needed 

• Ensure dynamic contrast is present 

 

 

 

Run movement IV  

• Run the movement without stopping  

• Work transitions and style changes as needed 

• Ensure dynamic contrast is present 

 

Evaluation 

1. Movement III 

• This is still the weakest movement of the entire 

work as the quick tempo and drastic shifts in style 

and tempo create lapses in clarity, especially at 

transition points. A slower tempo than what is 

marked in the score will be necessary for a 

successful performance of the work. Additionally, 

it will be necessary to conduct this movement in 

three rather than in one.  

 

2. Movement IV 

• As with Movement I, this movement is strong in 

the areas of balance, pulse, and technical ability. 

Minor lapses in alignment occur if cues or 

conducting is not clear.  



 

Chapter 6 - Chester: Overture for Band by William Schuman 

 Unit I: Composer 

William Schuman (August 4, 1910-February 15, 1992) 

 

American composer William Schuman (1910-1992) was born August 4th, 1910, in the 

New York City borough of Manhattan. Schuman spent his early years in Englewood, New 

Jersey, and the borough of Queens before returning to Manhattan around 1920 (Swayne, 2012). 

Upon graduation from George Washington High School in 1928, Schuman enrolled at New York 

University. He withdrew after only one year, due to both poor academic performance, and a 

desire to pursue a career in popular music. By the fall of 1929, Schuman was studying 

composition at Malkin Conservatory with Max Persin. Under Persin’s guidance, Schuman 

developed not only an increased interest in classical music, but a desire to continue his studies in 

music. He studied orchestration, conducting, and advanced theory at the Julliard Summer School 

and, in 1933, enrolled at Columbia University’s Teachers College where he earned both a BS 

(music) and MA degree (Swayne, 2012). 

Schuman began teaching at Sarah Lawrence College in 1935 and, while there, finished 

his Symphony no. 1. Schuman was encouraged by Aaron Copeland to send his Symphony no, 2 

(1937) to Serge Koussevitzky, conductor of the Boston Symphony Orchestra who performed the 

work in 1939. While in Boston, Leonard Bernstein, who was studying at Harvard, served as his 

local guide beginning what would become a lifelong friendship. Koussevitzky and the Boston 

Symphony Orchestra continued to champion Schuman’s music, premiering his American 

Festival Overture (1939) and A Free Song (1943), which received the first Pulitzer Prize in 

music (Swayne, 2012). 



 

From 1962-1968, Schuman served as the president of Lincoln Center. During his term, 

Schuman was a strong advocate for the commissioning and performance of American works and, 

was instrumental in smoothing the move of the Julliard school to Lincoln Center. For the 

remainder of his life, Schuman continued to both compose and serve as an ambassador for 

American music, inspiring many young composers such as John Corigliano, whose premiere of 

The Ghost of Versailles in 1991 is believed to be one of Schuman’s last public appearances. In 

addition to his orchestral works, Schuman’s musical outputs include an opera, concertos, choral 

works, chamber music, works for concert band, and a number of popular songs, many of which 

written before 1938 remain unpublished. The influence of popular music on Schuman’s 

compositional style are evident through his use of irregular and syncopated rhythms. Schuman 

was awarded a special Pulitzer Prize in 1985, as well as a National Medal of Arts in 1987 for his 

contributions to American music (Swayne, 2012). 

 

 Unit II: Composition 

 The inspiration for Chester can be traced to an 18th century hymn tune of the same name 

by composer William Billings. This tune, along with others by Billings, were used by Schuman 

to compose the orchestral work New England Triptych: Three Pieces after William Billings 

(1956), with Chester as the third movement (Magie, 1996). One year later, with a commission 

from Pi Kappa Omicron to compose a work for band, Schuman rescored and lengthened Chester 

for concert band. While the work is not a transcription of the orchestral version, it does employ 

the use of theme and variation as in the original (Brown, 1989). The band version of Chester is 

nearly twice as long with several expanded variations and a new ending from the version used in 

the orchestral work. Chester is frequently ranked as one of Schuman’s most influential and 

widely performed works for wind band. 



 

Chester is composed as a theme and variations, with the hymn tune serving as the theme 

from which the rest of the piece is derived, either as melodic variations or motivic variations of 

fragments of the hymn tune. The hymn tune is first stated in woodwinds in G Major followed by 

a restatement of the hymn again in brass and Timpani in E-flat Major. Unlike the original 

composition, which places the melodic line in the tenor voice, a common practice at the time it 

was composed, Schuman rescored the melodic line into the soprano voice for the initial 

statements of the theme. Otherwise, the harmonic structure of the theme is nearly identical to that 

of the original hymn tune in both statements of the opening theme.  

The theme ends on the penultimate note of the original tune before a brief pause and then, 

sudden shift to a faster tempo and introduction to Variation I. The quicker tempo and 

diminishment of the rhythms from the theme serve as the primary treatment of the melody in the 

opening variation, which is centered around the key of G Major. A transition in m. 62 presents 

fragmented parts of the theme to act as a bridge to Variation II which begins at m. 101. Variation 

II presents the first example of bitonality found in the work with E-flat and D-flat represented 

throughout. After a transition in which interplay exists between both the major and minor mode, 

Variation III begins in a minor key. Continued modulation through this variation makes it 

difficult for the listener to identify a clear tonal center which does not return until the beginning 

of Variation IV.  

Variation IV presents the most drastic change to the original theme, with examples of 

stretching and compressing rhythmic values, and a return of bitonality. Following this variation, 

Variation V is the most reminiscent of the original tune. However, the key and harmonic 

progression both differ from the thematic material that opens the work. The Coda, beginning at 

m. 231, employs numerous plagal cadences to serve to both emphasize a sense of completeness 



 

in the work and reinforce the tonal center of D-flat Major, which lies a tritone away from the 

original key of the opening theme.  

 

 Unit III: Historical Perspective 

William Billings, born in Boston, MA in 1746, is regarded as a prominent figure of early 

American music (McKay & Crawford, 1975). While only trace amounts of written record exist 

regarding his early years, Billings is believed to be one of six children born to William Sr. and 

Elizabeth Billings. Records indicate that William Billings Sr. died in 1760, which most likely 

aligns with the end of Billings Jr’s formal education. Faced with the need to learn a trade, 

Billings became a tanner, a profession he is shown to have held for much of his life. His work as 

a composer is also relatively unknown as little record of any formal musical training exists. It is 

thought that he received what instruction he had from singing schools which was the case for 

many American composers at the time. Billings first published set of music in 1770, the New 

England Psalm-Singer is unique in that it is specifically comprised of hymn tunes composed in 

America.  

The onset of the American Revolution in 1776 brought about drastic changes to life in 

cities such as Boston where Billings lived. In the spring of 1778, Billings brought forth a new 

collection of Sacred music entitled The Singing Master’s Assistant for which he was seeking 

copyright protections. This collection of tunes is often regarded as one of the most influential 

examples of early American music as it was the first tune book published since the beginning of 

the war and the largest American collection by a single composer in the 18th century. Shortages 

of materials and restrictions on what Americans could purchase during the war also made this 

book wildly popular as it was in many cases, the only songbook that could be purchased on the 



 

American continent at the time. It is from this collection of music that the tune Chester is found 

in its original form. The timing of its publication coupled with the rebellious nature of the text it 

was set to made the song popular among soldiers fighting in the American Revolution. The first 

stanza of text reads: 

Let tyrants shake their iron rod, 

And Slav’ry clank her galling chains, 

We fear them not, we trust in God, 

New England’s God forever reigns. 

 

It is believed that Billings composed exclusively for voice, with no written examples of his over 

300 published compositions including any instruments outside of a pitch pipe. Schuman’s use of 

Chester, alongside several others by Billings as a part of the New England Triptych are 

representative of his strong feelings and advocacy of American music and composers.  

Schuman’s version of Chester is written as an overture which was, and still is a common 

form for music composed within the wind band medium. Typically, an overture can be described 

as a musical work that takes place at the beginning of an opera, oratorio, suite, or other extended 

composition. In the 19th century, opera overtures were often performed in concert halls, 

completely separate from the works they were composed for. Throughout the Romantic era, the 

practice of composing overtures without reference to the stage became more common among 

composers. The form of these overtures is typically either sonata, sonatina form, which is sonata 

form without a development section, or free form. Der Beherrscher der Geister by Carl Maria 

Von Weber, A Midsummer Night’s Dream by Felix Mendelssohn, Roman Carnival Overture by 

Hector Berlioz, and 1812 Overture by Tchaikovsky are examples of works from the Romantic 

era which could be described as concert overtures.  



 

 Unit IV: Technical Considerations 

Originally composed by Schuman for orchestra, Chester was revised and adapted for 

wind band in 1957 (Brown, 1993). Although often mistaken as a transcription, the wind band 

adaptation is expanded significantly from the orchestral version. For performance purposes, 

Chester is approximately six minutes in length. The concert band scoring is shown below.  

 

 

 

 

 

 

The work presents numerous challenges for ensembles ranging from asymmetrical 

phrasing to exposed technical passages that must be navigated by the ensemble for the successful 

performance of the work. Chester is often considered to be either a Grade IV or Grade V work 

depending on which state or festival list it is pulled from. The entire work is in duple meter with 

2/4 a 4/4 as the only indicated meters found in the piece. The work contains no marked key 

signature and relies on accidentals to establish tonal centers instead. The keys of G Major, E-flat 

Major, D Major, C Major, and D-flat Major should be familiar to musicians performing this 

work. Numerous short, technical passages alongside odd phrasing and drastic shifts in style 

between variations may present challenges for players throughout the work.  

Measures are numbered in increments of five bars as was standard practice for wind band 

music of the time period. It generally does not reflect the phrasing of each section and, should 

-Piccolo 

-Flute I-II 

-Oboe I-II 

-Eb Clarinet 

-Bb Clarinet I-II-III 

-Eb Alto Clarinet 

-Bb Bass Clarinet 

-Bassoon I-II 

-Eb Alto Saxophone I-II 

-Bb Tenor Saxophone 

-Eb Baritone Saxophone 

-Bb Bass Saxophone 

 

-Cornet (Trumpet) I-II-III 

-Horn I-II-III-IV 

-Trombone I-II-III 

-Baritone (Treble) 

-Euphonium (Bass) 

-String Bass 

-Basses (Tuba) 

-Percussion 

• Snare Drum 

• Bass Drum 

• Cymbals 

• Wood Block 

-Timpani 

 



 

not be used to identify cadence and phrase points in the piece. Players should take the time to 

number each measure as well as identify where each variation or transition begins to create 

organized sections within the piece. Articulations should remain light, especially when 

navigating sixteenth-note passages in order to achieve clarity. Sudden shifts in style, dynamic 

and tempo occur frequently within the work requiring players to stay proactive throughout the 

performance of the piece. Additionally, the polychordal harmonies present at various points 

within the piece can create issues regarding intonation and should be addressed to help players 

identify and adjust to specific voices within the texture. Taking time to individually play each 

chord may be useful in helping musicians identify lead voices and adjust intonation and balance 

within the sections of bitonality. The only marked solos can be found in the Timpani part as short 

one-measure interjections although numerous short, exposed passages can be found for most 

parts in the score.  

 

 Unit V: Stylistic Considerations 

As stated above, sudden shifts in style, and dynamics alongside asymmetrical phrasing 

are demands that players must navigate when performing this work. The opening chorale found 

in the woodwind parts should be balanced carefully to ensure a warm sound from the instrument 

choir. Dynamics in this section should be relative with clear cadence points and even four-

measure phrasing. The conductor should emphasize moving eighth-note lines in addition to the 

melodic line to create motion within the opening chorale. This first statement of the theme is 

repeated by a brass choir immediately and similar considerations should be made within this 

section. An additional consideration should be taken here by the conductor to ensure the brass 

choir statement of the theme is not overplayed.  



 

Beginning at m. 38 with the sudden shift to Allegro Vivo, rhythmic precision and 

accuracy become critical components of success for the remainder of the work. Both Variation I 

and Variation II should be performed with crisp articulations either detached in staccato sections, 

or light for slurred sixteenth-note lines, and both variations must remain light to maintain pulse. 

Variation III presents a sudden shift with a score marking of flowing indicated. It is noteworthy 

that this score marking is accompanied by the text “(no slackening of pace)” indicated that care 

must be taken to ensure pulse is maintained regardless of articulation markings. This section also 

contains some of the most notable examples of polychordal harmony and the conductor may find 

it beneficial to isolate both the melodic line and the chordal half-note accompaniment to address 

style and intonation concerns that might be present.  

Given the arc form of the piece, this variation, along with Variation IV signify the 

furthest shift from the original thematic material and all content from here to the end of the piece 

begin a return to the home keys and harmonies found in the opening. Variation IV brings a return 

to the short, detached articulations of the first two variations while maintaining the harmonic 

complexity of the Variation III. Both Variation V and the Coda bring the return of the opening 

chorale with fragments of the variations mixed into the texture. Both the final variation and the 

Coda may tend to be played too heavy or too loud as full ensemble sections are rare until this 

point in the work. Therefore, care should be taken to ensure that balance within the ensemble is 

maintained to the conclusion of the piece with articulations remaining light and rhythms precise.  

 



 

 Unit VI: Musical Elements 

 Melody: 

Chester: Overture for Band is constructed using an arc form of theme and variation 

beginning with the theme stated simply and branching further with each variation until a point in 

which the subsequent variations bring the melodic material closer to its original form. A total of 

five variations of the melody are used throughout the work with the initial theme and a coda 

serving as the starting and end points for the piece. The opening chorale setting of the hymn, 

played first by the woodwinds is answered beginning at m. 17 by the brass choir of the ensemble. 

In both instances, clear 4-bar phrasing should be felt and shown by the conductor. One notable 

difference between the treatment of the melody aside from tonality and dynamic in each chorale 

setting is how the end of each phrase is treated. While the end of each phrase should taper 

slightly in the woodwind choir, the phrases in the brass statement of the chorale should grow, 

using the Timpani rolls to drive forward into the next phrase. An example of both the woodwind 

and brass chorale is shown in Figure 6.1. A short extension of the chorale from mm. 33-37 

shown in Figure 6.2 ends with a unison melodic figure in both low woodwinds and low brass that 

must be carefully balanced and tuned.  

Figure 6.1 Melody from mm. 1-8 (Flute 1) and mm. 17-24 (Trumpet 1) 

 

 

 



 

 

Figure 6.2 Unison melodic figure from mm. 35-37 (Low WW and Brass) 

 

 Variation I begins with a sudden shift in tempo at m. 38. After a short introduction using 

cluster chords, the theme is presented in the upper woodwinds using diminution of the rhythms at 

the new tempo which is shown in Figure 6.3. Beginning at m. 60, a lengthy transition begins to 

the second variation through the use of melodic fragments. This transition lasts until m. 101 

where Variation II begins. Examples of these fragments are illustrated in Figures 6.4 and 6.5. It 

is noteworthy that, in addition to the Arc Form that this piece follows, each variation also 

increases in length as it becomes more distant from the theme and shortens as it returns toward 

the original melody. Additionally, each transition between variations becomes shorter until the 

final variation connects to the Coda using a one-measure transition.  

Figure 6.3 Example of the theme in diminution from mm. 46-53 (Oboes) in Variation I 

 

Figure 6.4 Example of melodic fragment from mm. 62-65 (Trombone 1) in Variation I 

 

 



 

 

Figure 6.5 Melodic fragment from mm. 77-80 (Flute 1) in Variation I 

 

Variation II builds upon the fragmentation used in the transition, presenting the theme in 

a slightly broken and detached form shown in Figure 6.6. Precision and vertical alignment are 

critical here as this variation is presented using full ensemble unison rhythmic figures. The theme 

is developed, beginning to distance itself from the chorale setting it first appeared in until m. 123 

where an augmented version of thematic material shown in Figure 6.7 is presented in upper 

woodwind voices. This flowing line is quickly replaced by a return to the detached fragments 

found in the beginning of the variation before the final transition to Variation III occurs at m. 

146. This variation highlights the need for performers of this work to be able to quickly change 

styles and articulations without hesitation. 

Figure 6.6 Thematic material from mm. 101-108 (Trumpet 1) from Variation II 

 

Figure 6.7 Melodic figure in augmentation from mm. 123-133 (Flute 1) in Variation II 

 

The third variation introduces the theme at its most distant from the opening hymn both 

in harmony as well as melodic structure. Figure 6.8 illustrates how it has been altered to a lyrical 



 

flowing style. Although the style changes, it is important to note that the score indicates there 

should be “no slackening of pace” here as the tempo and diminution of the theme still suggest 

the march-like pace introduced in Variation I. One significant consideration for the melody in 

this section is that of the phrasing from mm. 146-160. The melody, alongside the half-note 

accompaniment is broken into irregular five bar phrases and a slight lift should occur at the end 

of each phrase to ensure alignment through the ensemble. The short transition to Variation IV 

returns to a more expected four bar phrase structure before m. 171 where the next variation 

begins.  

Figure 6.8 Melodic example from mm. 146-150 (Eb Clarinet) in Variation III 

 

Variation IV begins with a return to a short, detached interpretation of the original tune, 

much like in the second variation. This iteration of the theme, shown in Figure 6.9 however, is 

much more fragmented than any of the prior variations. Additionally, the variation is broken up 

by what appears to be a false coda with more small pieces of the melody moved between parts. 

Measure 203 suddenly shifts back to the light, detached style that began the variation however, it 

is now much less broken apart. Figure 6.10 provides an example of the melody at the end of 

Variation IV. The shortest transition between variations occurs between Variation IV and V, 

lasting only one measure before the final variation of the theme appears at m. 212.  

 

 

 

 



 

 

Figure 6.9 Example of melodic fragmentation from mm. 185-189 (Clarinet 1 and Trumpet 

1) in Variation IV 

 

Figure 6.10 Melodic figure from mm. 203-209 (Alto Saxophone 1) in Variation IV 

 

Variation V, beginning at m. 212 begins with a duet between Trumpet 1 and the 

trombone section, slowly adding more voices as the variation progresses. At m. 220, the second 

half of the hymn shifts from brass to clarinet and saxophone voices, where the melody appears 

augmented into a half-time feel, matching closely the original pulse of the opening chorale. This 

melodic idea is shown in Figure 6.11, and more voices are added before a return to the march 

style tempo at m. 228. A final extension of the melody occurs from mm. 230-232 before the true 

Coda begins at m. 232. The Coda makes use of melodic fragments to build toward the close of 

the work however, the theme never returns in its entirety during the final section of the piece.   

Figure 6.11 Melody in augmentation from mm. 219-226 (Tenor Saxophone) in Variation V 

 



 

 Harmony: 

With numerous examples of polychordal writing and bitonality, the harmonic structure of 

Chester can be complex at times to break apart. Identifying tonal centers, tonicizations, and 

taking the time to identify which voices represent each key in polychordal sections is a crucial 

step to achieving good balance and blend within the ensemble throughout the piece. As with the 

melody, each variation becomes more distant from the theme harmonically until returning to a 

more stable tonal center as the piece nears its end. Both major and minor tonalities can be found 

throughout the work and while there is no written key signature, accidentals are written into each 

part to create the desired tonal center.  

 The opening woodwind chorale shown above in Figure 6.1 is presented in the key of G 

Major and follows a harmonic progression nearly identical to the original hymn set by William 

Billings. The brass chorale that answers the opening statement of the theme shifts suddenly to the 

key of E-flat Major which might surprise listeners as these keys are not closely related. Again, 

the harmonic motion of the theme here is very close in structure to the original hymn and is 

shown in comparison the Billings harmony below in Figure 6.12 and 6.13 A strong suspension 

occurs at m. 32 possibly signifying the approaching shift from the expected harmony that follows 

the opening chorale.  

Figure 6.12 Roman numeral analysis of Chester by William Billings 

 

 



 

 

Figure 6.13 Roman numeral analysis from mm. 1-16 of Chester by W. Schuman 

 

Variation I returns immediately to G Major although this tonality is not apparent in the 

opening measures of the variation. Cluster chords shown in Figure 6.14 using every note of a C 

Major scale from C3-E4 are used alongside percussion to establish the marching song style that 

the tune was adopted to during the Revolutionary War. These cluster chords persist as the 

melody enters clearly in the key of G Major and continues until m. 58 where an unaccompanied 

melody begins. This unaccompanied melodic line continues until the end of the variation 

although the tonality of G Major can still be strongly implied by the melodic line.  

Figure 6.14 C3-E4 cluster chords in mm. 38-45 of Variation I (condensed score) 

 

Beginning at m. 101, a clear example of bi-tonal writing is presented by Schuman with 

both the keys of E-flat Major and D-flat Major occurring simultaneously. In general, the upper 

voices are in the key of E-flat Major with lower voices playing in the key of D-flat Major. While 

not always apparent, the upper parts generally remain in the tonal center of E-flat Major with 



 

lower voices playing in D-flat Major until m. 137. The harmonic progression from this section 

can be seen in Figure 6.15. The transition to Variation III beginning at m. 138 creates a B minor 

chord with a major seventh chord through the use of a staggered pyramid shown in Figure 6.16. 

The final measures of the transition shift briefly to the key of E minor before in mm. 144-145 

before moving to Variation III at m. 146.  

Figure 6.15 Harmonic progression from mm. 101-108 of Variation II 

m. 101 m.102 m. 103 m. 104 m. 105 m. 106 m. 107 m. 108 
Eb/Ab F/Bb      G/C Ab/Db    Cm/C Cb/A    Eb/Ab F/Bb    Ab/Db G/Eb    F/Gb Eb/Ab    Ab/Gb G/Ab  F/Bb  Eb/Db 

 

Figure 6.16 Staggered pyramid chord from mm. 138-142 in Variation II (condensed score) 

 

Variation III, while technically simple presents the most distant harmonic structure from 

that of the opening chorale. The harmonic motion here is generated using varied minor chords 

assembled from the parallel melody in the Flute 1, E-flat Clarinet, and B-flat Clarinet part. 

Harmonized rhythmic accompaniment, as well as block half-note chords comprise the harmonic 

structure throughout this variation and while chords are easily identifiable, no true tonal center is 

apparent throughout this variation. An example of this chord writing is presented with the 

melody in Figure 6.17. The short, two-measure transition to Variation IV suddenly returns to the 

opening key of G Major in mm. 169-170 before moving fully into Variation IV. 

 

 

 



 

 

Figure 6.17 Chord progression and melodic line from mm. 146-155 of Variation III 

 

The key shifts down a half step to G-flat Major as Variation IV begins at m. 171 

however, polychordal harmony is still present from mm. 171-176 leaving the tonal center 

slightly vague before arriving strongly to G-flat Major at m. 177. A brief shift, again down a half 

step to F minor, occurs in mm. 179-184 before again modulating to D-flat Major at m. 185. The 

tonal center remains D-flat Major until m. 203 and this segment of the variation acts as what 

might be described as a false coda as D-flat Major is the key in which the work ultimately ends. 

Polychordal harmonies return again at m. 203 shown in Figure 6.18, centered around the key of 

G-flat Major where the variation remains until the shortest transition of the work appears in m. 

211 now in C Major.  

Figure 6.18 Harmonic progression from mm. 203-208 in Variation IV 

m. 203 m. 204 m. 205 m. 206 m. 207 m. 208 
Gb/Db Eb/Ab Db/Gb Eb/Ab    F/Bb Gb/Cb Db/Gb Eb/Ab F/Bb Gb/Cb    Ab/Db 

 

C Major remains the tonal center at the beginning of Variation V as the original hymn 

tune returns. After the first half of the tune, a one-bar modulation shifts the tonality down to D-

flat Major where, the remainder of the piece is centered. The choral rhythm remains constant 

until mm. 229-230 where it quickens approaching the cadence point directly proceeding the 

Coda and is shown in Figure 6.19. The Coda remains simple, constructed mainly of D-flat 

Major, D-flat/G-flat Major, and G-flat Major chords. A D-flat Major chord is sustained for the 



 

final six measures, and care should be taken to ensure balance and intonation as the range may be 

demanding for parts such as Piccolo and Trumpet 1. 

Figure 6.19 Harmonic progression from mm. 229-230 in Variation V 

m. 229 m. 230 

Gb/Cb     F/Bb     Eb/Ab.      Db/Gb Eb/Ab  Db/Gb  Cb/Eb  Bb/Eb  Ab/Db Db/Gb 

 

 Rhythm: 

Composed using 4/4 and 2/4 meters, Chester remains in simple duple or simple 

quadruple meter for the duration of the work. One major tempo change occurs following the 

opening chorale however, no other marked tempo changes occur within the piece. Beginning in 

4/4, the opening hymn tune, found in the woodwind part is marked Religioso at a tempo of 

quarter note equals 72 beats per minute. While rhythmic values throughout the opening chorale 

remain simple, note values should be sustained for their full value throughout and moving 

eighth-note lines should be heard clearly against the melody of the chorale.  

Clearly marked four bar phrases as shown in Figure 6.1 should be carefully observed for 

both the woodwind and brass statements of the opening hymn. One exception to this phrasing are 

the Timpani rolls at the end of each phrase within the brass statement of the chorale that should 

be used to give forward motion to the line and connect each phrase. The conductor may also 

choose to use add rubato to the ends of phrases throughout this opening theme, but care must be 

taken to ensure forward motion is not lost. One final statement of melodic material is stated in 

the low brass and woodwinds which leads to a fermata which should be released into a cesura 

prior to m. 38.  

 Variation I is marked by a shift in meter to 2/4 time and a sudden change in tempo to 

quarter note equal to 160 beats per minute with the marking Subito Allegro Vivo. Following a 



 

brief introduction using the C cluster chords illustrated above in Figure 6.14, the theme appears 

with the rhythms in diminution from the initial statement of the hymn. Special attention should 

be paid to the articulation markings, in particular, the staccato markings here in order to maintain 

a light, precise style. Throughout this statement of the theme in the first variation, it is critical 

that the cluster chord accompaniment not overpower the melodic line and, that those playing this 

accompaniment figure align with the same rhythmic figure in the percussion section. Beginning 

at m. 62, the melody becomes fragmented as a lengthy transition to Variation II begins. Figure 

6.20 shows an example of this fragmentation of the melody which continues until the end of the 

variation. Measures 87-99 presents a substantial technical and rhythmic challenge for the upper 

woodwind parts consisting of passages of sixteenth notes which must be kept light and flowing 

with no loss of forward motion. An example of this rhythmic passage is shown in Figure 6.21. 

Figure 6.20 Example of rhythmic fragmentation from mm. 66-71 (Flute 1, Trumpet 1, 

Bassoon 1) 

 

Figure 6.21 Woodwind sixteenth-note passage from mm. 87-100 in Variation I (Oboes) 

 



 

Variation II begins with ensemble unison rhythms shown in Figure 6.5 above and should 

be counted carefully by players to ensure accuracy. While there are no particularly difficult 

rhythms in this variation, vertical alignment and matched articulation between all parts is critical 

throughout the opening of Variation II. One particular section, shown above in Figure 6.16 

which may cause difficulty is a series of pyramid entrances in both m. 138 and m. 144. Careful 

subdivision and confident entrances by all players are crucial to ensure accuracy in both pyramid 

chords. Players should strongly articulate each entrance before tapering their dynamic to create 

space for the next note in the pyramid 

As with Variation II, the third variation of the theme does not contain any complex 

rhythmic passages however, unison figures must again be aligned precisely to ensure clarity in 

both the melodic line and chordal accompaniment. The melodic line shown in Figure 6.7 is 

marked Flowing (no slackening of pace) indicating that, despite the lyrical nature of the melody 

here, care must be taken to ensure that this change in articulation does not have an effect of the 

pulse. In both the melodic line and half-note chord accompaniment, five-measure phrases must 

be observed by all ensemble members with a slight lift to separate each phrase. This pattern 

continues until the end of the variation in mm. 167-168. These two measures, shown in Figure 

6.22 may present a challenge to players as it abruptly shifts away from the lyric style established 

at the beginning of Variation III. Articulation markings should be carefully observed to ensure 

that the large leaps and syncopation of the line do not slow the pulse of the ensemble. 

Figure 6.22 Example of rhythmic fragmentation from mm. 167-168 in Variation III (Flute 

1) 

 



 

Beginning at m. 171, the meter again shifts to 2/4 however, the tempo does not change, 

remaining constant at quarter note equals 160 beats per minute. As with Variation II, the fourth 

treatment of the theme is defined by short, fragmented melodic passages which move between 

instruments. Unlike Variation I however, Variation IV is structured in inverse, beginning with 

fragmentation and ending with unison ensemble rhythms. An example of this exchange of 

melodic lines that opens the variation is shown in Figure 6.9. Following these conversational 

passages, the meter again shifts to 4/4 without a change in tempo at m. 195 suggesting the arrival 

of closing material. Another technical passage of sixteenth-note lines shown in Figure 6.23 and 

found in woodwind parts must be carefully navigated with light, precise technique required of all 

players. This material is suddenly interrupted by a return to thematic material, now in unison 

ensemble rhythms beginning at m. 203 continuing until the end of the variation at m. 211.  

Figure 6.23 Woodwind passage from mm. 197-202 in Variation IV (Eb Clarinet) 

 

Rhythms in Variation V are simple as the opening hymn tune returns with basic whole 

and half-note accompaniment. This continues for the duration of the variation as the melody is 

augmented over the accompaniment however, the march-like pulse is maintained through the use 

of the snare drum line shown in Figure 6.24. Beginning at m. 232, the Coda uses repeated 

materials based on melodic fragments to build to the end of the piece. Rhythms are simple aside 

from two instances of sixteenth-eighth patterns that occur in m. 235 and m. 242 which may be 

difficult to align. The conductor should ensure that the rhythm is clear and that the sixteenth-note 



 

downbeats on beats one and three do not fall behind the pulse. Driving sixteenth notes in the 

Snare Drum part from mm. 244-246 are the only source of rhythmic pulse prior to the final chord 

sounding in m. 247. 

Figure 6.24 Snare Drum rhythmic accompaniment from mm. 212-219 in Variation V 

 

 Timbre: 

While similar in style, the opening statement of the hymn tunes both in the woodwind 

and brass choirs create two distinct interpretations of the theme. The opening woodwind theme, 

in G Major, is marked with soft dynamics, a dolce legato marking, and clearly marked four-

measure phrases. In contrast, the brass statement of the hymn, while also marked legato is 

written generally at f or ff dynamics. It might be helpful to consider these opening statements of 

the tune as a choir, with the soprano and alto voices singing the first verse, and the lower voices 

answering with the second verse.  

 The sudden shift in tempo and style at m. 38 reflect the adaptation of the hymn to a 

marching song of the American Revolution and, the Allegro Vivo tempo marking indicated here 

persists for the remainder of the work. This section is scored lightly despite the change in style 

with the melody remaining in upper woodwinds. This should resemble in a way the fife and 

drum sound that would have accompanied this music at the time it was written. The overall 



 

texture for Variation I and the transition to Variation II should be bright and articulate with the 

melodic fragments acting in a complimentary fashion to each other.  

 Variation II continues the light, detached scoring found in Variation I however, now the 

material is presented in two tonal centers as the theme begins to distance itself from the opening 

hymn and first variation. Both E-flat Major and D-flat Major presented together create dense 

harmonies and cluster chords as a setting for the melodic line, which is still fragmented. Despite 

the shift in tonalities and, thicker scoring overall, the dynamics and style in this section remain 

light and detached, briefly interrupted by a flowing woodwind line in mm. 124-133 which refers 

to the style of the opening theme. Conductors should ensure that as the scoring becomes denser, 

the dynamics and articulations remain relaxed and clear with players having a good 

understanding of relative dynamics.  

 Variation III brings a return to the flowing lyrical styles found in the opening hymn while 

still written at the brisk march tempo from previous variations. The loss of a true tonal center and 

percussion accompaniment can often create a lack of clarity in the pulse if the half-note 

accompaniment is not clearly defined and aligned vertically. As with the second variation, it is 

important that the articulations remain light while the closed voicings and scoring create a warm, 

dark tone in the ensemble. This balance can be difficult for ensembles to achieve and there must 

be a clear differentiation between articulations and tone for Variations II, III and IV.  

 Variation IV returns to the fragmented style sound in Variation II however now, more 

firmly grounded in one tonal center (D-flat Major). Again, the tone of the ensemble should 

remain dark, while the articulations should be light and detached, leaving space for chords to 

resonate. At m. 195, a sudden shift occurs, moving from the light detached sounds of the 

fragmented melody to a more full, triumphant marcato line suggesting the arrival of the closing 



 

material. This shift is, again, suddenly interrupted with a return to a light and detached style 

leaving uncertainty about how the piece will progress.  

 Variation V combines the hymn-like lyrical playing of the initial theme with the 

marching song accompaniment of the variations as the arc form begins to near completion with a 

return to the opening material. The orchestration builds as the variation progresses, growing in 

intensity until the arrival of the Coda in m. 232. While present for short periods, the Coda 

provides the most prolonged example of full ensemble scoring found in the piece. The tone 

should remain as warm as possible allowing for the scoring of upper voices to provide a bright, 

triumphant top to the ensemble sound. The final sustained chords should be carefully balanced to 

ensure that the ensemble tone does not become too harsh or bright. 

  

 Unit VII: Form and Structure 

Figure 6.25 below illustrates the arch form structure of the entire work. Chester begins 

with a simple opening theme and variation followed by increasing complexity and dissonance in 

subsequent variations before finally returning to a simplified and consonant structure in the final 

variation and Coda. Variation four serves as the high point of the arch, with the opening theme 

and Coda as the low ends of each side of the arch. An outline of the entire work in regard to form 

and structure can be seen in Table 6.1.  

Figure 6.25 Chester arch form diagram 
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Table 6.1 Chester form and structure outline 

Section: Measure: Event and Scoring: 

Woodwind Chorale mm. 1-16 Woodwind Chorale in G 

Major which is broken into 

four defined four-bar phrases. 

Brass Chorale mm. 17-32 Same chorale setting 

repeated, shifted to E-flat 

Major and scored for brass 

and percussion. Still in four 

clearly marked four-bar 

phrases. 

Extension mm. 33-37 Five-bar extension of the 

theme scored for woodwinds 

and brass leading to a fermata 

at m. 37. 

Variation I mm. 38-61 An eight-measure 

introduction using C cluster 

chords is followed by the 

theme, now marked at the 

tempo quarter note =160 and 

in 2/4 time. The tonality 

returns G major. Melodic 

rhythm is now in diminution 

from the opening chorale.  

Transition I mm. 62-100 Melodic material is 

fragmented and moved across 

parts to create a hocket effect. 

The tonal center remains G 

major throughout the 

transition.  

Variation II mm. 101-137 The first instance of bi-

tonality is introduced (E-flat 

Major and D-flat Major). 

Thematic material is now 

light and detached with 

unison melodic and harmonic 

rhythms in low woodwinds 

and brass.  

Transition II mm. 138-145 Pyramid chords mark the 

transition to the next 

variation. The melodic line is 

fragmented further leading to 

a meter change back to 4/4.  

 



 

Section: Measure: Event and Scoring: 

Variation III mm. 146-168 A shift in style marked in the 

score as Flowing but “without 

a slackening of pace” begins 

at m. 146. Half note chordal 

accompaniment compliments 

the melody which occurs in 

five-bar phrases. 

Transition III mm. 169-170 A shift to G Major tonality 

occurs with an increased 

chordal rhythm to quarter 

notes mark the transition to 

the next variation. 

Variation IV mm. 171-210 Variation IV begins in G-flat 

Major before moving briefly 

to F minor and finally settling 

in D-flat Major. A return to 

fragmented melodic figures 

and unison ensemble rhythms 

occurs and is developed 

throughout the variation. 

Transition IV m. 211 A brief one-bar transition is 

used to modulate down a 

half-step to C Major where 

Variation V begins. 

Variation V mm. 212-231 The chorale theme returns, 

now in C Major scored for 

trumpet and trombone before 

expanding to include full 

ensemble. The dynamics 

build gradually towards the 

final statement of the last 

melodic phrase which is 

augmented before leading 

into the Coda.  

Coda mm. 232-249 The Coda shifts back to D-

flat Major and uses material 

from the first phrase of the 

chorale theme. This theme is 

developed to full ensemble 

playing before the final three 

chords are repeated from mm. 

243-249 to conclude the 

work. 

 



 

 Unit VIII: Suggested Listening 

Charles Ives: 

 

 -Variations on America (Transcribed by Schuman) 

 -“Country Band” March 

 -Decoration Day 

 

Joseph Jenkins 

 

 -American Overture for Band 

 

William Schuman 

 

-Be Glad then, America 

 -When Jesus Wept 

 -George Washington Bridge 

 

Claude T. Smith 

 

 -Overture on an Early American Folk Hymn 

 

Frank Ticheli 

 

 -4 Shaker Songs “Simple Gifts” 

 

John Zdechlik 

 

 -Chorale and Shaker Dance 

 



 

 Unit IX: Seating Chart and Acoustical Justifications 

 The seating arrangement for the Kansas State University Wind Symphony for Fall 

semester 2024 can be seen below in Figure 6.26. Principal players have been placed to ensure 

each section can listen either up or down for alignment purposes while instruments with similar 

parts and timbres such as alto saxophone and horn have been placed near each other to aid in 

listening. Additionally, principal players are generally located in close proximity to further allow 

for uniformity and alignment between sections. Low brass and woodwind sections have been set 

in close proximity to facilitate a better low sound as a foundation for ensemble balance and 

percussion is arranged in a standard setup to facilitate musicians who may need to move between 

instruments during the piece.  

Figure 6.26 Kansas State University Wind Symphony seating chart Fall 2024 



 

Unit X. Rehearsal Plans and Evaluations 

 

Rehearsal Plan – Rehearsal #1 

Ensemble: Kansas State University Wind Symphony   

 

Literature: Chester: Overture for Band  Time: 3:40pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

Objectives: Run the piece stopping only when 

necessary  

-Listen for how sections that will need the most work 

-Listen for unexpected errors and make note of them 

-Stop only for major issues  

 

Run entire piece 

• Stop if ensemble becomes lost or there are major 

errors in accidentals, key changes. 

• Listen for unexpected errors and make note for 

future rehearsal. 

 

Evaluation 

1. The ensemble was successfully able to read through 

the entire piece, stopping only briefly to regroup as 

needed. With no marked key signature, there were 

numerous accidentals that will need to be marked by 

players. Additionally, the ensemble struggled with 

transitions between each variation in regard to both 

style and tempo. Sixteenth-note passages, large leaps 

and syncopated rhythms posed significant 

challenges to players throughout the work and will 

require substantial additional rehearsal as expected.  

 



 

Rehearsal Plan – Rehearsal #2 

Ensemble: Kansas State University Wind Symphony   

 

Literature: Chester: Overture for Band  Time: 4:30pm 

 

 

 

  

Plan 

Objectives: Run/Rehearse Variation I and II of 

Chester addressing the following: 

-Balance of melodic line/supporting the line, listening 

for melodic fragments 

- Breathing in time/style both on beginnings and 

releases to create a clear beginning, middle, and end to 

pitches regardless of length.  

 

Rehearse Variation I (mm. 38-100)  

• Clarity of entrances  

• Resonance of cluster chords 

 

Rehearse Variation II (mm. 101-145)  

• Dynamic contrast 

• Clear release of notes/phrases 

 

Run End of Brass Chorale and Variation I together  

• Emphasize sudden change of style/character 

• Connect theme to the first variation and 

fragments  

 

Evaluation 

1. Variation I  

• Eighth-note lines tend to drag. Articulations are, 

generally too heavy. 

• WW sixteenth-note lines need continued. 

practice individually at slower tempos, slowly 

working back up toward the marked tempo. 

• Continue to focus cluster chord listening to 

percussion to align note length and articulation. 

 

2. Variation II 

• Dynamic contrast is not apparent between 

Variation I and II (Variation II is still too loud). 

• End of notes tend to be clipped and are not 

aligned vertically. 

 

3. Chorale into Variation I 

• Brass chorale is at the right dynamic, but tone is 

spread at times and unbalanced. Continue to 

encourage musicians to listen to lower voices 

and adjust dynamics accordingly.  

• Transition to Variation I was clear but needs 

continued refinement. 
 



 

Rehearsal Plan – Rehearsal #3 

Ensemble: Kansas State University Wind Symphony   

 

Literature: Chester: Overture for Band Time: 4:50pm 

 

 

 

  

Plan 

Objectives: Establish and maintain steady pulse, 

especially across transitions 
-Vertical alignments 

-Subdivision  

-Articulation 

 

Play and briefly work Chorale (mm. 1-37)  

• Push and stretch lines to encourage ensemble to 

listen/watch with more intent  

 

Rehearse transition to and Variation III (mm. 131-170)  

• Tempo will drag, work to get students to: 1. watch. 2. 

Count/subdivide on their own (take ownership of 

pulse)   

• Sing “Tah” vs. “Dah” to clarify articulations 

(Staccato vs. legato) 

• 5 bar phrases with breath at the end of each (shown) 

 

Rehearse Variation IV (mm. 171-211)  

• Agreement of staccato 8th notes. They should be 

detached and have resonance while remaining light. 

(Tah vs Dah)  

• Highlight sudden shifts (Accents, subito f) ex. m. 

179-180 

Isolate WW runs and brass chordal accompaniment 

Evaluation 

1. Chorale 

• Balance and intonation are improving. 

• Moving lines still need to be more present. 

• Continue working on agreement of phrasing. 

 

2. Variation III 

 

• Extended range in WW still presents 

intonation challenges. 

• Half-note accompaniment still lacks clarity 

in articulation and style. 

• Better agreement of phrasing. 

 

3. Variation IV 

• Dynamic contrast needs continued 

refinement. 

• WW lines still present technical challenges 

and will need continued practice. 

• Agreement of articulation is improving. 
 



 

Rehearsal Plan – Rehearsal #4 

Ensemble: Kansas State University Wind Symphony   

 

Literature: Chester: Overture for Band Time: 5:00pm 

 

 

 

  

Plan 

Objectives: Rhythmic Accuracy + Pulse Control 

-Ensure students play lines, not individual notes 

-Clarify articulations “Tah” vs. “Dah” 

-Subdivide  

 

Rehearse Variation I (mm. 38-100) 

• Align cluster chords (will most likely be too heavy). 

Work to ensure each note has clear front and release 

(“Toe”) 

• Work on playing figures rather than individual notes 

during the transition from Var. I to Var. II 

• Ensure ensemble is breathing in time and in character 

(breathe, set, release)  

 

Rehearse Variation II (mm. 101-145) 

• Ensemble hits (mm. 101-119) are generally too loud 

and heavy (marked mf). Rehearse at mp and work 

light articulation to achieve clarity. 

• Shift to lyrical melodic line will cause ensemble to 

drag, encourage subdivision of 8th notes regardless 

of style here and listen to percussion, especially snare 

drum. 

• Pyramids @ m. 138 and m. 144 lack confidence, 

rehearse if needed  

 

Evaluation 

1. Variation I 

• Continue to match note lengths between 

winds and percussion on cluster chords. 

• WW technical passages are improving but, 

will need continued refinement. 

 

2. Variation II 

• Dynamic range is becoming more clearly 

defined. 

• Changes in style still create pulse control 

challenges. 

• Pyramid chord entrances are still not 

properly balanced between entrances and 

will require further practice. 
 



 

Rehearsal Plan – Rehearsal #5 

Ensemble: Kansas State University Wind Symphony   

 

Literature: Chester: Overture for Band Time: 4:30pm 

 

 

 

  

Plan 

Objectives: Balance (Melody vs. Accompaniment)  

 

-Use conducting to guide ensemble to where they should 

listen 

-Use number scale to balance ensemble using relative 

dynamics (ex. 5 for tuba = 3 for flutes) 

 

Rehearse Variation V and Coda (starting @ m.209) 

• mm. 209-219 Balance of all parts  

• mm. 220-230 Relative Dynamics in ensemble  

• mm. 229-End: 1. Balance to low voices, ensure 

accents are being placed correctly, clarify releases 

(m. 236, 240, 242)  

Rehearse Variation IV 

• mm. 203-211 Balance down to low voice  

• Relative dynamics; don’t crescendo too early.  

• mm. 171-194 Balance of line moving from section to 

section 

Rehearse Variation III 

• mm. 165-171 Balance to low voices on unison 

rhythms, mm. 146-164 Balance of melody to half- 

note accompaniment 

Run Chorale 

• Focus on listening for inner voice moving lines  

 

Evaluation 

1. Variation V and Coda 

• Low voices tone is spread at times. Continue 

to stress an “Ah” vowel to avoid lapses in 

characteristic tone. 

• Dynamics are improving but, still need 

continued work to achieve the necessary 

contrast. 

 

2. Variation IV 

• In general, the ensemble is still playing too 

loud throughout this variation. Continue to 

expand the soft dynamics. 

 

3. Variation III 

• Much improved balance between chordal 

accompaniment and melodic line 

• 5-bar phrasing is much more apparent 

 

4. Chorale 

• Moving lines are clearer but, need to be 

brought out further in contrast to the melodic 

line. 
 



 

Rehearsal Plan – Rehearsal #6 

Ensemble: Kansas State University Wind Symphony   

 

Literature: Chester: Overture for Band Time: 4:35pm 

 

 

 

  

Plan 

Objectives: The ensemble will play with correct 

balance and blend to achieve better ensemble 

intonation Means for Achievement:  

-Utilize conducting to direct ensemble listening 

-Adjustable number scale for dynamics 

-Divide ensemble into groups: 4-bass, 3-tenor, 2-alto, 1-

soprano and use adjustable number scale to balance 

sections  

 

Rehearse Variation I (mm.38-101) 

• mm. 38-61 Balance within melodic line and 

balance between melody and accompaniment 

• mm. 60-76 Balance of WW and Brass within 

fragments, intonation of unison lines  

• Fl.2 remain 8vb? WW dynamics @ 4/10 

• Low Brass dynamics @ 5/10  

• m.67 alto voices @ 6/10, no tpt 3 @ 69-70  

• G Drone as needed  

• mm. 77-100 Adjust dynamics/balance for unison 

lines to achieve better intonation  

• Upper WW @ 5/10, Alto/Tenor voice @ 6/10, 

Lows @ 8/10  

• Brass will need reps mm. 84-86 and WW/horn 

reps mm. 87-96  

 

Evaluation 

1. Variation I 

• Improved balance between the melodic line and 

accompaniment figures. 

• Technical passages are much clearer but, still lack 

control at times 

• Adjusting the dynamics of unison figures 

improved the clarity of the lines but, extended 

range issues still present problems in intonation. 

• Cluster chords are now much more aligned with 

percussion creating a more resonant sound within 

the entire ensemble. 
 



 

Rehearsal Plan – Rehearsal #7 

Ensemble: Kansas State University Wind Symphony   

 

Literature: Chester: Overture for Band Time: 4:30pm 

 

 

 

  

Plan 

Objectives: Balance/Blend/Intonation of Chorale (mm. 1-

37)  

-Utilize conducting to direct ensemble listening 

-Divide ensemble into groups: 4-bass, 3-tenor, 2-alto, 1-

soprano and use adjustable number scale to balance sections 

-Adjustable number scale for dynamics 

 

Rehearse WW Chorale (mm. 1-16)  

• Watch for missed Concert F#  

• 4-bar phrases, breathe together  

• Ensure air is set before the release  

• Balance down to Bass Cl, Bsn, T.Sax, Cl. 3  

• Alternate playing/singing as needed  

 

Rehearse Brass Chorale (mm. 17-33)  

• Tendency will be to overplay, balance down in 

groups, 1-4  

• Brass is marked in 4-bar phrases w/ Timpani rolls to 

connect each phrase (brass, breathe on 4, set on 4+, 

play on 1)  

• Timpani rolls need to evenly crescendo across the bar 

line but, should be overplayed. Full value quarter 

note on beat 1 of the next measure  

• As texture builds, trumpets cannot overplay  

• Alternate singing and playing as needed  

• Suspension in m. 32  

 

Rehearse extension (mm. 33-37)  

• Balance unison lines  

• Marked mf, they will overplay  

 

Evaluation 

1. Chorale 

• Remind ensemble to set air behind the tongue to 

achieve a more uniform entrance. 

• Phrasing is improved  

• Brass chorale is more controlled but, still tends to 

be too bright at times. Remind the ensemble to 

balance down to lower voices and use an “Ah” 

vowel. 

• Alignment and uniformity of style is improved in 

the extension of the chorale.  

• Timpani rolls will need refinement within the 

brass chorale to help connect each phrase.  
 



 

Rehearsal Plan – Rehearsal #8 

Ensemble: Kansas State University Wind Symphony   

 

Literature: Chester: Overture for Band Time: 4:40pm 

 

 

 

  

Plan 

Objectives: Balance/Intonation of Variation III  

-Utilize conducting to direct ensemble listening o Adjustable 

number scale for dynamics  

  

Rehearse Variation III (mm. 146-171) 

• mm. 146-161- Balance of melodic line to 

accompaniment line and alignment of 5-bar phrases  

• Isolate melodic line and half-note accompaniment to 

balance each, then put them together  

• Breathe, set, release to start each phrase  

 

mm. 161-171  

• Balance of unison line (mm. 161-165)  

• Ensure crescendo is balanced and does not start too 

early or grow too much  

• Even though half notes are connected, fingers. must 

move fast to avoid smearing  

 

mm. 146-171  

• 5-bar phrases  

• Precise fingers/slide technique to maintain alignment  

• Don’t overplay, group 1=3/10, 2=3/10, 3=4/10, 

4=5/10  

 

Evaluation 

1. Variation III (mm. 146-171) 

• Melodic and accompaniment line are continuing to 

improve in both balance and clarity. 

• 5-bar phrases are now clearly identifiable aside 

from a few errors in the release of notes. 

• Extended range still presents some challenges in 

regard to intonation. 

• Dynamics have been adjusted to ensure proper 

balance within the full ensemble. 

 

2. Variation III (mm. 161-171) 

• Crescendo marked in this section is now more 

controlled and tone remains characteristic 

throughout the entire section. 

• Half-note accompaniment is now more clearly 

define in regard to style and articulation. 

 

 



 

Rehearsal Plan – Rehearsal #9 

Ensemble: Kansas State University Wind Symphony   

 

Literature: Chester: Overture for Band Time: 4:30pm 

 

 

 

  

Plan 

Objectives: Achieve ensemble pulse and balance in 

contrasting sections of Chester  

-Utilize conducting to direct ensemble listening 

-Adjustable number scale for dynamics/balance 

 

Rehearse the Chorale (mm. 1-38) 

• Timpani rolls connecting phrases (17-32) 

• Breath releases  

 

Rehearse Variation I (mm. 38-101) 

• Balance between percussion and cluster chords  

• Balance of WW melodic line (warmer sound)  

 

Rehearse Variation II (mm. 101-144) 

• Resonance of 8th notes (“Toe”) (mm. 101-120) o 

Move to the front of the beat (mm 101-144)  

 

Rehearse Variation III (mm. 145-170) 

• Bop (all parts)  

 

Rehearse Variation IV (mm. 171-211) 

• Dynamics and balance 

 

Rehearse Variation V/Coda (mm. 212-End) 

• Avoid overplaying dynamics (mm. 228-End) 

 

Evaluation 

1. Chorale 

• Timpani rolls are now clearly defined and assist 

in connecting each phrase of the brass section of 

the chorale. 

• Releases are now more clearly defined. 

 

2. Variation I 

• Balance continues to improve and cluster chords 

are now more resonant. 

• Technical WW lines are now much more fluid, 

and intonation issues are less apparent. 

 

3. Variation II and III 

• Alignment continues to improve between 

melodic and accompaniment figures in variation 

III 

• Dynamic contrast of Variation IV can still be 

more drastic. 

 

4. Variation V and Coda 

• Continue to work to avoid overplaying dynamic 

markings. 
 



 

Rehearsal Plan – Rehearsal #10 

Ensemble: Kansas State University Wind Symphony   

 

Literature: Chester: Overture for Band Time: 3:30pm 

 

 

 

  

Plan 

Objectives: Achieve pulse while maintaining 

balance/blend, intonation, dynamic contrast across larger 

sections of the piece.  

-Use a smaller conducting “canvas” to get more ensemble 

response  

-Numbered dynamics to achieve more dynamic contrast, 

balance, and intonation  

-Bop passages to solidify vertical alignment of unison 

rhythms  

 

Rehearse Chorale-Variation I (mm. 1-100)   

• WW release @ m. 17  

• Timpani roll must crescendo all the way through the 

bar line, cymbal crash @ 17 must be full and 

confident  

• Don’t let articulations drag tempo, use air to move 

tongue, play on the front of the beat  

 

Rehearse Variation II-III (mm. 101-170) 

• “Toe” articulation in unison rhythm (keep is light 

but resonant)  

 

Rehearse Variation IV-End (mm. 171-End) 

• Dynamic contrast @ m. 203 and alignment in brass 

@ m. 211  

• Releases @ m. 236 (off on 1) and m. 242 (off on 3)  

 

Evaluation 

1. Chorale and Variation I 

• Moving lines are confident but still must be 

conducted. 

• Timpani rolls are controlled and connect each phrase 

of the brass chorale. 

• Technical passages are achieved well with confidence. 

 

2. Variation II and III 

• Articulations are light and the tempo is consistent 

between variations and transitions.  

• The half-note accompaniment in Variation III will 

drag if not given direction. 

 

3. Variation IV, V, and Coda 

• Dynamic range is continuing to improve. 

• Balance is much improved with only minor lapses. 

• There are still some minor issues with the releases of 

notes. Remind ensemble to end long phrases with a 

breath release.  
 



 

Rehearsal Plan – Rehearsal #11 

Ensemble: Kansas State University Wind Symphony   

 

Literature: Chester: Overture for Band Time: 5:00pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

Objectives: Control of balance and pulse in large 

sections of the piece  

-Exaggerate conducting gestures to get a more 

noticeable response  

-In general, ensemble should play softer w/ an emphasis 

on p dynamics  

-Set air for off-beat entrances  

 

Rehearse Chorale/Variation I (mm. 1-100)  

• Chorale (mm. 1-37) softer player overall and 

spotlight on quarter-note lines during sustained 

chords  

 

Rehearse Variation II, III, and IV (mm. 101-211)  

• Balance down, more space between notes 

Variation III (mm. 146-170)  

• More front to half-note accompaniment 

articulations (piano chords)  

• Variation IV (mm. 171-211) Avoid tone 

spreading in low brass  

 

Rehearse Variation V, Coda (mm. 212--End)  

• Intonation/warmth of chorale (tpt, tbn, baritone)  

• Unison releases  

• Dynamic control 

 

Evaluation 

1. Chorale and Variation I 

• Dynamics are much improved allowing for 

moving lines to be heard more clearly. 

• Ensemble is much more responsive to 

conducting and gesture 

 

2. Variation II, III, and IV 

• Intonation issues are much less frequent, and 

players are adjusting much more quickly  

• Phrasing and style is significantly more aligned. 

• Dynamic contrast can still be more apparent at 

times. 

 

3. Variation V and Coda 

• Dynamic control is improved as the ensemble is 

not overplaying. 

• Some balance issues occasionally present issues 

in intonation and blend. 
 



 

Rehearsal Plan – Rehearsal #12 

Ensemble: Kansas State University Wind Symphony   

 

Literature: Chester: Overture for Band Time: 5:00pm 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Plan 

 

Objective: Dress rehearsal of the piece. Run the 

entire work and circle back after to address any final 

performance related concerns 
 

 

Rehearse entire piece 

• Listen for major issues in transitions, dynamics, 

style that might need addressed.  

 

Rehearse transitions between Variations 

• Ensure that gestures are clear, and players can 

move between each variation with confidence.  

• Stress dynamic and stylistic contrast between 

each variation.  

 

Evaluation 

1. Run through of entire piece 

• No major issues within each section 

• Dynamic contrasts will need to be exaggerated 

through my conducted in performance to achieve the 

desired result 

• Transitions were well-rehearsed, and players are 

confident in changes of tempo and style throughout 

the piece. 
 



 

References 

An interview with Frank Ticheli. (2024, November 10). Band Director.com. Retrieved November 

22, 2024, from https://banddirector.com/interviews/an-interview-with-frank-ticheli/ 

Atchison, S.L. (2015). From selection to the stage: An introduction to repertoire selection for the 

new director. Bluegrass Music News, 15(3), 16-19. 

Battisti, F. & Garofalo, R. (1990). Guide to score study for the wind band conductor. Meredith 

Music Publications.  

Berliner, W. (2020, January 28). ‘Schools are killing curiosity’: Why we need to stop telling 

children to shut up and learn. The Guardian. 

https://www.theguardian.com/education/2020/jan/28/schools-killing-curiosity-learn 

Blacking, J. (1969). The Value of Music in Human Experience. Yearbook of the International Folk 

Music Council, 1, 33–71. https://doi.org/10.2307/767634 

Blocher, L., Greenwood, R., & Shellahamer, B. (1997). Teaching behaviors of Middle School 

and High School band directors in the rehearsal setting. Journal of Research in Music 

Education, 45(3), 457–469. https://doi.org/10.2307/3345539 

Brown, M.J.E. (2024, September 20). Franz Schubert. Encyclopedia Britannica. 

https://www.britannica.com/biography/Franz-Schubert. 

Brown, M. R. (1993). Conducting Schuman's Chester Overture. The. Instrumentalist, 48(4), 29‐

 30, 32, 34, 36. 

Brown, M. R. (1989). The band music of William Schuman: A study of form, content and 

style (Publication No. 9003372). [Doctoral Dissertation, The University of Georgia]. 

ProQuest Dissertation Publishing. 

https://banddirector.com/interviews/an-interview-with-frank-ticheli/
https://www.theguardian.com/education/2020/jan/28/schools-killing-curiosity-learn
https://doi.org/10.2307/3345539
https://www.britannica.com/biography/Franz-Schubert


 

Carstens, K. J., Mallon, J. M., Bataineh, M., & Al-Bataineh, A. (2021). Effects of Technology on   

Student Learning. The Turkish Online Journal of Educational Technology, 20(1). 

Eastman School of Music. (2023, March 15). Verne Reynolds. 

 https://www.esm.rochester.edu/about/portraits/reynolds/ 

Elliot, D. J. (2005). Praxial Music Education: Reflections and Dialogues. Oxford University 

Press. https://doi.org/10.1093/acprof:oso/9780195385076.001.0001 

Elliott, D. J. (David J. (1995). Music matters: a new philosophy of music education. Oxford 

University Press. 

Forrester, S. H. (2017). Repertoire selection for concert band: Preservice music teachers’ 

perceptions and development of knowledge. Research Perspectives in Music 

Education, 19(1), 14–31 

Goolsby, T. W. (1999). A comparison of expert and novice music teachers’ preparing identical 

band compositions: an operational replication. Journal of Research in Music Education, 

47(2), 174–187. https://doi.org/10.2307/3345722 

Hardison, H. (2022, April 19). How teachers spend their time: A breakdown. Education Week. 

https://www.edweek.org/teaching-learning/how-teachers-spend-their-time-a-

breakdown/2022/04 

Hodges, D. A. (2016). A Concise Survey of Music Philosophy (1st ed.). Routledge. 

https://doi.org/10.4324/9781315666891 

Hofer, M., & Peetsma, T. (2005). Societal values and school motivation. Students’ goals in 

 different life domains. European Journal of Psychology of Education, 20(3), 203–208. 

Kirchoff, C. (n.d). Selecting repertoire: A matter of conscious.ABODA Victoria. 

https://shorturl.at/gqzal 

https://doi.org/10.1093/acprof:oso/9780195385076.001.0001
https://doi.org/10.2307/3345722
https://www.edweek.org/teaching-learning/how-teachers-spend-their-time-a-breakdown/2022/04
https://www.edweek.org/teaching-learning/how-teachers-spend-their-time-a-breakdown/2022/04
https://doi.org/10.4324/9781315666891
https://shorturl.at/gqzal


 

Kratus, J. (2019). A Return to Amateurism in Music Education. Music Educators Journal, 

 106(1), 31–37. https://doi.org/10.1177/0027432119856870 

Kratus, J. (1990). Structuring the Music Curriculum for Creative Learning. Music Educators 

Journal, 76(9), 33–37. https://doi.org/10.2307/3401075 

Kulesza, J., DeHondt, G., & Nezlek, G. (2011). More Technology, Less Learning? Information 

 Systems Education Journal, 9(7), 4. 

Lautzenheiser, T., Ticheli, F. (2023, December 22). An interview with Frank Ticheli  

[Conference Session]. The Midwest Clinic International Band and Orchestra Conference 

2023, W185 McCormick Place West, Chicago, Il, United States. 

Lundahl, C.E (2021) Wind music through the ages: A summary of dissertation recitals. (0000-

 0003-3307-5810.) [Doctoral dissertation, The University of Michigan].  

Magie, G. A. (1996). Conducting William Schuman's "new england triptych" (Publication No. 

9707406). [Doctoral Dissertation, University of California, Los Angeles]. ProQuest 

Dissertation Publishing.  

Manfredo, J. (2008). Factors influencing curricular content for undergraduate instrumental conducting 

 courses. Bulletin of the Council for Research in Music Education, 175, 43–57. 

Manhattan Beach Music Online. (2024, December 27). 

https://www.manhattanbeachmusiconline.com/frank_ticheli/ 

McArton, L. (2020). Reimagining music teacher education programs as multi-musical 

constellations. Visions of Research in Music Education, 35(18). 

McKay, D. P., & Crawford, R. (1975). William Billings of Boston: eighteenth-century composer. 

 Princeton University Press. 

https://doi.org/10.1177/0027432119856870
https://doi.org/10.2307/3401075
https://www.manhattanbeachmusiconline.com/frank_ticheli/


 

Millican, J. S., & Forrester, S. H. (2019). Music teacher rankings of selected core teaching 

practices. Journal of Music Teacher Education, 29(1), 86–99. 

https://doi.org/10.1177/1057083719867682 

Osting, A.E. (1978). An evaluation of composition for wind band according to specific criteria of 

serious artistic merit. [Doctoral dissertation, The University of Iowa]. 

https://kansasstateuniversity.on.worldcat.org/oclc/26279988 

Pratt, M. (2009). Band director preparation: Both before and after getting the job. (2009, 

September 25). Music for the Soul. https://michaelpratt.wordpress.com/2009/09/25/band-

director-preparation-both-before-and-after-getting-the-job/ 

Price H. E., Byo J. L. (2002). Rehearsing and conducting. In Parncutt R., McPherson G. E. 

(Eds.), The science and psychology of music performance: Creative strategies for 

teaching and learning (pp. 335–351). Oxford University Press. 

Reynolds, H. R. (2000). Repertoire is the curriculum: Repertoire selection has a major impact on 

what students will and will not learn, and it should help their musical understanding and 

appreciation. Music Educators Journal, 87(1), 31–33. https://doi.org/10.2307/3399675 

Santoso, M. (2020). An overview of Schubert’s 21 piano sonatas. Jurnal Seni Musik, 10 (2), 56- 

65. DOI: dx.doi.org/xx.xxxxxx/jsm.v1i1.xxx. 

Schubert, F. & Reynolds, V (2011) Little symphony for winds. [Musical score]. Boosey & 

 Hawkes 

Schubert F. (1865). Overture in an Italian style D591. [Study score] 

Schubert, F. (1843). Piano Sonata in E Major D459. [Piano score] 

Schuman, R. (1956). Chester: Overture for band. [Musical score]. Theodore Presser Company. 

https://doi.org/10.1177/1057083719867682
https://kansasstateuniversity.on.worldcat.org/oclc/26279988
https://michaelpratt.wordpress.com/2009/09/25/band-director-preparation-both-before-and-after-getting-the-job/
https://michaelpratt.wordpress.com/2009/09/25/band-director-preparation-both-before-and-after-getting-the-job/
https://doi.org/10.2307/3399675


 

Silvey, B. A. (2014). Strategies for improving rehearsal technique: Using research findings to 

promote better rehearsals. Update: Applications of Research in Music Education, 32(2), 

11–17. https://doi.org/10.1177/8755123313502348 

Silverman, M., Davis, S. A., & Elliott, D. J. (2013). Praxial music education: A critical analysis 

of critical commentaries. International Journal of Music Education. 

https://doi.org/10.1177/0255761413488709 

Small, C. (1998). Musicking the meanings of performing and listening. University Press of New 

 England. 

Swayne, S. (2012). Schuman, William. In New Grove Dictionary of Music and Musicians. 

Oxford University Press. https://doi.org/10.1093/gmo/9781561592630.article.A2225534 

Ticheli, F. (2005). Abracadabra. [Musical Score]. Manhattan Beach Music.  

Tilmouth, M., Kimbell, D., & Savage, R. (2001, September 13). Franz Schubert overture in C 

major, “in the Italian style”, d. 591. OUP Academic. 

https://academic.oup.com/book/49389/chapter-

abstract/422413782?redirectedFrom=fulltext  

Walker, M. J., & Blocher, L. (2013). Frank C. Tracz - The art of interpretation of band music. 

In Art of Interpretation of Band Music. Gia Publications. 

Wiggins, J. (2007). Authentic practice and process in music teacher education. Music Educators 

Journal, 93(3), 36–42. https://doi.org/10.2307/4101537 

WVS Database. (n.d.). Retrieved December 13, 2023, from 

https://www.worldvaluessurvey.org/WVSContents.jsp?CMSID=Findings 

https://doi.org/10.1177/8755123313502348
https://doi.org/10.1177/0255761413488709
https://doi.org/10.1093/gmo/9781561592630.article.A2225534
https://doi.org/10.2307/4101537
https://www.worldvaluessurvey.org/WVSContents.jsp?CMSID=Findings


 

Appendix A - Graph Analysis of Frank Ticheli’s Abracadabra 

Created by Dr. Frank Tracz, the following graph analysis was created in order to examine works of music measure by measure 

using the following catergories: Form, Phrase Structure, Tempo, Dynamics, Meter/Rhythm, Tonality, Harmonic Motion, 

Orchestration, General Character, Means of Expression, Conducting Concerns, and Rehearsal Considerations. A brief definition of 

each category is given below.  

Form organizes and identifies larger sections of the work at the macro level. 

Phrase Structure identifies smaller sections of the work broken into phrases and sub-phrases. 

Tempo identifies written tempo markings as well as changes in tempo such as ritardandos and accelerandos within the work. 

Dynamics identifies marked dynamics as well as markings such as crescendo and decrescendo within the work. 

Meter/Rhythm identifies indicated meter markings and changes as well as prevalent rhythmic motives within the work. 

Tonality organizes and identifies major tonal centers of the work at the macro level. 

Harmonic Motion organizes and identifies tonal centers and general harmonic progressions within each macro section of the 

work. 

Orchestration identifies instrumentation within each macro level section of the work. 

General Character organizes and identifies the authors interpretation of mood throughout the work. 

Means of Expression identifies the musical elements that contribute to the general character of the work at the macro level. 

Conducting Concerns provides information on the physical and non-verbal conducting considerations and how they relate to 

the musical elements of the work.  

Rehearsal Considerations identifies potential areas of concern which should be examined within the work. 

 



 

 



 

 



 

 



 

 



 

 



 

 



 

 



 

 



 

 



 

  



 

Appendix B - Graph Analysis of Little Symphony for Winds by Franz Schubert arranged by 

Verne Reynolds 

Created by Dr. Frank Tracz, the following graph analysis was created in order to examine works of music measure by measure 

using the following catergories: Form, Phrase Structure, Tempo, Dynamics, Meter/Rhythm, Tonality, Harmonic Motion, 

Orchestration, General Character, Means of Expression, Conducting Concerns, and Rehearsal Considerations. A brief definition of 

each category is given below.  

Form organizes and identifies larger sections of the work at the macro level. 

Phrase Structure identifies smaller sections of the work broken into phrases and sub-phrases. 

Tempo identifies written tempo markings as well as changes in tempo such as ritardandos and accelerandos within the work. 

Dynamics identifies marked dynamics as well as markings such as crescendo and decrescendo within the work. 

Meter/Rhythm identifies indicated meter markings and changes as well as prevalent rhythmic motives within the work. 

Tonality organizes and identifies major tonal centers of the work at the macro level. 

Harmonic Motion organizes and identifies tonal centers and general harmonic progressions within each macro section of the 

work. 

Orchestration identifies instrumentation within each macro level section of the work. 

General Character organizes and identifies the authors interpretation of mood throughout the work. 

Means of Expression identifies the musical elements that contribute to the general character of the work at the macro level. 

Conducting Concerns provides information on the physical and non-verbal conducting considerations and how they relate to 

the musical elements of the work.  

Rehearsal Considerations identifies potential areas of concern which should be examined within the work. 



 

 



 

 



 

 



 

 



 

 



 

 



 

 



 

 



 

 



 

 



 

 



 

 



 

 



 

 



 

 



 

 



 

 

Composition: Little Symphony for Winds: Mvmt III: Scherzo

Composer: Franz Schubert/ Arr. Verne Reynolds

Page 2

Measure #

Form

Phrase 

Structure

Tempo

Dynamics

Meter/Rhythm

Tonality

Harmonic 

Motion

Orchestration

General 

Character

Means for 

Expression

Conducting 

Concerns

Rehearsal 

Consideration

21 22 23 24 25 26 27 28 29 30 31 32 33 34 35 36 37 38

mf

Ab  Dmin  Abdim Dmin  Abdim Eb  Bb7 Eb Fmin Bb Eb  Bb7 Eb Fmin Bb Bb7 Ab Bb7

mp p mp  f

          Link Theme 2

Ab Major – Eb Major Eb Major

In: Cl.1-2, Hn.1-2, Bsn.1-2 In: Ob.1, Cl.1-2, Bsn.2 In: Fl.1-2, Cl.1-2 In: Fl.1,Cl.1-2,Hn.1-2,Bsn.1 In: Cl.1-2

Bb Eb

Harmonic surprises using diminished 

chords provide an unsteady and 

somewhat unpredictable transition to a 

new key

Repeated rhythmic features immitated across Oboe and Clarinet rise and fall naturally 

with the line continuing the dance style found in the first theme. 

Surprising, Accented Immitative, Light, Dance-like

Downbeats must be slightly longer the 

sfz  on beat 3 of each measure. Work to 

find and tune each chord, then find 

agreement on length between voices.

Pay close attention to the melodic line so that it is not covered by accompaniment playing block 

chords. This is especially true when the melody shifts to clarinet in the lower register. Dynamic 

contrast should be evident but not too lound, ensure players start soft enough to show growth without 

playing beyond the indicated dynamics.

Conduct stacatto downbeats and 

gesture for sfz. Give a light 

release at m.25

Conducting is still light with good rebound with added lyrical gestures shown in LH 

for melodic line. Indicate clear rise and fall of the line and exaggerate dynamics. Clear 

crescendo must be shown in mm.37-38
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Measure #

Form

Phrase 

Structure

Tempo

Dynamics

Meter/Rhythm

Tonality

Harmonic 

Motion

Orchestration

General 

Character

Means for 

Expression

Conducting 

Concerns

Rehearsal 

Consideration

39 40 41 42 43 44 45 46 47 48 49 50 51 52 53 54 55 56

mf mp p

Ab7 Bbmin7 Cdim Ab Eb Ab Eb Ab

  f p   f p p f mp

Theme 1                                                                                                                                                            Fine

Ab Major

Ab

In: Fl.2, Cl.1-2,Hn.1-2,Bsn.1-2

Ab  Eb Eb7

In: Fl.1-2,Cl.1-2
In: Cl.2,Hn.1,Bsn.1-

2
In: Fl.1-2,Ob.1-2,Cl.1-2

Essentially an exact repeat of the opening theme. Exaggerated dynamics between f and p  figures adds to the call and 

response/immitative style. 

Playful, ImmitativeLight, Playful, Dance-like

As this is repeated material, all of the considerations listed for mm.1-20 apply here as well. Stress the importance of 

giving direction and shape to repeated figures in this style as they are not always marked for the player. 

Show contrast in f and p dynamics here while returning to a completely light, playful pattern. Float between beats to 

show connected lines with light flicks on downbeats to keep articulations light. 
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Measure #

Form

Phrase 

Structure

Tempo

Dynamics

Meter/Rhythm

Tonality

Harmonic 

Motion

Orchestration

General 

Character

Means for 

Expression

Conducting 

Concerns

Rehearsal 

Consideration

57 58 59 60 61 62 63 64 65 66 67 68 69 70 71 72

p p

Db  Edim Cdim Db Db Edim Cdim Db C# B A E7 F#min C#min7 F#min C#-G#-C#

mfp mf

     Theme 3A (Trio)        Theme 3B (Trio)

Tempo Rubato

Db Major C# –Db (use of chromatic chord spelling/harmony

In: Fl.1, Cl.1, Bsn.1In: Cl.1,Bsn.2 In: Fl.1,Cl.2,Bsn.1

Tempo Rubato marking relaxes the fast-paced dance of the first two themes. Articulations generally become for 

lyrical and smooth throughout the trio of the movement. Pushing slightly forward on eighth note figures and pulling 

back on quarter note figures adds greatly to the rubato style of the trio section 

Lyrical, Flowing, Rubato Warm, Lyrical

Conduct in 3 for the trio. Slower tempo overall so be clear 

with pattern at the beginning of each phrase. Indicate 

ascending Flute line with LH starting in m.61.

Push forward on eighth note figures while slightly pulling 

against quarter note lines. Pattern should be completely 

smooth and lyrical with complete control between each 

beat 

Tuning of unison line between Clarinet 1 and Bassoon 2 should be 

observed. Ascending line in Bassoon 1 and Flute should be brought out 

only slightly as to be heard but not cover up the melodic figures. As is 

normal for most trio sections the shift in key must be noted. 

Enharmonic chord spelling could present issues. Respell 

chords if absolutely necessary. Follow the shape of the line 

which should lead to a gradual decrescendo throughout the 

entire phrase. 
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Measure #

Form

Phrase 

Structure

Tempo

Dynamics

Meter/Rhythm

Tonality

Harmonic 

Motion

Orchestration

General 

Character

Means for 

Expression

Conducting 

Concerns

Rehearsal 

Consideration

73 74 75 76 77 78 79 80 81 82 83 84

Db  Edim Cdim Db Db Edim Cdim Db Eb7-Edim Eb7-Edim Eb7-Edim Eb7-Edim

p mf p pp

Theme 3A(Trio)                                                                                                                            D.C al Fine

Db Major

In: Cl.1,Bsn.2 In: Fl.1,Cl.2,Bsn.1 In: Fl.2,Cl.2,Bsn.2 In: Fl.1-2,Cl.2

Light, Unresolved

Orchestration is lighter here and should taper to almost 

nothing to create tension and a need for resolution 

through use of diminished harmonies to maximize 

dissonance .

Tempo Rubato  marking relaxes the fast-paced dance of the first two themes. 

Articulations generally become for lyrical and smooth throughout the trio of the 

movement. Pushing slightly forward on eighth note figures and pulling back on 

quarter note figures adds greatly to the rubato style of the trio section 

Lyrical, Flowing, Rubato

3-pattern continues while showing rise and fall of the phrase. LH should 

again be used to cue the ascending flute line.

Pull back more on each measure to maximize the 

dissonance and tension before the Da Capo. Light 

release on fermatta and then, give a clear prep and 

downbeat like was show to begin the movement.

Tuning of unison line between Clarinet 1 and Bassoon 2 should be observed. 

Ascending line in Bassoon 1 and Flute should be brought out only slightly as to be 

heard but not cover up the melodic figures. As is normal for most trio sections the 

shift in key must be noted. 

Strive to achieve softest dynamics possible here. "one 

notch above silence" ensure Clarinet 2 digs into 

dissonance on E naturals. Good breath support is 

paramount for the whole movement.



 

 



 

 



 

 



 

 



 

 



 

 



 

 



 

 



 

 



 

 



 

 



 

Appendix C - Graph Analysis of Chester: Overture for Band by William Schuman 

Created by Dr. Frank Tracz, the following graph analysis was created in order to examine works of music measure by measure 

using the following catergories: Form, Phrase Structure, Tempo, Dynamics, Meter/Rhythm, Tonality, Harmonic Motion, 

Orchestration, General Character, Means of Expression, Conducting Concerns, and Rehearsal Considerations. A brief definition of 

each category is given below.  

Form organizes and identifies larger sections of the work at the macro level. 

Phrase Structure identifies smaller sections of the work broken into phrases and sub-phrases. 

Tempo identifies written tempo markings as well as changes in tempo such as ritardandos and accelerandos within the work. 

Dynamics identifies marked dynamics as well as markings such as crescendo and decrescendo within the work. 

Meter/Rhythm identifies indicated meter markings and changes as well as prevalent rhythmic motives within the work. 

Tonality organizes and identifies major tonal centers of the work at the macro level. 

Harmonic Motion organizes and identifies tonal centers and general harmonic progressions within each macro section of the 

work. 

Orchestration identifies instrumentation within each macro level section of the work. 

General Character organizes and identifies the authors interpretation of mood throughout the work. 

Means of Expression identifies the musical elements that contribute to the general character of the work at the macro level. 

Conducting Concerns provides information on the physical and non-verbal conducting considerations and how they relate to 

the musical elements of the work.  

Rehearsal Considerations identifies potential areas of concern which should be examined within the work. 

 



 

 

Composition: Chester:Overture for Band

Composer: William Schuman
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Measure # 1 2 3 4 5 6 7 8

Form

Phrase 

Structure

Tempo

Dynamics

Meter/Rhythm

Tonality

Harmonic Motion
G          Em    D G   C   G   D7   Em D G G    C   G Am  G  D  A7 D

Orchestration

General 

Character

Means for 

Expression

Conducting 

Concerns

Rehearsal 

Consideration

Theme

   p

Religioso  ( =72)

  G Major

In: All WW except Picc, A. Cl, B.Sax

Scoring is relatively light and thin with low WW written in the middle/upper range. Balance may be difficult to achieve without a true sense of low 

voicings and players must work to balance to tenor sounds. The key of G, while not uncommon may present some challenges with intonation. 

Additional care must be taken to ensure clear releases and entrances within the marked 4-bar phrases

Chorale setting of theme scored in WW choir. Creates the effect of an organ played in the upper manuals. Even 4-bar phrases create 

the effect of a choir singing and breathing together. 

Search for opportunities to conduct the musical line rather than beating time throughout the opening chorale. It is crucial to use 

vertical space rather than horizontal space and maintain a relatively small conducting pattern in the opening chorale.

Religiously, Sacred, Lyrical
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Measure #

Form

Phrase 

Structure

Tempo

Dynamics

Meter/Rhythm

Tonality

Harmonic Motion

Orchestration

General 

Character

Means for 

Expression

Conducting 

Concerns

Rehearsal 

Consideration

9 10 11 12 13 14 15 16

  G        C     

Am
G        Am     D G           C      D G Em         C     D C     Am      D Em  Am   G    D G sus 4-3

Theme

   p

Religioso  ( =72)

 G Major

In: All WW except Picc, A. Cl, B.Sax

Continue to encourage players to listen for inner voices to achieve balance of parts. As voicings open up, listen to ensure intonation stays consistent 

(will tend to be sharp). Ensure that moving 8th note lines are allowed to come through, especially in the low clarinet parts. 

Chorale setting of theme scored in WW choir. Creates the effect of an organ played in the upper manuals. Even 4-bar phrases create 

the effect of a choir singing and breathing together. 

Religiously, Sacred, Lyrical

Search for opportunities to conduct the musical line rather than beating time throughout the opening chorale. It is crucial to use 

vertical space rather than horizontal space and maintain a relatively small conducting pattern in the opening chorale.
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Measure #

Form

Phrase 

Structure

Tempo

Dynamics

Meter/Rhythm

Tonality

Harmonic Motion

Orchestration

General 

Character

Means for 

Expression

Conducting 

Concerns

Rehearsal 

Consideration

17 18 19 20 21 22 23 24

Eb        Cm    

Bb
Eb Ab   Eb   Bb   Eb Bb Eb Eb   Ab   Eb  Fm   Cm   Bb  Adim Bb 

Religioso  ( =72)

Theme (Repeated)

   f

Eb Major

In: All Brass + Cymbals, Timpani                                                                                                                                                                                                                           

Out: WW Choir

While still lyrical, the timbre becomes much fuller with the shift in orchestration from WW to Brass. The scoring  Use of cymbals, 

timpani alonside a tonal shift to Eb Major create contrast to the opening statement of the theme. 

Religiosly, Majestic

While generally more full than the WW statement of the chorale, ensure 

that the brass entrance is not harsh or too bright as low voices are scored in 

their upper range for the first phrase. Trumpets should be encouraged to 

play one dynamic marking below what is written and to listen for a voice 

lower than their own.

Low brass range is rescored into a lower range providing an opportunity for 

a warmer timbre, ensure that these players bring out their moving lines 

(quarter notes) where applicable. High brass should continue to play one 

dynaminc marking below what is written to ensure balance.

As brass takes over the melodic line, it is critical that eye contact and clear prepatory gestures are used to ensure a clear entrance for 

players. While fuller, continue to make use of horizontal space rather than vertical space to emphasize the lyric, flowing style of the 

chorale.
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Measure #

Form

Phrase 

Structure

Tempo

Dynamics

Meter/Rhythm

Tonality

Harmonic Motion

Orchestration

General 

Character

Means for 

Expression

Conducting 

Concerns

Rehearsal 

Consideration

25 26 27 28 29 30 31 32 33 34 35 36 37

Eb    Ab  Fm Eb    Fm  Bb Eb    Ab Bb Eb Cm    Ab Bb Ab Fm Bb Cm Fm Eb Bb Cm sus 9-8 Eb    Ab  Eb Ab Fm Bb Cm  Fm  Eb Eb/Bb     Bb Bb

Extention

Religioso  ( =72)

Theme (Repeated)

  f                                                                                           mf                                                                         

Eb Major

Religiosly, Majestic Sacred, Reflective

In: All Brass + Cymbals, Timpani                                                                                                                                                                                                         

Out: WW Choir

In: WW except Picc, 

B.Sax                         

Out: Brass, Perc.

In: Low WW, Low Brass.                      

Out: Upper WW

Repeat of the opening theme made more majestic and powerful through 

orchestration in brass.

Extention of the theme, gradually diminishing 

toward the final cadence of the opening section

Avoid simply conducting the melodic line throughout the 2nd statement of the 

chorale, allowing for focus on moving accompaniment lines and bass motion. 

Give a clear prepatory gesture for woodwinds 

using both eye contact and posture to facilitate a 

clear, aligned entracne at mm. 33. Allow a 

significant pause at the marked cesura before 

Timpani rolls should be used to connect phrases while the brass choir breathes together on 

count four at the end of each phrase. It may ne necessary to show the release/breath for brass 

however, LH or RH should be used to communicate the timpani rolls to ensure the 

connection of each phrase in second half of the chorale section. 

Ensure that the brass unison octaves are carefully tuned 

in mm. 35-37. Do not hestitate to leave a good amount 

of space at the cesura before moving into the quicker 

tempo.
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Measure #

Form

Phrase 

Structure

Tempo

Dynamics

Meter/Rhythm

Tonality

Harmonic Motion

Orchestration

General 

Character

Means for 

Expression

Conducting 

Concerns

Rehearsal 

Consideration

54 55 56 57 58 59 60 61

Am/B(add9)

Variation I

Allegro Vivo  ( =160)

                                                                                                                                            

G Major

Melody presented in G Major over C Cluster Chords Unaccompanied Melody

In: Full Ensemble

March-like, light

Continued fife and drum style marching song

Maintain a light, stacatto pattern to avoid a slackening of the tempo as the variation continues. Avoid using a pattern that is too large 

as the tempo may drag if a larger pattern is shown. 

The crescendo in m. 57 must be significant but not beyond the level of maintaining characteristic tone. Additionally, precise articulations in the WW 

melody are crucial in mm. 58-59. As no marked key signature is provided, ensure players have observed the shift in tonality from Eb Major to G major 

and that accidentals, concert F# in particular are observed. 
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Phrase 

Structure

Tempo

Dynamics

Meter/Rhythm

Tonality

Harmonic Motion

Orchestration

General 

Character

Means for 

Expression

Conducting 

Concerns

Rehearsal 

Consideration

62 63 64 65 66 67 68 69 70 71 72 73 74 75 76

In: tbn, 

euph, 

tba, 

s.bass

Transition

Allegro Vivo  ( =160)

  f

G Major

Unaccompanied melody, Interval is at an octave or other set interval (5th, minor 3rd, etc...) No true harmonic sense, G tonality still suggested

Add: upper WW
Add: low ww, 

saxes, hn
Add: tpts

Immitative, detached

Theme is broken apart and played in immitation to begin the transition to the 2nd variation

Show clear preps for each fragmented group through this section. It is not necessary to cue every entrance but each melodic 

fragment should be clearly shown by the conductor.

The transition to variation I begins a series of immitative lines between voices which must match both in dynamic level and articulation. Encourage 

players to listen carefully to other voices, especially those lower than them in order to maintain balance and alignment of these figures. 
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Measure #

Form

Phrase 

Structure

Tempo

Dynamics

Meter/Rhythm

Tonality

Harmonic Motion

Orchestration

General 

Character

Means for 

Expression

Conducting 

Concerns

Rehearsal 

Consideration

77 78 79 80 81 82 83 84 85 86

Add: 

Timpani

Transition

  p

Allegro Vivo  ( =160)

G Major

Unaccompanied melody, Interval is occasionally at an octave or other set interval (5th, minor 3rd, etc...) No true harmonic sense, G tonality still 

suggested

In: All brass, perc.                                               

Out: WW

In: upper WW, Hn, 

Cymbals
Add: tpt Add: tbn, euph, tba

Immitative, detached

The theme continues to be broken into smaller pieces as the transition progresses

Show clear preps for each fragmented group through this section. It is not necessary to cue every entrance but each melodic 

fragment should be clearly shown by the conductor.

The cymbal crashes in mm. 77-79 while not marked as such may remain open. Dynamics here must be stricly adhered to and a clear contrast 

between p  and ff  must be heard. The trumpet line in m.81 may present a significant technical challenge for musicians and may require additional 

rehearsal. The interjections found in the timpani part must be strongly played and confident which may require a specific cue from the conductor.  
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Measure #

Form

Phrase 

Structure

Tempo

Dynamics

Meter/Rhythm

Tonality

Harmonic Motion

Orchestration

General 

Character

Means for 

Expression

Conducting 

Concerns

Rehearsal 

Consideration

101 102 103 104 105 106 107 108

Eb/Ab F/Bb       G/C Ab/Db      Cm/C Cb/A      Eb/Ab F/Bb       Ab/Db G/Eb      F/Gb Eb/Ab        Ab/Gb G/Ab  F/Bb   Eb/Db

Variation II

Allegro Vivo  ( =160)

Bi-Tonal Eb Major / Db Major

In: Saxes, Low WW, Brass                                                                                                                                                                                                                                      

Out: WW, Perc.

Detached

Broken thematic ideas from the transition are used alongside the marching song style of variation I to create a more detached 

variation of the main theme

As with variation I, detached stacatto conducting can be effective in conveying the sudden shift in style found in the section. 

Gestures of syncopation will ensure clear entrances as voices are added.

A drastic shift in dynamic must occur immediately at the beginning of variation II. While marked generally at mf, it may be necessary to further reduce 

volume. This section also introduces bi-tonality of two non-related keys, and it may be useful to identify and rehearse separately the two keys to ensure 

accurate intonation. 
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Tonality
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Rehearsal 

Consideration

212 213 214 215 216 217 218 219

Db Major

C         F   G Am        Em
F   Am   Bm    

D 
Em       C Gm          Eb     Dm          Em F          Am G            Bb     

Variation V

Allegro Vivo  ( =160)

C Major

Add: Tba, String Bass

Light, detached

Opportunities for lyric, horizontal conducting should occur at the beginning of variation V. Trumpet is the lead voice of this 

statement of the melody so eye contact and a clear prep are crucial as the transition into this variation is only one measure long, 

leaving little time to shift styles. 

The melodic line in trumpet and accompaniment in trombone and euphonium should be carefully balanced at the beginning of variation V. As more 

voices are added, ensure that the dynamic level does not increase too quickly. 

While the march style continues in percussion, the melodic material is now presented in its original form signaling the completion of 

the arc form of the work.

In: Tpt, Hn, Tbn, Euph, Snare
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220 221 222 223 224 225 226 227 228 229 230 231

Db  Gb       Ebm Db Gb       Ab   Db  Db/F  Fm Gb       Ab Bbm Ab Db/Gb Gb/Cb F/Bb Eb/Ab Db/Gb
Eb/Ab Cb/Eb  Ab/Db 

Db/Gb
Bbm    Ebm

In: 

Upper 

WW, 

Add: 

Hn, 

Tbn, 

Variation V

Allegro Vivo  ( =160)

Db Major

In: Cl, Saxes, Hn, Tbn, 

Euph, Tba, Perc.
Add: Fl, Ob. Add: Tpt

In: Brass                                            

Out: WW

Lyric, expressive

The theme is now augmented against the marching style in percussion, further returning the piece towards the initial 

statement of the melody in the opening chorale

From mm.223-228 a slow crescendo occurs which should not begin too early as to arrive at the new dynamic too quickly. Encourage 

players to wait until m.226 to actually begin the crescendo as scoring and added voices will allow the crescendo to occur naturally in mm. 

223-225.

Supermetric conducting may again be used as the melodic material is now presented in an augmented form however, a 

return to 4/4 time will be required at m. 228
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232 233 234 235 236 237 238 239 240

Db  Ebm  Fm  Gb   Ab Gb Db/Gb Db

Coda

Allegro Vivo  ( =160)

Db Major

Gb  Db/Gb      Gb Gb/Db Gb     Db/Gb

In: Full Ensemble

Majestic

After remaining largely segmented, full ensemble is used to begin the coda, signaling the final statements of melodic material and 

triumphantly returning the theme.

The remainder of the work occurs largely in full ensemble. Entrances and releases should be clear and aligned. The large leaps that occur must be carefully 

tuned as the top note has a tendency to be sharp as players reach for the note. Encourage musicians to relax their embouchure on these leaps to avoid 

intonation issues on the leaps. 

Sustains and releases must be clearly shown throughout the coda. This can be effectively done with the left hand however, both may 

be used to ensure aligned releases of chords
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241 242 243 244 245 246 247 248 249

Gb Db Db/Gb

Coda

Allegro Vivo  ( =160)

Db Major

Db

In: Full Ensemble

Majestic, full and powerful

Powerful sustains, along with melodic fragments are used to extend the form and emphasize the closing of the piece

As with other sections of the piece, it may be necessary to adjust the marked dynamics to allow for the final chords to grow appropriately. The final chord 

should be struck and then diminish slightly before growing again slightly toward the final release in order to maintain motion through the end of the work. 

Sustains and releases must be clearly shown throughout the coda. This can be effectively done with the left hand however, both may 

be used to ensure aligned releases of chords. A crescendo of the final chord can be shown but care should be taken to ensure it does 

not start too early.
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