An examination of analysis and practices for wind band using Abracadabra by Frank Ticheli,
Little Symphony for Winds by Franz Schubert/Arr. Verne Reynolds, and Chester: Overture for
Band by William Schuman.

by

Richard Wilbur Ebersole

B.M., Temple University, 2012

A REPORT

submitted in partial fulfillment of the requirements for the degree

MASTER OF MUSIC

School of Music, Theater, and Dance
College of Arts and Sciences

KANSAS STATE UNIVERSITY
Manhattan, Kansas

2025

Approved by:

Major Professor
Frank Tracz



Copyright

© Richard Ebersole 2025.



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.



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.



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
e 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 201! with access to ample chairs, stands and
percussion equipment.
Wind Symphony
e 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).> AFC is a large

! 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.



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

e 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



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.? 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.



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 [: Composer
e 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
e 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
e 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

e Unit IV provides technical considerations that should be considered when

rehearsing the piece. This includes instrumentation, cues and percussion



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
e 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
e 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
e 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.



Unit VIII: Suggested Listening
e 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
e 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
e 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



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.



Figure 1.1 Example of Tracz Graph Analysis
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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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Wind Symphony
&
Concert Band

Dr Alex Wimmer, Conductor
Dir. Lack Demminger, Conductor
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MeCain Auditoriom
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Concert Band
Dr. Enck Deininger, Condwoter

B (20BN, oot eneeeee K tah] Copley (b, 1988)

Abracedabirg (5. .o
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Conduried by Rich Ebersale

Benedicnon [ZIIEZ0L00. oo e e i s s e s seeesses SO SdEvens (B 1FE])

Wess Flighimnds Sajorm (19950 ..o

wecereneer oo Bunbert Ehelden (b, 1954
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Wind Symphony
Dir. Alex Wimmer, Conducior
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Shenardoah (20097 .

Conducted by Tyler Lee

Englisk Falk Sovg Swdte (1924t ... Ralph Vaughan Williams { 1872.1958)

Black foree Troop (1920141 e e ceen s emeaeeseas JONN Philllip Sousa (1854-1932)
ed. Frederick Fennell {1914-2004)
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Concert Band Program Motes

BRFRAEE [ZOB00. s oemee v saemevems s eemsssnesssemsemmsssaeessammssrmmtemees samssammssssnnsssmsesnneesonnssenns o KEIR] Copley (b 1988}

Shooting stars, asterodds, and the moverment of the heavenly bodies in the night sicy have always fascmated homans. Some
cultures have always had strong beliefs and soperstitions in the meaning of sheoting stars. Traditionally shocting stars also
maant o new birth and changes in one's life.

With Mfiniy, | wanted to create the sense of shooding stars flying throogh the infindte playground known ax space. As the
pieoe begms, the warld of space is filled with stars runming through the skies. Throughot the piece, the shooling siars go
throwgh many different scenarios, both dark and light, until fimally at the end of the piece, the stars — with their beight colors
and light= — flash across the sky with spectacalar grandear.

Program nobe from the compaser - Katahj Copley
Abrmemdabrm (5. . e e e s anes saen e s emcn s ameeen oeces PTRAE Ticheli {h. 195E)

Abracadabre was composed in the summer of 20804, and was archestrated the following Movember daring a residency at the
MacDowell Colony. Abrecadabre was commissioned by the Driscoll Middle School Band in San Antania, Texas mnder the
direction of Richard Gonzales.

The piece is dedicated to my son, and is ot once playful and serious, inmocent, 2nd mischieveas. A sense of mystery pervades
2= the dark key of (G miner is balanced by sudden shifts to bright and sonmy major keys. Througheat the compasition [ was
thimking ahout magic, not im an evil or frightening sense, bt as & sowrce of fim and fantasy. My wonderfally playfid,
sometimes mischievous young son was always in the back of mind, & were images of Halloween with its costames and jack-
a'=lamterns. As the piece nears its conchsion, the music rushes toward what seems to be an explosive finish. Bt the
wondwinds miemupt, famming cul iv a questioning whaole-tone cluster. They are answered by a puff of sound, a final
disappearing act.

In sirictly mesical 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, virually every note can be traced to the main melody or is

accompaniment. Because of this heightened sense of unity, | had 1o choose other ways 1o achieve musical variety. The most
imporiant solution was throwgh the sudden and frequent shifts of mood, mode, and tonality.

Program note from the compaser — Frank Ticheli
Benedienon (2M0L20000. oo e e s samne e seeens o JONT Stevens (BUI9S 1)
Benediciion was originally a wark for fuba'euphoniam gaartet. [t was composed for the Sotto Voce Quarntet in 2102 g0 be the

final work on a recarding of all of the composer’s tuba quartets | Swmmit Recards). This internaticnzlly acelaimed quartet is
made wp entirely of former students of John Stevens at the University of Wisconsin-Madson. Senedictian was infended 1o
he a sonoroas “amen” of vocal chamcter om this recarding prmarily comprised of more lively works. The composer’s creatsan
af this verston for wind band was encoursged by and is dedicated 10 Soott Teeple, Director of Bands af the University of
Wisconsin-rMadison

Progrmam note from the compaser - John Stevens
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Concert Band Program Motes
Woert Highianads Safowrn (1993}, ..ot eee oo seeeeeeeeeeee e eenseeee s o oo RObert Sheldon (b, 1954)

Wess fighieads Safowm was mspired by the composer’s trovels to the westem hill country of England and Wales. The work
is in three cantrasting movements.

The first movemnen, Stow-on-the-Fald, refers 1o a rural destination, a market town in Gloucestershire, England. The town is
fiall of stome hoases, kotels, shops, and quaint restaurams and 1ea houses. The music of the first movemaent is a light, cheerfal
march.

Brodfrd Falizde, the second movement, taioes s 1o a borough in Northem England. Bradfond, curremly a populoos area, has
an imdustrial history. The region is now a bastling, metropoelitan area, fall of shopping and calbare, and surrounded by beauiifal
malling hillsides and meadows. The lovely, gentle melbodies of Sradford Fallade evoke a relaxing, melbow hike through the

picturesguoe coantryside.

The third movement, Denwemhivaier, mkes #s name from a big lake in northowest England. Dersentwater is 2 popular vacation
destimation, with walking trails, swirnming, fishing, and boating. Sheldon composed the movement in & brisk 68, with several
hemiolic imerchanges between the bmss and the woodwinds.

Progmam nobe from the compaser — Mancy hoser

BT Al o P PRONN .« 3 111141 . 21§
[mitially published in 1955, Black & is a classic march thad has been pant of the basic band Ebrary for years. With its interesting
hanmonic struchuring, i gives a pleasingly different sound within the traditional march format. The title is reminiscent of the

momposer's alma mater, the University of Michigan, where during the weekly pregame celebmation the UM marching band
forms the traditional Bleck M on the foothal] fizld.

Program note From the composer Jerry Bilik
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Wind Symphony Program Motes
Iy L R . {1 .+ [ 1 11T i L

Comprised of robust brass melodies, sweeping woodwind lines, and rhythmic astined, this composition capheres epic
grandear and beaaty of Everest, the kighest meantain an Earth.

Bem in Buffalo, Mew York, Rossano Galante received his Bachelor of Arts Degree m Trnempet performance from SUNY
Burffalo in 1992, That same year ke was ane of nineteen peaple from aroand the wearld 1o be accepted to the University of
Sothern California’s Film Scoring Program. He studied with the late Rerry Golddsmith, who waon an Academy Award for his
film score for The dmen. In 1999, Mr. Galamie moved 1o California to pursue a career in film compasition and orchestration.
Since then, he hes worked with twostime Oscar nominsied composer Marco Beltmnm, Christophe Beck, Brian Tyler and
Walfram de Marco.

Mr. Galante has served as erchestratar for ovent siaty stodio films incleding, A et Place, Logaw, Walverime, Charlie’s
Angets, 3:70 to Fama, A Crood Day to De Hard, Trowhle wirk the Carve, The Thing, Fina! Devitmanion 5, Dow 't e Afraid af
fhe Dark, Kpowing, Wax Fome, The Lighe Wermaid: Arel’s Begimaing, Alvie and the Chipmumls, Live Free or Dhie
Mard, Red Epe, The Timedo, Tiwesdanes with Mewrte, amang many others.

For his large-scale Wind Ensemble compasitions, be has been commissioned by the Hofstra University Symphonic Band,
Mebrazks Wind Symphony, the Amherst Chamber Orchestm, Tremton State College, SUNY Buffalo, Grand [sland Middle
Schoal, Syracuse Youth Symphany, Poim Pleasant Besough High School, Nonh Tonzwanda High School, Lockpon City
Schoal Dstrict, Edward Town Middle Schoal, Daxbery High School Wind Ensemble, Allegroc The Chamber Orchestra of
Lancaster, Franklin & Marshall College, West (GGenesee High School Wind Ensembile, East Stroudsbung High School, Grissom
High Schoeal and the Erie County Wind Ensemble. Many in progress.

Mr. Galante has 49 published compositions for Alfred Publications, . Schirmer, Hafabm, C.L. Bamhouse and
Diehaske Camaw.

Program nobe from the composer — Bossano Galame

Sienamdagf (2000 . v e e s ran e nr s sanr s ams vamnnsane s sannesanes ssaneras G LAMAr Thomas (b 19E4)

Shenamdoah is ane of the neost well-known and beloved Amencana folk songs. Origimally o river song detailmg the lives and
journeys of fur iraders canoeing down the Misouri Biver, the symbelism of this culturally significant melody has been
expanded bo include ils geographic namesake == an area of the sastern United Sates that encompasses West Yirginia and a
pood partion of the western part of Virginia == and varicas parks, mvers, counties, and academic msinutions found within.,

Back im May of 2018, afier hearing a really kovely duo armangement of Sheneadoak while adjudicating a music competitian
in Minneapodis, [ axked my=self, after heanng so many versions of this iconi: and histone song, how would 1 set o differently?
[ thouwgh abowd it and thowgin abowt it and thowght abowt it, and before [ realized i, [ had composed and assembled jost abosat
2l of this arrangement in oy head by assigning bass notes io the meledy and filling in the harmoary in my head afierwards. [
waould indermittently check myself an the piano to make sure what [ was imagming worked, and ended up changing almost
nathing at all from what ['d heard in oy mind's ear.

This arrangement recalls the beauty of Shenandeah Walley, not bathed = gobden sunfight, but blanketed by low-hanging
chouds and experiencing intermittent periods of heavy rainfall {created with & combination of percussian textures, generated
hath an instrumends and from the body]. There are a fow musical moments where the sun aftempds to picrce throogh the
chouds, but ultimately the rains win out. This arrangement of Shemandealh is ol times mysterious, somewhal omineas,
onstantly infrospective, and deeply sowlfal.

Omar Thomas (b 1984, Brookhm, B.Y.) is an Americen composer, amanger and educator. Bom to Guyaness parents, Omar

moved to Boston in 20046 to pursue a Master of Music degree in joz composttion at the New England Conservatory of Ruasic,
He is the protégeé of Ken Schaphorst 2nd Frank Carlberg, and has sbodied ender Maria Schneider.

16



Wind 5ymphony Program Motes

Omar's music has been performed in concert halls acrass the coamtry. He has been commissioeed to creale warks m bath jae
and classical styles. His work has been performed by such diverse groups as the Eastman Mew Jarz Ensemhle, the San
Francisco and Beston Gay Men's Choruses, and the Colomde Symphany Orchesira.

He conducts the Omar Thomas Large Ensemble, a group was first assembled for Omar's gmduate composition recital at the
Mew England Conservatory of Music in the spring of 2008. He was awarded the ASCAFP Yoang Jaze Composers Award in
20 and was invited by the ASCAP Association fo perform his music in their highly exclusive JaZ>Cap Showeese, held in
Mew Yark City.

Mr. Thomas accepted a position in the composition area at the University of Texas in Austin in the 21l of 20200 Previoushy
he was & memb=er of bath the Harmany and Music Education departments a1 Berkbe:, where he taught all foor levels of
harmony offered, m sddition o t2king charge of the "Intreduction to Music Education® course. Omar was an aciive member
af the Berklee community, serving on the Diversity and Inchsion Ceancil, the Comprehensive Enrollment Strategy
Workgroup, and acting as co=chair of the LGET Allies. Omar was nominated for the Distinguished Faculty Award after only
three vears at the college, and was thrice awarded the Cestificate of Distinction in Teaching from Harvard University, where
he served as & teaching felbow.

Program nobe from the composer — Omar Thomas

Englisk Falk Sowg Swtte (19241 ... Railph Vaughan Williams {1872-1958)

Falk Sang Sufte {1924d) was compased for British military band im 1924, [t is in three movemnents {"March-Seventeen Come
Sunday,” "Imtermerro-My Banny Fay,” and *bMarchsFodk Songs fr Samerser.”) The first movement contams the folk songs
I'm Seventeen Come Sunday,” "Pretty Caroline,” and " Dhives and Lazarus." The second movement contains "My Bosmy
Boy® and "Green Bushes.” The third movement comtains *Moming Dew,” "High Gemmany,” *The Tree 5o High," and “lohn
Barleycarn.” Folk Song Swite, along with the taro suites by (astav Helst, was one of the first works in this century’s reperinire
af compositions specifically composed for band and is a tne comerstone of wind literature.

Ralph Vaughan Williams was born in Down, Amprey, England in 1872, and died in London in 1958, He was widely
acknowledged as one of Britaim's leading composers afier the death of Sir Edward Elgar in 1954, 2nd he was a leader of the
tweniieth-century English national school. From 1938 antl his death, his time was devoted to composition, charch masic,
music for amateur use, and folk song research and publication. His main contributions inclode nine symphonies, several
archestral waorks, inchoding Farietioes on @ Theme by Thomas Talids, solo works such as his tuba concerto, charal warks,
aperas, and several warks for band, including Sea Songs, Taconta Merziele, Flourish for Fing Sand, and Bhogymoedre. His
Symmpliory Mo, # comtains Soherzo afla Marcla, 2 movensent composed entirely for winds and often performed 25 an individual
wark by wind ensembles.

Program notes edited by — Alex Wimmer

Biged Foree Troop (192S 09T e eeeeecn Jahn Philllip Sousa (1854-1932)
ed. Frederick Fennell {1914-2004)

The 8lack ferse Troop march was completed December 2, 1924, a1 Sousa's Sands Point, Long Island, estate. [t was
played for the first time abowt ten months later on October 17, 1925, at a concert of the Sousa Band in the Public
Audstoriven, Cleveland, Ofie — and [ was there. | had not been o such an event as this ooe. | remensber that as Sousa’s
march was being played, Troop A rode [their borses] onto the stage and stood behind the hand to the bomulheous cheering
af all. The March King enjoyed a long relationship with the men and harses of Cleveland”s Ohde Mational Goard Cavalry,
knowm 2= Troop A ~ Frederick Fennell

blany credit Frederick Fennell with beimg the primary catalyst with the creation tnday's modern wind ensemble. He

received a Bachelor of Music degree, BMaster of Music degree, and an honorary doctorate from the Fastman Schoo] of
Music i the University of Rochester. He served an the faculty of the Exstman School of Music and the University af
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Wind 5ymphony Program Motes

Miami School of Music. While at Eastman he founded the Eastman Wind Ensemsble, receiving sumserous awards for their
mommmental contribaizons to the modern wind band movement, He was also the principal conductor of Tokye Kosed Wind
Oirchesira as well as the Dallas Wmd Symphony as well as mamerous other prestigious wind ensembles and cechestras.

“Fred Fennell changed music. He was shoet in beight, but buge in stabere and character. He was a consummate professional
and emteriainer - and a class act in every way. He will be deeply missed, but never, ever forgotien.” — Mark Scatterday,

current directar of the Eastman Wind Ensemble.

Program notes ediied by — Alex Wimmer
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Kamsas State Universily - Concerl Band
FALL 20X3
fixted in alphabetical order

FLUTE BASSOON HORM
Paige Cannon {Prcc) *Smon Kirkehy *Craig Brmkman
Tia Cale Carter MecDomald
Kait Mock ALTO BAN Maddie Renner
Salem Ponnuru *Chris (Gubiemrez Karla Salwn
*Alliscn Reid Jarrett Smith
Sehastian Yharm TROMBONE
OHEOE Jake Daley
*Svlvia Cunmingham TENOR SAX Jess Hargett
A Castillo Lucas Schneider
CLARINET *hdalachi Williams
*Angel Amaro BARITONE SAX
Jackie Coak Joe Gibbs EUFHONITM
Payten Mayfield Johin Haefke
Emma Skuldn TRUMPET *Chase Keesling
Shelby Siolzenburg Katie Bailey Starm Smmmans
Havely Wolff Karson Griffin
*Cameron Sadler TUBA
BASS CLARINET Mlark Thompson hargaret Benson
*Michelas Camburako Emmet Williams Sarn Echicferecke
Bre Ledbetter
FERCUSSIOMN
Eellen Broeckelmann
*Mathan Koupal
Mathan Rath
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FLUTE

Josephine Bensan
Tahitha Ellwoad*
Melizsa Fierro (Pic)
Alexander Mluweller
Tegan Stration

CLARINET

Kellen Bracklemann
Sarah lane Kelley
Abhigail Rakes
Anna Ridgway
Alexis Sution®
Alexiz White

BASS CLARINET
Caleb Kissoon
Izabelle Mwllmanx®

OBOE
Alls Gladfelder*

BASSOON

Kir Baker-Davies®
Andrew Leavitt
Kels Schnelle

Kangas State University - Wind Symphany

FALL 20X3

fisted in alphabetical order

ALTO SAX
Coaper Carlson
William Eufahl
Abby Vetter®
Bremden Vindng

TENDER 5AX
Bax Comireras

BARITONE SAX
Chase Barman

TRUMPET
Oroven (renereux
Trsmtan Lews
Emily Beed
Caden Boark®
Jae Seefeld
Brett Wycodf

HOREN

Tim Buzhler
Izabel (Grafel
Kendan Powers®
Juastin Stration
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TROMBONES
Claire Albright
Zach Ellion*
Shardae Sanders

EUFHONILM
Sydney Smith®
Michael Thompson
Eaden Williams

TUBA
Olivia Frapco
Isaiah Zmkan*

PERCUSSION
Grey Fluke*
Chase [vey
Augast Siefkes
Jasper Wallad
Chiris Wells
Jeszie Whelan
Eyan WoodnadT

*Frincipal'Section Leader



Concert Band Conductor

DR. ZACK DEININGER is the Assistant Director of Bands at Kansas Stmie University. His duties inclede directing the
Comncert Band, Yalleyball Band, Cat Band {baskethall pep band]), and Pub Crawl Band; serving as Assistant DNrector of the
Pride of Wildear Lawd marching band, mchuding arranging and writing drill for the KSUMB; and instructor of
undergraduste courses in conducting and the histery of country music. During the summer, D, Deminger serves as the
Assisiant Coordinator of the K-5tate Summer Music Camp and K-State Leadership and Aoxibiary Camg.

[ir. Deininger received a Doctor of Musical Ans Degree in Wind Conducting from the University of South Carolina where
he served a5 2 praduste assistant with the Carofina Bands. At the University of South Carolima, he assisted with all aspects
af the concen and athletic bands, incloding amanging and writing drill for the Undversity of South Carolina Marching Band,
ansd msisted with undergraduate conducting courses. Prior to receiving his doctarate, Dr. Deinmper served as the Asgistand
Directar of Bands at Green Valley High School in Henderson, Mevada |2 suburk of Las Vegas). In this position, he oo-
directed the |75-member Green Valley Marching and Ashletic Bands, directed the Symphenic Band, Concert Band, and
Jozz Band 11, served a5 assistant conducior of the Symphonic Winds, and was instrucior of the Advanoed Flacement huosic
Theary course and Chamber Class. [n addition to his duties at (Green Valley High Schoal, be alzo served on the Mevada All
State Band Committee and as Chairperson of the Southern Nevada Band Assorcistion’s High School Hoanor Jazz Bands,

Receiving a Master's Degree in Music Education from Auwbamn University in Awturn, Alabama, Dr. Deininger assisted with
all aspects of the Aubam Band Program serving s conductor of the Aubam University Campas Band, assistant conducior
af the Auwbarn University Symphonic Winds, msinuctor of the undergraduate advanced condocting coarse, and assastant 1o
al aspects of the Athletic Band Program. He haolds a Bachelor's Degres in hMuosic Edocation from Boadling Green State
University in Bowling Green, Ohio where ke studied hom ender Grammy award winner Dr. Andrew Pelletier and served as
[ram bdajor for the Faloon Marching Band for three years under Dir, Camod Hayward.

[ir. Dieininger is a staff mernber of various summer camps throughout the country where he msinucts drum majors and
shudemt leaders in leadership and conducting. He also serves a5 2 music and marching staff member for the Mooy s Great
American Marching Band held cver Thanksgiving each year in New Yook City. Dr. Demminger i a member af the Callege
Band DNrectars Mational Association, the National Associaizon for Music Education, the Kansas Music Educaiors
Association, the Kansas Bandmasters Association, and the Seciety of Pi Kappa Lambda. He is an honorary member of Taa
Beta Sigma.
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Wind Symphony Conductor

DE. ALEX WIMMER is cumently serving as the Associnle Direcior of Bands at Karses State University. His doties
inchede directing the Wind Symphany, Cat Band {basketball pep band), Volleyball Band, Pub Crawl Band, Assisiant
Marching Band Director for the Pride of Wildeat Land [KSUME]), arranger and drill designer for the ESUMB, and
instroctor of undergmdunte and gradoate courses in conducting, aminging, and marching band techniques. He also serves as
the faculty sponsar for Kappa Kappa Psi and Taw Beta Sigma. During the summer ke coerdinates the K-Sate Summer
Music Camp and K-5ime Leadership and Auxiliary Camp, and serves a5 ane of the Assistant Directors of the Manhattan
Municipal Band. Frior to his appointnent a1 Bansas State University, Dr. Wimmer was a Graduate Teaching Assistant for
the Kansas State University Bands. He assisted with all concert and athletic ensembles, undergraduate conducting coarses,
aed Pervussion Ensembles. His research interests mclude undergmaduntes conductimg with expressivity and qualitative
research.

Cirigimally from Gretna, Mebraska, Dr. Wimmer received his Bachelor of Music degree from the University of Mebreska ot
Omaha, his Master of Music degree in Education with an emphasis in Wind Condocting from Eansas Sate University,

e his Dectorate in Philesophy in Curriculum and Instructzon from Kanseas State University. Dr. Wimmer was the Director
af Bands &t Gretna High School and the Asistant Director of Bands at Gretma Middle School. He was a recipient of the
Jack B. Snader Young Band Dhrector Award in 200 ] and served on the Nebraska Music Edocators Association Leadership

Acadermy Eram 2112002,

Car. Wimmer is in demand 2= a conductor, clinicin, and adjudicator 25 well as a percussion specialist. His professional
affiliations mchide the Kansas Music Edecalors Association, the Kansas Bandmasiers Association, the Maisonal Association
fiar Music Educatien, the College Band Directars Mational Association, the Percussive Ars Society, Kappa Kappa Psi, Phi
Mu Alpha Sinfoniz, and Phi Kappa Lambda. He is camently the president of the Kansas Bandmasters Association, as well &
coechair of the Mew Band Director Bootcamp during the Kansas Bandmasiers Association's summer convention
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Graduate Assistant Conductors

TYLER LEE is onginally from Tubsa, Oklahoma. Tyler eamed his Bachelor of hMusic degree in Trombone Performance
froen Kansas State University (2019, and eammed his Master's of Music degree in Trombone Performance as well as his
Graduste Certificate i Wind Band Conducting and Instramental Stedies frem the University of Central Arkansas
{2021, 2022). Dearing his time at the UCA, he served 25 a graduabe assistant with the band area. He assisted with the day<io=
daw aperation of the UCA band program and was on staff for the Bear Marchme Band as well as the Purple Rage Baskethall
Band. He was also heavily involved in the trombane stodio a8 UCA, performing with the Matural Slides trombone chodr, the
1op trombane ensemble at UCA. Tyler is comently waorking on 2 Master of Music Education with Teaching Certification at
Kamsas Staie University and stodying under Dr. Frank Trace i the band program.

RICH EBERSOLE a natrwe of Penzsylvania, Rich is a graduate of Temple University in Phaladelphia PA, where he
majored in Music Edocation and Jazz Studies. Upon gradusting, Rich moved to Arizona 1o begin his teaching career. Over
his ten years of teaching in public schoals, he has worked with all levels of shedems. He taaght elememary band, strings and
peneral music for two yvears before moving o the high school level. He experienced gread sucoess m buildmp the band
pragram at Dhysant High School, from |1 students to 65 i four years. From there Rich moved to Liberty High School in
Peora AZ, where be agpin grew the band program from &0 stodents 1o just over 120 tolal students between Marchmeg,
Comcert and Jarr Bands. Rich is mammied to Melissa, has 2 two=year-old som Elliot, and a two-manth-ald deaghter Addison.
Rich is currenily working with the band program while parsuing his Masters Degree with an Emphasis in Conducting,.
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UPCOMING EVENTS

SCUONCERT BANIDVWIND SYMPHONY CONCERT*

Tuesday, Movember 28, 2023—7:30pm
MeCam Awdslarium

*WIND ENSEMBLE CONCERT*
Wednesday, Movemnber 2%, H23—7-30pm
MeCaim Avdslarium

*CENTRAL STATES MARCHING FESTIVAL®*
Saturday, October 14, 2K23
Ball Snyder Family Stadium

*MIARCHING BAND CONCERT*
Sundsy, Movember 26, 2023—3:0lpm
TBD

SCONCERT BAND CLINIC*

January, 14=21, Hi2d
Far mare information, visil the K-State Bands website or email Couriney Grecu al clensenfiksu. edu
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Kansas State University
‘Wind Ensemble

Dr. Frank Tracz, Conductor
Dr. Larry Blocher, Guest Conductor
Rich Ebersole, Graduate Assistant Conductor

&

Wind Symphony

Dr. Alex Wimmer, Conductor
Ben Rajewski, Graduate Assistant Conductor

April 21, 2024
7:30 PM
McCain Auditorium
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Wind Symphony

Dr. Alex Wimmer, Conducior

STRIDE for Concers Band (230 .o Koevin Dy (B, 1996)

ELeg {2009 oo et eeeee e eemeeeemees s eeemeneee e eeeeeeeennr TrAVIS Cross (b 197T)
Conducted by Ben Rajewsk:

Africa: Ceremany, Song and Ritwal {(1994)_._........... eemrvemnaeaneeeeenneeRabert W Smith { 1958-2023)

March Grandiose (I90L 001 L .. c.oeeeeeeeeee s sveeceeees e ssssemmee e see s eemnenne o EEE Seite (1RET-1946)

arr. Andrew Glover (b 1961}
Wind Ensemble
Dr. Frank Tracz, Conducior
American Fanfrre (199020000, ...ooi o veeceee e viee e e e e s e ee James Sleplenson (b, 1969)
B[ P e T [ T e T Adam Gorh (B.1955)
Dir. Lasry Blocher, Guest Conducios
Litrle Symphony for Winay {181 7-LEIB/ 2R . .o cvc e s ve e vmvmmrn e e e e ve v Frane Schubert {1797-1528)

trand. Verne Reynolds (1926-2011)

Rich Ebersole, Graduate Assistant Conductor

CAF O New D Blegamm LRI S0, e rmar Thamas (b 1984 )

Fa T by OO Katahj Copley (b.1998)
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Wind Symphony Program Notes
STRIDE for Comcers Band (20330 Boevin Diay (b, 1995)

Commissioned by the American Bandmasters Association, Strde is derived from the defindtion meaning o walk in a
decisive way to cross and overcomae ohstacles that may comse within our paths. Sirade is also a reference 1o the marching
hand tradition and highlights my experience growing wp as a Texas band kid marching on the field. This is an energetic
wark that feabores brass and dnem groowves that coald ke felt within daple and tripbe, while contrasting to a beautifol byrical
section that showrases the woodwind section.

An Amencan whose music has been chamcterized by “propulsive, syncopated rhythms, colorful orchestration, and
instramental virtuesity," [Robert Kiranger, Boston Symphony} composer Kevin Day has guickly emerged as one of the
leading voung voices in the world of music compoesition today, whose muosic ranges from powerfial imtrospection to joyous
exaberance, Kevin Day is an intematzonally acclaimed composer, conductor, and panist, whose music often intersects
hetween the worlds of jazz, minimalism, Labin music, fusion, 2nd comemparary classical idioms. Day serves as the Vice
President of the Millenmium Compaosers Instiative, & colbective of mare than 130 composers from several coundries around
the world

A winmer of the BMI Student Composer Award, a three-time finalist for the ASCAPF Moedon Gould ¥oung Composer
Aoward, and considered for the 2022 Pulitrer Prize for his Concerte for Bied Envemble, Day bas compesed aver 2 works,
and s had nemerous performances throughost the United States, Fossm, Austria, Australiz, Taiwan, South Adrica, and
Japan. His waorks have been programmed by the symphanies of Boston, San Franciscoo, Detroit, [ndianapedis, Houstan, and
mire, as well as several top professional and collegiate wind ensembles. His works have been performed at Camegie Hall,
Rachmaminey Hall (Russia}, The Midwest Clindc, and cther major venoes, and recenily ke had his Camegie Hall Conducting
gt at the 2022 Mew York Internaizonal Busic Festival.

Diaw is curremily Assistant Professor of Compoesition &8 'Wilind Laurier University in Waterloo, Optarso, Capada, He is
pursiing his DA in Composition from the Undversity of Miami Frost School of Music, where he studies with Charles
Moarman Mason, Dorothy Hmdman, and Lansing MeCloskey. He holds a MM in Compesition from the University of
Geargia, and BM m Performance from Texas Chostman Undversity {TCU . He is alumnus of Kappa Kappa Psi Maticoal
Haonorry Band Fratemnity and Phi Mu Alpha Sinfonia Fraternity of Amenica.

Program nobe from the compaser - Kevin Day
B 1 PO OPPPPPPPPPRIN o1 - i 1= X | LF

Elegy is a pomposition that was commissioned by a consortsam of high school and mmiverssty hands, under the leadership
af Mark J. Lakmann and Dr. Christopher Wemer at Logan and Central high schools, i La Crosse, Wisconsin, The premier
perfommance was given by the Logan High School Wind Symphony, under the baton of Dr. Travis Cross on March by
2005, Efegy was written shortly afier the death of Dir. Cross’ maternal grandmather, Juanita Grimes (1922-2008], which
happened the sammer between his fourth year of residency at Nortboestern University, and the start of his first teaching
job in Yirging. This piece & ane of three that Dr. Cross heas wrtten in memory of family, with the first being Trtbufe, writben
& few years prior for his paternal grandfather, and Meseesto, writlen @ few years lader for his patemal grandmaother. D
Cross’ maternal grandmeother had 2 harder end to Life than many, and this is reflected in Elegy, which the composer notes
has mare sadness than the other tea, as first notioed by it being written in 2 mmor key (¥ minoc). The compaser notes in
thie score that this piece is dedicated with love, gratitude, and affection 1o the memary of his grandmothaer.

Travis J. Cross serves as profiessor of masic at UCLA, where he conducts the Wind Ensemble, directs the gmodunte wind
conducting program, and chairs the music department. He was also associate dean for academic mentaring and oqporumity
during the mitial years of The UCLA Herh Alpert Schood of hMuosic. Previous he was the wind ensembde conduwctor
at Yirgmia Tech in Blacksburg, Va., Cress for five years. Cross eamed doctor 2nd Master of Music degrees in conducting
fromn Morttowestern University in Evanston, 11, and the bachelor of music degree oom lsude in vacal and instrumsental music
edacation from 51, Oaf College in Morthfeld, Minn. His principal teachers were Malbory Thompson and Temodhy bahr.
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Wind Symphony Program Notes
Elegy continmed.... ...
Priar 1o graduate shudy, he mught for foar vears at Edina (Minn ) High Scheal, where he condacted twe concert hands and
led the migrching band program. From 201 1-2015, he served two terms as national vice president for professional relations
fior Kappa Kappa Psi, the national honorary band faternity. In 2017, Cross tasght the Cavaliers Dirum and Bugle Corps as
hrass co-caption head.

Cross contributed a chapter 1o volume four of Composers on Compesing for Band, available from GlA Publications. His
mare than M arigmal compositions and amangemsents are published by Boosey & Hewkes, Dachn Publications, and
Theoadore Music, He has appeared a5 2 goest condactor, composer, and clinician in more than 30 sites and around the
warld. Cross is a Yamaha Master Educator.

Program note by Ben Rajweski
Africa: Ceremony, Song and Bitwad (1998 vcceeceeen e JRobert W Smith [ 195E-2023)

Africa: Cevemoary, Song and Binn! is hased on the primitive folk masic of Western Africa. Inspired by the recordimg and
resezarch of Mr. Stephen lay, the work features traditional ceremaonial music for dance and enterfaimment as well as dynamico
peTcussive myocalions and historical songs.

Afirican musicians fee] that they brimg life to their instroments just as God gives life 1o the masician. As 2 resalt, individual
instraments are believed o possess consciousness and are treated with the same respect and reverence given to an homored
liwing persan. The drom, the feabared section of this work, is considered a sacred ohject as well as 2 musical mstnement. 1t
is believed to be endowed with a miystericas power which has been incomprehemsible to the many missionanies and early
tranvelers on the Adtican continent. As one hstens, the mind experiences a wide mange of emodions incloding joy, fear, hope,
and grief.

@ “Primurive Fire"” recreates man's © est of fire. In the begizming of ttme, man discovered that be could create the
ondu glmmning
elusive power by siriking two flints together. He gathered his sticks and dry leaves and kindled them. The flames begm to

rise very showly, yet steadily building higher and higher imo a large writhing body of energy spreading soross the horizon.
Suddenly, it begims 1o dade ... sbowly ... losing life ... then the last spark ascends 1o the heavens and leaves the earth in
darimess.

The Ancient Folk Songr originates from Ghana, siboated in the trapical belt of West Africa. [1 is & land of lush tropical beaches
eand rocky lagoons. The peaceful tranquility of this beautifisl country was first disturbed by Euwropean settlers in the 1 50is
2= (Ghana became the center for exparting slaves and gold. As 2 result, the area became kmown as the Gold Coast A
secondary melady based on the folk song Adordll weaves throughout the final sibemen of the arigimal theme.

With thunder and lightming as his weapon, Shange, the God of Thunder, revisits the earth. To herald his retem, bhis devotoes
chant this imvocationary praise. The big and small drums made of hollow trees and the skins of rams resound threwghowt
the might as circles of warshipers dance #o 2 frenzied state. The joyous opening statement returns amid the primal percussian,
drawing the waork bo an exhausting concbasion.

Africa: Ceremony, Song oud 8! was commissioned by and is dedicated to the New Trier High School Band, Winnetica,
Mlimais, Jobn A, Thomson, Conductbor.

Progmam note by the composer — Robert W, Smith

Robert %W Smith was an American composer, conducior, amanger and educator who passed away this past September.

Hie attended high schaal in Daleville, after which he left for Troy Undversity, where be played lead trumpet in the Sound of
the South Marching Band. While 2t Troy, he sbadied compasition with Dr. Paul Yeder. Upon his gradmtion from Troy with

& Bachelor of Music Education degree, Smith parsued his msical career in South Florida, where he eamied the master's
degree im media writing and produoction from the University of Miami, while shedying with Dr. Alfred Reed.
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Africa Continued.. ...
Mir. Smith has aver 60 poblications in primt, with the majority composed and amanged through bis lang association with
Wamer Bras. Publications and the Belwin catalog. He serves as the Director of Product Development for C. L. Barnhoose
and Walking Frog Reconds.

Mir. Smith's credits mclude many compositions and productsons in all areas of the music field. His original works fior winds
and percassson kave been programmed by countless military, aniversity, high school, and middle schoel bands throwghout
the Undted States, Canada, Faorope, Australia, South Amenca and Asin. His Siwphany Moo ), "The Db
Coweeady”, Srmphowy Mo, 2 "The Odverer™ and Affica; Ceremony, Song and S#nn' have received worldwide critical
acclaim. His edocational compositions such as The Tempest, Encamts, and The Greq? Locomotive Chase have become
standards for developing bands throughoo the workd. His sumerous works for orchestras of all levels are curmently some of
the mast pogealar repertoire available today. His masic hes received exiensive airplay on major network television as well
2 inclusion in mudtiple motion pictures. From professional ensembles such as the Unied States Mavy Band and the Atlanda
Symphany to school bands and orchestras throughouat the warld, his music speais o asdiences in amy concest setiing.

As o condwctor and clindcian, bMr. Smith performed throeghowt the United States, Canada, Japan, Furope and Australia. He
was the principal conductor of the Americen Symphonic Winds and the American Festival Philkarmonic Orchestra,
professional recording ensembiles based in Washington D.C. He also waorked on the production of Speepliiomy Mo, 3, “Dos
(Ruirode", the fourth in a series of compact disc recordings of his besi-known waorks for concert band. In addition, he was
coscreator of the Expressions busic Curricubome This comprehensive Pre-K throagh 12 music progmm incledes Band
Expresssons, an innevative new appreach to teaching music throwgh the band.

¥ir. Emith twught in the Music Indastry program at Troy University in Troy, Al His teaching respossibidlities were focused
in music compasition, production, pohblishing and business. In additian, he was & managing pariner and cenduciorproducer
fior American Audso Unbimited, an audio prodoction company specializing in recordings for concert hand and orchestra.

Biography by windhandrep.org, edited by Alex Wimmer

March Grandioss (1901H01).........ocoeoereeeeeeeeeeeeeereeseeemeesseseeeee e Rger Seite {1BET—1946)
arr. Andrew Glover (b 1961 )

March Grandbose opens with a theme from Lisat's Mungonar Rhapeady Mo, M4 [Allegre Ercico section). Like
Huffine's Them Bavres March, Waech Grredicso has a mindmemn of imponizn sinvolianecus melodic lines and can thus be
perfoamed with very few instraments. When played at a foothall half-tinwe show or during a parade by a band with 200 o
300 peerformers, the powerful unison stmins can be heard for o considerable distance.

Roland Forrest Seitx (L867-1944) was the youngest of the cight children of William and Magdalena (Ziegler) Seitr
Begimming in Fissel's School, a one-room building in nearby Glen Bock, he received his eardy education inthe public schoals
af ¥ork County. Ahheagh be was interested in sfudying music 2= 2 profession, he became a printer’s apprentice with
the (slew Kook fewe, o weekly newspaper, when he was a teennger — his father had died when he was three, and it was
necessary that he help with the family income. Fortunately, his early interest i music was encouraged by several of his
relatives, incleding Seitx's obder consin, Levi £, Seite, whoe oblmined a fluse for Raoland and invited him to join the family
“band.” The other instrunends in this unonhodos ensemble consisted of a tombone, sone violms, and an cogan. Scon
aather wiolin and & comet were added and the group worked iz way through Squire’s Albim Nwwher Owe for
Beginmers, playing marches, waltzes, medbeys, serenades, quadrilles, and schottisches. After a time Roland joined the {fen
Rock Band, first as a euphonivm player and later 25 2 cometist. The band had been rejovenated after the Civil War by
enother obder cousin, Nathaniel 2, Seite, and was grodually improving.

Although Foland Seile was repostedly & conscientions and capablde printer, be still hoped for s career in music, and by saving
every passible penny until be was 27 years of age, he fimally succeeded in enrolling at DMana’s Musical Institute in Warren,
Ohio (nove part of Youngstoan University). He took his education seriously and by sacnficing all laxuries [and oocassonally
food), he gradumed in 1898, He then reborned o Glen Rock where he taughs private wind and percussion kessons, played in
the Glen Bock Band, 2nd lxter became 2 soccessfisl leader of that group. Under his direction the band made remarkable
progress, and i 190] @ was selected to perform at the Pan=Amenican Expositian in Buffalo, New York, along with many
af the best-known bands in the nation, incloding Scasa’s. Seitz alse plaved the pipe organ at fien Lutheran Church in Glen

29



Wind Symphony Program Notes
March Grandiose comtinmed... ...
Rock, traveled an concert tours, and opened his own pahlishing business.

Seitx was awarded honorary degrees by Dena’s Musical Instibote in 1903 and 1924, He was a2 member of two local music
essocialions 2= well &= the Independent Oirder of Red Men and the Bepablican Party. Ten years after his death in 1944, in
Uhniom, Mew Jersey, a monumend to his memaony was erected in Glen Rock, Pennsylvanma.

Andrew Glover (h. 15 July 1941, St Lows, Mo} is an American compaser, armanger, eaphoniumist and music poblizher.
As a sophomore in high school, Mr. Glover's first band armangement was performeed by the schoel’s wind ensemble, and
thus began a multi-decade career in compoesition and armanging. His band works number cver 2000, many are published by
Barnhowse, and have been performed, recorded, and broadcast by bands worldwide.

Mir. Glowver graduated from Central Methodist College (nooy umiversity) in 1983 with a Bachelor of Music Edocabtion degree,
did graduate work a1 Southeast Mizsouri State Undversity. In college, (Flover won a paosition in the Detroit Concert Band,
conducted by Leonard B. Smith, and performed for four seasons an cuphenivm. He pasticipated in mumerous recording

sessions with the OB, inchoding fen phonograph records of “(eems of the Concert Band™ and o documentary film
soundtrack. For many years he alzo performed as & soloist and goest antist.

After seven years as directar of bands a2t Fosary High Schoel in 81, Leais, in 1998, Mr. Glover jedned the siaff of the C.L.
Barnhoose Company in Oskaloosa, [owa, where he serves as siaff composen'armanger, Chief Opemiing officer, and
Secretary-Treasurer. In addition to Glover's arigmal works for band, he has composed numercas instrumeentzl solos and
chiral pieces. He has armanged or transeribed over 175 works for hand.

An enthusiast of, and advocate for classic concert band music and history, Glover is not anly invalved in mew music
productzon 2t Barmhouse, bat also oversees the company's 127+ year archive of pobliations and historcal memorabilia,
and is frequendly imvolved i band history research projects. He is a member of ASCAF; Asszociation of Concent Bands,
where he serves on the advisory council; is president of the Detroit Concert Band, Inc.; and is condocior of the
Windjammers, Unlimited Education Band. In BMay 2013 ke received the Distingmished Alummi award from Central
Methadi=z niversity.

Program note by windrepoarg, edived by Abex Wimmer
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American Fanfare (19992006, oo Jaies Slephenson (b, 1969)

Americar Fanfare was originally written for a church in Maples, Fla, for a celebratory ccoasion. At the encouragement of
Erich Kuanzel, it was scored for full orchestm in 1999 and later went on to win the Florda Orchesira fanfare compelition
that same year. Since that time, it kas been performed by several major crchestras, including the Los Angeles Philhamanic,
Dallas Symphany, Cleveland Orchestm, Baltimare Symphaony, Detro@ Symphooy, and Eochester Philharmonic. In 2004,
Commander David Alpar (L5, Ar Force) commissioned the conoert band versica.

Progmm nobe from Califomia Polytechnic State University, San Luds Obispo
T e e T e e PR T 1 o 1 =1 - | 00 k= |

Americar Fanfare was originally written for a church in Maples, Fla, for a celebratory occasion. At the encourzgement of
Erich Kuanzel, it was scored for full orchestm in 1999 and later went on to win the Florda Orchesira fanfare compelition
that sanze wear. Since that time, it has been performed by several major cechestras, including the Los Angeles Fhilhanmonic,
Dallas Symphany, Cleveland Orchestm, Baltimare Symphaony, Detro@ Symphooy, and Eochester Philharmonic. In 2004,
Commander David Alpar (1.5, Alr Force) commuissioned the concert band wersion.

Progmam nobe from Feeching Munie frough Perfirmance dn Boed and the composier - A dam (rorh

Little Symphomy for Winds (1817-18182003)......ooooieoneee oo Framz Schubert (1797-1828)
trans. Verne Revnalds (1926 - 2011)

The classic wind octet consisted of pairs of oboes, clarinets, bassoons and homs. In this Little Symphony, two flutes have
been included fo provide & wider mange and enore brilliant top to the ensemble. The frst three movements ane from the Fenf
Klaviersbocke (L1218} and the fourth movement is from the piano four<hand version of the Overure in [Halian Style in C
{1817). The music is gentée, good natured, and rich in the familiar Schabertian goalities of gracefisl melodic mvention and
hammonic elegance.

Progmam note from publisher
8 Chor New Dhay Begam THFIS b oo e seeeis e e s e e ce e e ee e AJTIET Thiommas (b 1984

O Cher Mew Day Begun' was wnilben #0 honor nine beauizhs] souls who lost their lives 1o a callous 2ct of hatred and
domestic fermarism on the evening of June |7, 2015 while waorshipping in their beloved sanctuary, the historic Emanwel
Afnican Methodist Episcopal Church (affectionately refemred to as “Mother Emanuwel™) in Charleston, Seath Carolma. by
greatesi challenge in creating this work was walking the line between reverence for the victims and their families, and
hanesing my strong, bitter feelings iowards both the perpetrator and the segments of our society that continoe to create
peaple like hime [ realized that the mast powerfal musical expression 1 could offer incorporated elements fram both sides
af that line - embracing my pain and anger while being moved by the displays of grace and forgrveness demonstrated by
the wictimes" families.

Histarically, black Americans have, in great sunsber, tumed fo the church to find refoge and grounding in the most trying
af times. Thas, the musical themes and ideas for “0F Our Mew Day Begun” are rooded in the Black American church
tradition. The piece is anchored by James and Jobm Johnson's time-homared song, YLift Every Vetce and Sing” {known
endearingly ax the *Megro Nabional Anthemn™), and pegpered with blues harmonies and meledies. Singing, siooping, and
clapping are also prominent feaberes of this work, as they have always been o mainstay of black music traditions, and the
inclhsmion of the mmbounne in these sections is a direct nod to black worship services.

S Cur Mew Day Began™ begins with a unizon stalement of a meledic cell from “Lift Every Yaoice...." bedfore soddenly
giving way 1o ghastly, bleesy chords in the homs amd bhasspoms. This section moves v a doloroas and bitter dirge
presemiotion of the anthem in regeardy shifting 1278 and &8 meder, which grows in indensity as it offers fleetng ghimmers
af hope and relief answered by cries of blues-inspired licks. A maddening, ostinato-diven section representimg & frustration
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0 O New Dy Segum conrieued .. ...
and weariness that words canmot., grows inko a groap singeme of “Lift Every Woice and Sing.™ foeled by the stomping and
clagming remindscen of the black church.

Ini the latter half of the piece the music hems hopefisl, setiling o 98 time and modulating up a slep doring s ascent o
glomous statement of the final lines of “Lift Every Yodoe....” in 44, honoring the powerhal display of hemanity set forth by
the fzmilies of the victims. There iz 2 long and emobional decrescendn that lands on 2 pensive and cathartic gospel-inspired
hymmsong. Betaming o 3'E mme, the piece comes 1o rest an a unison F that grows from a very distant hum 1o a thunderoes
razr, driven forward by march-like stemping to represent the ceaseless marching of black Amenicans towards eguality.

The consortium assembled o create this work is bed by D, Gary Schallert and the Westen Kentucky University Wind
Ensemdle.

Program note by the composer — (mar Thomas
B o L Katahj Copley (b.1598)

The first semester of my masiers: 1 was in a different headspace. [ had findshed writing Where the Sky Has Mo Stars and at
the moment | felt renewed. | didn't know what else to write, so | began to write masic that felt disingemoous o my spirit
{music that will never see the light of day}- | was going on sutopilod and 1 had lost my voice. During ome of my lessons at
LT Austin, my professor Omar Thomas and 1 began listening 1o a piece | had mocked up a couple of days before. 'W'e hoth
weren't feeling 0, and finally | asked him o tem off the piece and [ tedd kim it didn't soand like me. [ felt lost creatively.
He then asked me what musec [ listen to. | began fo name only band nvasic composers. He asked me again, and [ told him
auiside of wind band music ['m in love with Rap, B & B, Jazz and Soul

Then he asked an importam goestion- “Why do you make a barrier between those ideals™
[ didn't have an answer. [f was o wake-up call for me. Why was | comparimentalizing my musical inspirations?

He continoed, “1f you create something that is a celebration of wio yow are, the masic youw grew up with, and the music that
inspires you now..... then that would be dope. ™

And with that this piece was bomn. With that realization, | began 1o create a piece that celebrated all the music that had
inspired me throughaoat oy Bfe. From Thundercat to Kendrick Lamar, Mikes Davis to Hiztus Kaipate, | wanted so brimg all
af these infloences fogether into ane cohestve work...one dope work. DOPE & o gambo of 2l the music that inspires and
infleences me from Thundercat to Kendnck Lamar o Miles Davis to Histus Kaiyote and more, this peece is in essence a
deep look into my musical world.

The piece can be broken up into three pars. Since this work & dedicated 1o the tril bfack music has created, inspired and
the new honmons i's reaching, each part is named afier a part of the black identity.

LINDEMLABLY [which is the pattial score) is the openming of the peece. It's gntty, intense with moments of color and
undenible energy. [t is carried by 2 bass bine heavily infloenced by Thundercat's playing an Kendrick Lamar's Untitled 05
dhong with Miles Davis's Mardis.

UMAPDLOGETICALLY (the middle zection) & & world building wibe and exanines just how beawtiful the music can be
[ explore the colors and siretch them to their limits, but in daing so found new hues within myself and my writings. With
thiz sct, | gaimed heavy mspiration from John Coltrane, Robert Glasper, Kamasi Washington and Hiastus Kaiyote {to mams
& few

UINDISPUTEDLY (the finale) is an inense, groove filled siabemen. Every color explored is here and is im its full potemial
[f's bodd and- like undeniahly and unzpologetically- is mndisputedly Back. Guided by my love for Tyler, the Creator's Hot
Wind Blows, bMarvin Gaye's [ Want Youw [ due bo Kendrick™s The Heart series), and Kamasi Washington's Street Figher
Mlas along with Asiem.
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Wind Ensemhble Program Motes
Fope Contirued.......
[ hope that "INPE" will serve as a tribate 1o the black musicians who have paved the way and inspired me to create music
that i mathentic 1o wha [ am. [ also kape that this piece will inspire others 1o break doam the barriers hetween their musscal
influences and create something truly unique and personal

Progmam nobe from the compaser — Katahj Copley
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Wind Ensemble Conductor

DR. FRANK TRACE s Profecsor of Music and Director of Bands al Kangas Siate Undversaty. He earmed bisz
B.M_E. from The Ohao Stale University, M8 from the University of Wisconsin, Madisen, anmd Ph. . From the
Ohia Stabe Unaversity, He has public school teaching expervence in Wisconsin and Ohio and has also served as
Assigtant Darector of bamds at Syracuse Universty and Director of bands o1 Morehead State University. Dr. Trace
has served 2 an adjudicaton, clinican, speaker in varow schools and conferences and has conducted All-Siate
and Honor bands across the United States as well as in Canada, Sineapore, South Alrica, Fit, Australia, and MNew
Fealanmd.

Al Kansas State, he directs the Wind Ensemble and the Marchmg Band, teaches graduste comducting, acls as an
advisor o the Band Ambasadors, and adminsters and guides all aspects of a Laree BLG X1 comprebensave band
program. Ensembles under his direction have been invited lo perloom al numerous State conferences, MENC, two
CBDONA regional conferemces, The Larry Sulberland Wind band Feslaval al Fresmo $take, Carneswe Hall,
Benmedy Center, and the Amencan Bandmasgiers Association Conference. The marching band was awanded the
prestigious Sudler Trophy in 2005, The Wind Ensemble has alse performed at the Intemational Convention of
he Amencan Bandmagters Association m 2019 m Loveland, O0.

Dir. Tracz 12 on the Fseully of the Conn-Selmer Institule, on the sdjunct Facalty of the Amerncan Band College, 15
a past member of the Mume Education Journal Editarial Board, i5 a contributar b the Teaching Music Through
Performance In Bansl serves, and 18 past Chair of the Sudler Tropby Progect of the John Philip Sousa Foundation.
His hanars melude the Stamey Award for oulstanding leachmg, Kansss Bandmasters Ouistanding Director
award, Wildeat Prade Alummi Association award, the Tau Beta Sigma Paula Crder Outstanding Bamd DHrector
aweard, beang named a Lowell Mason Fellaw, and membership in the Phi Kappa Phi Honorary Fratermity. He has
algo recewved the Coan- Selmer Institute Hall of Fame awand, the Kanss $tate Profestonal Perlformance award,
and was elected to the prestigious American Bandmasters Assoctalion. D, Trace was awarded an bomorary
doctarate from Deane University in bay 20210 D Trace alse led a very sucosssful fundrssmng campadgn rising
wver five million dollars for a new hall Ffor the athletics band proeram. The “Trace Family Band

Hall™ wias dedicated in Seplember of 2023, and 13 in full operational mode!

D, Trace s married to Greralyn, amd has three daughters, Jessica Trace Kelly, Kelley Trace, amd Carly Tracz
Muorris, and one grandson, Caden Trace Kelly!
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Wind Symphony Conductor

DR. ALEX WIMMER is currenily serving as the Asseciate Director of Bands al Kansas Stale Undversaly. His
duties inelude directing the Wind Symphony, Cat Band (baskethall pep band), Vollevball Band, Pub Craw] Band,
Assigtanl Marching Band Director far the Pride of Wildcal Land (KSUBME), armanger and dnll desigoer for the
ESUMB, and imstructor of undergrachssie and graduate courses in conducting, arranging, and marching bansd
techgues. He also serves as the faculty sponsor for Kappa Kappa Pai and Taw Bela $igma. During the summer he
coandinales the K-Stale Summer Musie Camgp and K-State Leadership and Ausaliary Camp, and serves as one of
the Assistant Mrectors of the Manhattan Muncipal Bamd. Prior to has appoantment al Kansas State University, D,
Wimmer was a Graluale Teaching Assistant for the Kansas State Unoversily Bands. He assited with all coneen
and athletic ensembles, underpraduste conducting cowrses, and Percussion Ensemibles. His research inferesis
inelude underpraduales conducting with expressivity and qualitative research,

Oraginally From Cretna, Nebraska, Dr. Wimmer received his Bachelar of Musie degree from the University of
Mebraska al Omabka, his Master of Music degree m Edvcation with an emphasis m 'Wind Conducting rom Kansas
State Unaversily, and his Doctarate i Philesaphy in Curriculum and Instruction from Kansss State University. D,
Wimmer was the Directar of Bands at Giretna High School and the Assistant Director of Bands at Gretna Middle
School. He was a recipient of the Jack I Snider Young Band Dbrector Award in 20011 and served on the Nebraska
Music Educalors Associabtion Leadership Academy from 200 1-2012.

Dr. Wimmer 15 in dermnand as a conductor, clmdcian, and adjedscator as well as 2 percussion specialist. His
pml'l:mmn.ul alTiliatons melude the Kansas Music Educators Associalion, the Kanias Bandmeosters Assocaton,
the Matlonal Asseciation for Music Educatian, the College Band Directors National Asseciation, the Percussive
Arts Society, Kappa Bappa Pag, Pha Mu Alpha Sinfonia, and Mha Kappa Lambda. He @5 currently the president of
the Kanses Bandmasters Associatian, a3 well a co-chair of the Mew Band Director Bostcamyp during the Kansas
Bandmasiers Asocialion’s summer camvenlion.
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Croest Conductor

DR. LARRY BLAMCHER i Pralessar Emeritus 2l Troy Universily in Troy, Alshama. He recently relmred from
combined appoantments as Dean of the College of Communication and Fine Ars, Director of the John M. Long
School of Musie, and Professor of Music al Troy Undversity following 17 years of service (2005-2022). In addation
1o his adminisirative respangibalities, Dr. Blocher served a8 an associale conduclor wilh the umiversaly bands and
taught undergradisate and graduate musac education classes,

Priar o his arrival at Troy Undversity, Dr. Blocher served a3 Associale Director of Bands, Director of Music
Educatron, and Profegsor of Muossc a1 Wichiota Stale L|r|:"|-'\vl-1'.'uL3,I 10 Wichila, Kansas lar 10 VEArE. A-l.ll:'ll.'ll.unn“:r, he
vtk Assplant Director of Bands, Coordinator of Music Education, and Aszociale Prolessor of Music al Morehead
State University, Director of Music Education and Assistanl Professor in the School of Music and Callege of
Education a1 Syracuse University, and Director of Jare Studies and Saxophane and Assistian) Professor of Music
al the University of Daylon. He recerved his BME and MM (music education and performance) degress from
Muorchead Stale University in Kentecky and has PhoDv in Music Education from The Flanda $tate Universaly,

D, Blacher is currently an Educational Consultamt far Warldstrmdes where be serves as a clmicandmsie designer
and arranger for the BeliaChuest, Pop Tarls, and Alamo Bowls, He is a member of the NAE Teaching Music
Advizary, He has served om the editarial boards of the Music Edveators Jowrnal, the Journal of Bend Besearch and
the Advisory Board 10 the Midwest Imternetional Bard and Orckestra Clinic. Dy, Blocher has presented iovibed
clinde sessions al the Midwest on 5 separale occastons, educational sessioms al Music for A, and research sessions
al the World Asvaciation for Sympionic Sards and Ensembles (W ASBE) m Spain, Japan, and Austria. His research
has been published in the Jowrnel of Besearch in Muvic Educetion, Hig onginal composidens for band are
published by Exceloia Music Publiching. Dr. Blocher has been a puest clinclan'conductor'adjudicator m 34 stales
and 11 countries.

He is a past presadent of the Kanses Bandmasters Association and received bath the Oweeranding Bondmaster and
Crutstarnding Corfribuior fo Music Avwardy from the Kansas Bandmasters Associabion. He 15 a past recipient of the
Moriar Board (itstandimg Educator Award amd the University Leadership in the Advancement af Teaching Award
{Wichita State). He s a recipient of the of the Massackuseny fnstnmmental ard Choral Condvectors Commissioning
Award.

D, Blocher was named a Lowel! Mavon Felfow by The Nabonal Asoeciation for Music Education (MAME). He
i u co-principal author of the Teaching Music thrangh Performance in Baad series (GLA).
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Graduate Assistant Condoctor

RICH EBERSOLE a naiave of Pennsylvania, Rich i a graduste of Temple University in Philadelphia A, where
he mapored in Music Education and Jaze Studies. Upon gradusting, Rich moved i Arizona to begin has beaching
career. Over has ven years of teaching m public schools, he has worked wath all bevels of siodenis. He taughi
elernentary band, sirings and general music for two vears before moving lo the high schoal level. He expertenced
greal suceess in building the band program al Dysand High School, fom 11 studenis to 65 in four years. From here
Rich moved 1o Liberty High Schoal in Peona AF . where he agam grew the band program from 60 sludents to just
over 120 total students between Marching, Concert and aee Baods, Rich is married 1o Meliss, has o teo-year-ald
son Ellaol, and a tee-manth-old doaoghter Addsson. Rich is currently woarking with the band program while pursuing
has haster’s Depres with an Emphasis in Conducting.

BEN BAJEWSKI 15 currently a [rst-year graduste student pursumg bis Master®s in Musie Degree with an
emphasis in Instrumental Comlucting. He receaved his Bachelors in Music Educatvon from Kansas Stabe Undversily
in 2020, Ben tasghl for three years m Winfiehd, K8, where be was the Director of Bands al Winfield High School
and the Assistant Directar of Bands at Wmbeld Maddle Schoel. Ben enjoys spending has fnee tome wilh has dog
Peanut Bustter, being outdoors, and exercising.
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UPCOMING EVENTS

Apnl 22, 2024
Concert Band & University Band Concert
MeCaim Avdslarium
T30 pm

Mlay 4, 2024
Drrumnline Mini Camp
Trace Family Buand Hall
E:00 am — 5:00 pm

Mlay 18, 2034
Drumnline Awdstions
Trace Family Band Hall
L aem — 4200 pm

Jumiz 9-13, 2124
K-Biate Music Camp
MeCain Awdslarium

July 14-17, 2024
E-$ate Leadership & Auxibiary Camp
MeCain Avdilorium
July 27, 2024
224 K-State Marching Prde Classic Goll Toumament

Calbert Hills Golf Cowrse
.00 am

For more miormation on all of these events visal the K-Stale Bands websaie at Wm ar
ematl Cawrtney Grecu 3t cljenseniiksw. edu
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Kansas State University
Wind Symphony
&
Concert Band

Dir Alex Wimmer, Conductor
Dr. Zack Deininger, Conductor
Rich Ebersole, Graduate Assistant Conductor
Kyle Grimes, Graduate Assistant Conductor

October 8, 2024
T30 PPM
McCain Auditorium
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Concert Band
Dir. Fack Deininger, Conductor

T e b1 SO Andrew Boysen, Jr. (b.1965)

Fiveold (ZOUBY oo en e e e e Michse] Dare (b, 1960}

Conducted by Kyle (nmes

e Spirn Spero {20000 Lo e ee e s Pilsner (b 19EE)

Dieclaration Ohverture (1970 oo oo Claude T Smmith (1932-1987)

Wind Symphony
Dr. Alex Wimmer, Conductor

iy Cher Laghe. . TR o Uhavanm Santos (b 19R0)

Some freasures ore heavy with fmen tears (20200 Jahn Mackey (b.1973)

Dhameirg ar Water (200151 ..o e Frank Ticheli (b.1958)

Cheester {1TTTRITFSAY oo ceee o W Eam Behman {1910-159492)

Conducted by Bich Ebersale
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Concert Band Program Notes

Unraveling {2006} . ceeteeineesie e eieesesssnenmaasseassesneesree Andrew Boysen, Jr. (b.1968)

In Jume of 2005, my good friend Randy Atkinson asked if [ might be willing to conduct and compaose a piece for dhe 2005
All-lowa Middle Schoel Homor Band. Bandy and [ have known each ather for many years, and the opporfunity to write a
peece for him and also retum o the state of lowa was foo tempting 1o bypass. [ wanted so write a piece that would be meciting
and challenging for the stodents, but attainable in the limited rehearsal tinse of ondy three and a half bours, so my concepa
was tooase o rather difficuh melody bae repeat that melody throughout the work so that [only kad to teach it once to the
whole ensemble. The meledic line is based on the oclatonic scale and the piece wses cther lechniques sach as singing and
buzzing an mouthpieces. The woek is intended to become progressively faster, with 2 sense of increasing momenbam and
indemsity. In a sense, the piece “ann " i frond of the listener. The tile has dual meaning, though, as the concept of a
repeating melodic line that gradually grows m intensity owes a great deal to Maurice Ravel's famous crchestml work,
Swdera Thenoe Un"ravel"-ing)-

<Prosgram nate from the composer - Andrew: Bovsen, Jr.
Fivefold (2018} . . crrannaaa coon Michael Care (b.1960)

Fivefold was commissiamed by the band directors m Sampean County, North Caralma. [n conversalions regarding
the nature and scope of the work, the directors mentiomed they would ke the plece o include some reference to

the five high schoal bamd programs inthe schoal district, To incosporabe a3 many “fives" inbo the prece as possible,
several inslances of “live™ are presenl. Some are obvious, such as seting the plece in 54 meler. Dthers are qubile,
such as the melodie and harmonie wie of the nberval of a Gfth (and 1s mvergon: a fourth). The most intrguing
reference 1s “[ve” 1% that the entive prece 15 comprised of only lve piiches: BY, D, EY, F, and A" {In fact, only
these five pitches are used throughout the piece; with the loe exception being measures 116 and 117 where D
and (% brielly appear_)

-Program note from the composer - Michael (Gare
D Spire Spero (2000) ... . asaaaana -, Chris Filsner {1986}

D Spire Spene takes its title from o Latin phrase meaning “Whibe | breathe, [hope.” When | read that phirase for the first
e, | was taken aback by the incredible amousd of pewer it beld and immediately knew i would be the basis for o new

piece.

When 1 staried writing, my goal was to write something s deeply emotional and human as the tile was. The resal was a
series of smmple meledies supported by some of the maost colorful orchestration and harmomies "ve ever written, From the
lu=h opening, the gendle singing, and olitmately the frumphal chmax, the baman quality to the music is what | think

gives Dum Spire Spere a powerful sense of groce and splendar.
I is dedicated to Casey Cropg, the man who has served 2 @ mentor and friemd for mvach of my musical career.

Thim Spire Spere was commissaned by director Casey Cropp and the Rocky Mountaim High School Wind Ensemble in
2009, The prece premiered an Janmary 28th, 20010, at the Colarado Music Educators’ Associalzan Conference in Colorada
Springs, Cole., with the composer conducting.

sProsgram note from the composer — Chris Filsner
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Concert Band Program Notes
Declaration Overture (1976) ...cooue.e.

R ssascssinessasas DlAWde T. Smith (1932-1%8T)

Clande T. Smith was a native of M=soun. He received his edecation from Centmal Methodist College, Fayette, Mxsoun
and the Undversity of Kanszs, Lawrence. He composed extensively in the areas of mstrumental and choral music, and his

compasitions have been performed by leading muxical orgamizations throughout the United States and many foreign
countries.

Decloratione (hernre is dedicaled to Br. Smith's wife, Moureen. The work was premiered by the Mosth Central

Bandmasters Honors Band at their 25% Armiversary Congest in Chillicothe, Missousi. The Allegro is based on varistions of
the fivesnote meative heard in the opening Andante hMassboso.

<Proggram note from the composer - Clawde T. Smith
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Wind Symphony Program Notes

It v Dwr Light... (2019)..... eeremeesssnseenenneanseses Giovanni Santos (b.1950)

It &5 owr fgkt._was commissioned in loving memory of Teresa Moura, the Director of Color CGeoard at Oak Grove High
Echool in Oak Grove, CA. She waorked alongside her hushand Chris, whao is the Director of Bands. Both arrived a1 Oak
Grave in 1985, where they bult the band and calor guard o award winming programs.

The beginnimg of the pisce begins with & 5-node motive, staring on Eh, and stands for We Love Teoreara, or Be Mies Teore-
sir. The off-stoge trumpet represents Chris speaking 1o his dear wife. A snippet of the UCLA fight song can be heard in the
pece, as both Teresa and Chris were DCLA alums.

Giowarmi Samios serves 2s Directar of Bands and Associate Professor of Music at La Sierra University, where he directs the
University Wind Ensemble, Chansber Winds, Big Band, and teaches courses in graduste and undergraduate instrumantal
mrasic eduogation, popular mvasic, conducting and composition. Samios camed gradumie degrees from the University of
Southern California {MMM) and Florida State University (FhD).

As @ compaser, Sanios has premiered his works across the United S42tes, Asia and Europe, including a premiere with the
United States Maval Academy Band Brass Ensemble at the Fohn F. Kennedy Center fior the Performuing Arts in Washimgton
D.C. under his baton, His works have received premieres and performances by ensembles at the University of Bichigan,
Uninversity of [llmais, Michigan State Undversity, University of Morth Texas, Flarida State University, University of Flomda,
Yale, Ball Siate University, Oklakoma Smte University, UCLA, Pacific Symphany Youth Wind Enszmble, Olinois State
University, Tanglewosod Young Artist 'Wind Ensemble, Interfochen Warld Youth Wind Symphony and many meore. His
works for wind ensemble, orchestra, chamber music, and solo wind instnements are published exclusively by Murphy Muosic
Press, LLC. His compasitions and passion for music education have received many recognitions, incleding a Meritarious
Achievemneznt Award by the Minority Band Directors Mational Azsociation for "exceplional contmibutions fo the wind Band

-Program nate from the compeser — Covannn Sanlos

Sowre treasures one Beavy with inman feors (221, . : s Jdohn Mackey (h.1973)

{CONTENT WARNING: Thic progrem nofe dercribor an acd of puidic masy violence amd say be frosmanie ar
urcomfariahie o some renders. Iecredion 15 advised )

At 1905 AM on Sunday, Asogust 4, 019 in the Oregon Historic District of Dayton, Ohia, & man armeed with 2 semi-automatic
AM-15 appreached a crowded neighborbood bar and opened fire. In under thimty seconds, be fired 41 rounds, killing nine
peopde and injuring anather 17,

That's where the story of John Mackey's Sewee sreameres are feavy winh kaoman fears begins

Ome of the wictims of the shooding was a young woman who had played trumped in ber high school band in neariny
Bellbrook. The Bellbrock program reached out 1o Mackey to commission 2 work that weald commemornate the
tragedy, a task he appraached with some relectance:

I"'ve been asked on sevemal occasions bo wrile pieces i response to ragedies, bal I've mrely felt like # was
appropriate. Something ahowt this, thowgh—happening in Dayton, where I've been many times, and so close o
Cobambas, where | grew up—that [ felt like 1 wanted o try to say something nvasically, even thoagh [ was 2t a loss
for what | could say verbally. Forbanately, Abhy (my spouse) found this incredible titke, which says so much before
the mwasic even staris. The kst thing the commumity needed was a piece of masic that relived the event. The piece
isn't trying 1o sound like what kappened; it's tryng bo comvey what it feels bike 1o kmow that it happened.

The peece is not programematic. Rather, it exists in a2bstraction: a mediation on grief. In framing the work in this
way, Mackey's music trenscends elegizing a singular hoerific event and instead provides an artistic representation
af how we cope with all tragedies, both those thed are intensely personal and the ones that are communal. It explores
a wide range of emotions, from denial threagh shock, fory, and anguish befare finally finding an incamplete peace.

Home freanares ane feavy witk Auman fears begins with 2 simple modivic gesture: 2 rocking escillation between fute and
vibraphone that sounds zkin to a lullaky. This principal modive carries throughout the peece, acting as the lstener’s avatar
throngh the emotional journey. A melody spins ot from it, accompanied by ethereal ringing provided by crysial glasses
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Kome treamres are ke winh kaoman fears combinmed...

and whirly tubes, and although the cverall mood &= one of melancholy, the atmesphere is also peacefisl until a disomenting
fog of trombone glissandi passes over. The songlike melody continues, at temes abmaptly shifting from the mesigned mood
of the home key of (G minar to the distantly bright C major, eveking a flecting rememtrance of 2 mare hopeful spirit, before
just as gaickly dissipatimg back. The simplicity of the opening returns, but this time faller, with mare voices joiring before
the glissando cloud rebemns (this time augmened by timpand), ushering in a pew mood: confosion. The opening gesture
reemerges, ceaselessly rocking i a rhythmic mature, eblivious 1o 2 building 1orment in the samounding harmonies which
became brasher and angrier as the piece approaches its dmmatic climax. The apex of the piece is a wail, acknowledging the
reality af the tauma i 2 moment of agony bordering on rage. This too, however, subsides, and the peacefulness of the
hegimming of the work retarmns to stay with ene exception: as the final phrase of the work cadences and the last tones decay,
a single mvoied empel mses from the silence in 2 bright flash and is soddenly extinguished.

Jobm Mackey was born an October 1, 1973 in Mew Philadelphia. Mackey was not invalved in any instramental er charal
program while attending growing wp bt found 2 fascination with electronic music nodation from an Apple [le compaer
program called Music Constroction Set. He holds a Master of Music degree frem The Juilliard Schood and a Bachelar of
Fine Ars degree from the Cleveland Institute of Music, where he studied with Jobn Corighiane and Donald Erh,

respedtively.
=Program note from Jacob 'Wallace

Dancing on Winker (2] 5h . cmmmnuesmssssssssiissssssmasissssssssssasis PRAAK Ticheli (b.1%58)

Damcing en Water is a joyons seven-minale tibute to my kengtime friend and colleague, Richard Floyd. The wark, partly
inspired by Dick’s love of siling, begins as an exuberant dance expressing feelings of unabashed joy and suggesting imzges
of the sea on & perfect moming, This dance gives way o a keartfelt song, sung hroadly by the karns and suphoniums and
supparied by a playfal background of crsp eighth notes derived from the opening dance. This “seng and dance’ might have
been sufficient as the waork”s material, but in the very cemer of the work appears something new — a kind of oasis, perhaps
an island — a soulful inferlude marked by mysterious solos and dwos in the alto saxophone and clarinets. Then the work
proceeds im reverse, suggesting an arch form, a return kame by the same pathways, ot with ane fimal surprise. A massively
fullthroaied coda Efis the exuberance level to new heights, driving this water joarney o a powerfully exaled finish.

Frank Ticheli retired 2 Professar of Composition in the Flora L. Thomton School of Music at USC in sprimg of 2023, Frank
Ticheli received his doctoral and masters degrees in composition from The University of Michigan. He has received
numerous awarnds, and his orchesiral and band warks have been performed all pver the world. Ticheli also appears 2sa guest
conductar 2 many universities and music festivals around the country and throu ghout the world.

Program nobe by the compeser — Frank Tucheli

Chester (ITIBMISE) ccccceiimmiiiismsmsaiiiiiiissssasasanisisssssssssasasasasasassss Wlimm Sehuman (1910-1992)
Originally composed as the third movement of his Mew England Triptych for cochestra, American compaser William
Schuman immediately transcribed and re-worked Chester for concent band. He added additional percassion and lengthened
[and strengthened) the last portion of the waork for better effect. Since its publication in 1956, Chester, Gvartre fir Bead
has hecome a popalar standard work for bands around the world. This piece i based on a hymn une compoesed by the early
Mew England composer William Billings ( | Td6= | 800}, first pohlished in Boston as part of a collection called The Hymn
Master's Assistant ( L778.) Chesrer gaickly became o popular marching song in the Continental Army during the American
Bevolution. It was afien played on the march by the Continental Army's fifes and drums. The first stanza of the bymn bane
aptly represents America's revolulionary mood of the time: Let tyrants shake their inon rod, And Slavery clank her gangling
chains, We fear them not, We trast in God, New England's God forever reigns.

= Program Mese from James Barnes
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KANSAS STATE UNIVERSITY - CONCERT BAND

FALL 2024
Listed {n Alphabetical Order by Last Name

FLUTE ALTO 5AX H{MEN

Katie Aniderson Patrick Amars Craig Brinkman

Jayda Baooga (Froc) *Dakota Forresier Drassy HolT

*Madisen Brecheisen Abby Kennedy "Tucker Settles

Kyra Case Saphia Orsbon

Salem Poonuru TROMBONE

Emily Taylor TEMOR SAX Emma Ciral

K Weeks Damian Buller Jess Hargen
Telfriy Muisa Lusks: Jayne

OBOE Jarreit Srmath Jason Mercer

"Sylvia Cunmingham Lucas Schnewder
BARITONE S5AX “Michae] Thampsan

CLARINET Wyatl Small

*Angel Amarg EUFHOMNILM

Rolland Brengle TRUMPFET *Chase Keeshng

Jayden Brooks Maddie Black Klaza Sunmons

Kmsey Buchhalz Andrew Dearinger Kaden 'Willams

Payten May ekl Earson CGrilfin

Roed Nelson *Evelyn Peal TUBA

Jomathan Kajewskl Emnly Reed Marparel Benzon

Yalena Sanches Ava Sedlacek *Alexis Sanford
Jomalbon Siuls

BASS CLARINET Emmmett Wilhams PERCUSSION

*Hre Ledbetter *Hretl Carter

Abby CGiantz
BASSCHIN Mathan Koupal
THvan Katzer Veromea Kaller
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KANSAS STATE UNIVERSITY - WIND SYMPHONY

Listed tn Alphabetical Ovder by Last Nawme

FLUTE

Josephme Benson
Faage Cannon
belisss Flemro

Ella CEreenup [ Fauc)®
Allison Keid
Cristme Rosales

CLARINET
Jeszica Boyle
Tackse Cook
Payten Mayfield
Abbgan] Kakes
Anna Kidgeway
Laire Schmaleried
Havely Walll*

BASE CLARINET
Calek Kissoon
Bre Ledbadler™

(BOE
All Giladfelder®

BARSOIN
Kin Baker-Davaes®
Harah Keary
Eoale Marten

FALL 2024

ALTIY SAX
Merrick Figueroa®
Chres Chalermez

Jarretl Peabody
Mason Thompsen

TENOR SAX
lsaac Chase

BARITOMNE SAX
Coaper Carlson

TRUMPET
Craven Clenereux™
Trstian Lewis
Ethan Crppald
Cameron Sadler
Jag Seeleld

Mark Thompszon

FRENCH HOHREN

Elijah Cunningham
Andrew Dearmnger®
Michael MeCnaght
Maddwe Renner
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TROMBONES
Taceb Daley™
Liabby Dy
Zach Ellim
Shankae Sanders

EUFHONIUM
hlales Kiehoe
Swiney Smalh*

TUBA

Olivia Franco
Agmsodeus Hull
Chase Boeeshng™

PERCUSSION
Draytom Hawkms
Mark Mok mey
Brenden Scaplione
Tasper Vallad
Moah Vigel

Jessie Whelan®
Byan Woodrull

* PrincipaliSection
Lesder



Concert Band Conductor

DR. ZACK DEININGER is the Assisiant Director of Bands at Kansas State Undversity. His duties include directing the
Conpert Band, Yalleyball Band, Cat Band {basketball pep band), and Pub Crawl Band; serving as Assistand Director of the
FPride of Wildear Land marching band, incleding armanging, and writing drilll for the KSUME; and instructor of undergmduate
pourses in conducting and the hdstory of country music. Danng the summer, D, Deminger serves as the Assistant Coordinabor
of the K-State Summer Music Camp and K-State Leadership and Auxiliary Camp.

Dir. Dreiminger received a Doctor of Musical Ans Degree m Wind Conducting from the University of South Carolina whene
he served as a graduate assistam with the Carolina Bands. At the University of South Caralina, he assisted with all aspects of
the concert and athbetic bands, mcluding smmanging and writing drall far the University of Soath Caroling hMarching Band, and
assisted with undergraduate conducting coarses. Prior to receiving his doctorate, Dr. [reininger served as the Assistam
Director of Bands at Green Valley High School in Henderson, Mevada {a subarb of Las Vegas). In this position, he co-directed
the 175=member Green Valley Marching and Athletic Bands, directed the Symphonsc Band, Concert Band, and Jazz Band
[, served as assistant conducior of the Symphonic Winds, and was instnectar of the Advanced Placement Music Theory
pourse and Chamber Class. [n additbon fo his duies at Green Valley High School, be also served on the Nevada All State
Band Commttee and as Chairperson of the Scathern Mevada Band Asseciation”s High School Honer Jazz Bands.

Beceiving o Master's Degree in Music Education from Aubam University in Awburn, Alabama, Dr, Deininger assisted with
all aspeets of the Aubumn Band Program serving as conductar of the Auburn University Campus Band, assistant conductor of
the Aubum University Symphoric Winds, instroctor of the undergmduate advanced conducting course, and assistant to all
aspecis of the Athletic Band Program. He holds a Bachelar's Degree im Music Education from Bowling Green State University
in Bowling Green, Ohio where he stedied hormn under Grammy award wirmer Dr. Andrew Pelletier and servesd as Dinem Major
for the Falcon Marching Band for three years under Dr. Cared Hayward.

Dir. Deinmger i 2 st2ff member of varicas summer camps threaghowt the country where he instrocts drum majors and stodent
leaders in leadership and condocting. He also serves a5 o music and marching staff member for the Maocy's Grest American
Marching Band held over Thanksgiving each year in New York City. Dr. Deimingeris 2 member of the College Band Directors
Mational Association, the National Association for Music Education, the Kansas Muwsic Educators Association, the Kansas
Bandmasters Association, and the Society of Pi Kappa Lambda. He is an honorary member of Taw Betn Sigma.

49



Wind Symphony Conductor

DR. ALEX WIMMER is currendly serving as the Associate Directar of Bands ot Kansas State University. His duties inclusde
directing the Wind Symphany, Cat Band (baskethall pep band), Valkeyhall Band, Pub Crawl Band, As=sistant Marching Band
Director for the Pride of Wildoat Land (KSUMB), amanger and drill designer for the KSUMB, and instrucior of undergmduate
and graduste coarses in conducting, armanging, and marching band techniques. He also serves as the faculty sponsor for Kappa
Kappa Psi and Tau Beta Sigma. Daring the summer be coordmates the K-St2te Summer Music Camp and K-State Leadership
and Auxiliary Camp, and serves as ome of the Assisiant Directors of the Manhatian Municipal Band. Prior to his appodniment
ot Kanms State University, Dr. Wimmer was a Groduate Teaching Asxistand for the Kansas State University Bands. He
assiied with all concent and athletic ensembles, andergraduste conducting courses, and Percussion Ensembles. His research
interests imchide undergmduates condurting with expressivity and quakitative reseanch.

Oiriginally from Gredna, Mebraska, Dr. Wimmer receaved his Bachelor of Music degree from the Universiy of Mebraska at
(hmaha , his Master of Music degree im Education with an emphasis in Wind Conducting from Kansas St University, and his
Dociorate in Philosephy in Curricubam and Enstroction from Kansas Staie University. Dr. Wimmer was the Director of Bands
at Gretna High School and the Assistant Director of Bands at Gretna Middle School. He was a recipient of the Jack R. Snider
Young Band Director Award im 2001 and served on the Mebraska BMusic Eduraiors Association Leadership Academy from
200 =312

Dr. Wimmer & in demand as a conductor, clinizian, and adjudicator as well ax & percussion specialist. His professional
affilintions include the Kansas Music Educators Association, the Kansas Bandmasters Association, the Mational Assocmbion
for Music Education, the College Band Direciors Matiora] Association, the Percussive Aris Seciety, Kappa Kappa Psi, Phi
Mo Alpha Simfomia, and Phi Kappa Lambda. He is comrently the president of the Kansss Bandmasters Association, as well a
co=chair of the Mew Band Direcior Bootcamp durimg the Kanses Bandmasters Associnlion”s sammer convenition.
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Graduate Assistant Condoctors

KYLE GRIMES &= from Sami George, Kansas, & small town cast of Manhattan, and has earmed o Bachelor's degree in Music
Education from Kansas State University. During his fime as an undergraduaie, Kvle

performed with the Wind Ensemble, Symphony Orchestra, Trumpet Ensemble, Undergraduate Brass Qaintet, and University
Band. He also marched with the “Prede of Wildcat Land™ Marchong Band and served as the bMusik Instrucior of

thez trampeet section for two vears. Kyle is a member of Kappa Kappa Psi.

RICH EBERSOLE = a native of Pennsylvania and a graduate of Temple Undversity in Philadelphia, PA, where he majored
in hfosic Education and Jeee Studies. Upon graduating, Rich moved #o Arizona to begin his teaching career. Ower his ten
vears of teaching in public schools, he has worked with all levels of shedemis. He taeght elemsentary band, strings and general
masic for two years before moving to the high school kevel. He expenienced great success in building the band progrom at
Drysart High Schoaol, from || students to 65 in four years. From there Rich moved to Liberty High School in Peoria AZ, where
he again grew the band program from &0 shedends o just over 120 tolal students between Marchme, Concert and Jaze Bands.
Rich is married o Melissa, has a threesvear-old son Elliot, and a one-year-ndd doughier Addson. Rich is oamendly warking
with the band program while parsuing his Master's Degree with an Emgphasis in Condocting.

51



UPCOMING EVENTS

WIND ENSEMBLE CONCERT*
Wednesday, October 9, 2024 — 7:30 pm
MeCam Awhionum

*CENTHEAL STATES MARCHING FESTIVALY
Salunday, Oatober 12, 2024
Bill Snyder Family Stadium

“CONCERT BANDWIND SYMPHONY CONCERT*
Tuesday, November 1%, 224 — 7:30 pm
MeCam Awdhitonum

WIND ENSEMBLE CONMCERT*
“"Hnlhl:idﬂ.}'. Movember 20, 2024 — 7:30 pm
MeCam Awdionmum

*MARCHING BAND CONCERT*
Sumday, Movember 24, 2024 — 500 pem
5:0pm

Bramlage Caliseum
SCONCERT BANID CLINIC®

January, 24=26, 2025
For mare infommaizen, veil the K-Siaie Bands websgite or emanl Courtney Gireew al ol enseniksuedu
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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 21% 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 21% 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 #ow 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).
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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 [ 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 III1. 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.

-Piccolo -Timpani

-Flute I-11 -Xylophone

-Oboe I-11 -Percussion 1 (Triangle, Temple Blocks
-Bassoon I-1I (2), large Slapstick, and suspended
-B-flat Clarinet I-11-II1 cymbal)

-B-flat Bass Clarinet -Percussion 2 (small tom, snare drum
-E-flat Alto Saxophone I-II (sticks and brushes), bass drum, and
-B-flat Tenor Saxophone vibraslap)

-E-flat Baritone Saxophone

-B-flat Trumpet I-1I-I11

-F Horn I-11

-Trombone I-II

-Euphonium (treble and bass clef included)
-Tuba

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
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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, fenuto, 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 4 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 V1. 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)
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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)
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Figure 4.4 Closing Theme material in mm. 28-34 (Trumpet 1, 2, and 3)
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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)
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Figure 4.6 Rising three note melodic pattern from mm. 57-61 (Alto Saxophone 1)
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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)
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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
I1, 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)
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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)
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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

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

L
Modulating Link (Exposition) | mm. 17-20 Three-note motive taken from
Theme 1.
Theme II and Episode mm. 21-40 Shift to B-flat Major (with C
(Exposition) 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 3™ 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 Evaluation
Objective: Run the entire piece, only stopping when 1. Run entire piece
necessary. e In general, the work does not present any major
-Listen for sections that will present challenges technical challenges to the ensemble.
-Identify unexpected problem areas. e The tempo is inconsistent, especially on eighth-note
-With extra time, address areas of major concern passages, which tend to drag behind the beat.

e Attention will need to be given to articulations and
style changes throughout the work.

Run entire piece e ' ' i
e Balance is inconsistent and will need attention

° StOp Ol’lly if needed (transitions, CtC...) through the rehearsal Cyc]e_

e Make note of unexpected challenges e Tempo changes were not performed well but, with

e Rehearse close to but, slightly under the sufficient rehearsal, should not present any major
performance tempo. challenges.

Rehearse the ending of the work
e With remaining time, rehearse the ending of the
work
e Focus on the abrupt changes in tempo
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Rehearsal Plan — Rehearsal #2

Ensemble: Concert Band

Literature: Abracadabra Time: 12:50pm
Plan Evaluation
Objective: Rehearse the Exposition (mm.1-40) and 1. Introduction and Theme 1
Development (mm 41-105) with a focus on the following: e Eighth-note pickups are generally late and cause the lines
-Maintaining steady pulse through the subdivision of eighth that follow to be out of time
notes e Players who are resting must take care to still count and
-Matching articulations using syllables “dah”, “tah” etc... subdivide their rests, so entrances are in time and in style.
-Balancing sounds to lower voices e The melodic line tends to overpower the accompaniment
which has caused issues in balance within the ensemble.
Rehearse the introduction and first theme Continue to stress the importance of listening down to
e Alignment of eighth-note accompaniment figure in lower voices moving forward.
the introduction
e All players should subdivide at the eighth note-pulse 2. Episode and Theme 2
e Accented vs. non-accented notes e Accompaniment figures still tend to land on the back of
the beat in this section as well which causes pulse control
Rehearse the episode and theme 2 issues.
e Maintaining steady pulse through each transition of e Accented and marcato figures lack definition and
the work alignment from section to section. Continue working to
e Ensure eighth-note accompaniment lines do not fall align both note lengths and articulation style.
behind the beat.
3. Development
Rehearse the development theme and episode e Many of these lines are materials pulled directly from the
e As above, ensure that thythms and pulse are clearly exposition. Remind the ensemble to take what was
established between melodic and accompaniment played before and apply it here.
figures
e  Uniformity of articulation syllables.
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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:

Evaluation

Development and retransition

Balance of the ensemble is improving as parts

-Dynamics become more comfortable but continued work is
-Style Contrast needed to ensure balance between all parts and
-Articulation voices

Rehearse the Development and retransition
e Balance of accompaniment to melodic line
e Balance down to lowest 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.

e Sudden changes in style/tempo 2. Recapitulation
e Ensemble is making connections between
material from the exposition and development
Rehearse the Recapitulation which is now being applied to the ending of the
e Dynamic contrast between sections work.
e Uniformity of articulations e Continued development of dynamic contrast will
e Eighth-note subdivision be needed as rehearsals progress
3. Coda

Rehearse the Coda
e Balance to low voices
e Sudden tempo changes

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 Evaluation

Objective: Rehearse the Retransition and 1. Retransition and recapitulation
Recapitulation/Coda with an emphasis on the e Balance and phrasing are continuing to make steady
following: improvement. Continue to encourage the ensemble
-Balance of voices within choirs and the ensemble to listen down to lower voices and adjust dynamics
-Articulations and style changes of upper voices if needed to achieve better balance.
-Tempo changes e Moving lines within the accompaniment are

becoming more noticeable but will need continued
work before the performance.

Rehearse the retransition and recapitulation e The shifts in tempo are much clearer to the ensemble
e Phrasing of the retransition section (breath now and should only need minor adjustments
marks, releases, etc...) moving forward.
e Balance of melody, accompaniment and full
ensemble
e Transition from slow to fast tempo with 2. Coda
appropriate change in style e 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

Rehearse the Coda performance.
e Slow build of dynamics (not too loud, too soon) e The accelerando is making steady improvement but
e Gradual accelerando still tends to drag behind the beat. Encourage the
e Legato vs staccato tongue ensemble to use a lighter articulation throughout the
e Tempo shifts at the end of the work 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
e More emphasis on beat 4 -leading to beat 1
e Play on the front of the beat
e C(Clear beginning, middle, and end of phrases and

Evaluation

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.

pitches 2. Development
e As above, the tendency is still to play behind the
Rehearse the development beat.

e More contrast between dynamics and style e Intonation issues are still present, but students are
e Make changes in style, dynamic happen quicker actively working to adjust as they play.

and more fluidly e Continued work will need to be done on the slow

section before the recapitulation.
3. Coda

Rehearse the recapitulation and Coda
e Accelerando must be led by descending clarinet
quarter-note line
e Continue to subdivide eighth notes throughout
e Not too loud too soon

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
e Stop only if necessary
e Allow ensemble to get a sense of their
responsibilities during the performance

1.

Evaluation

Full run of piece

e Pulse control is greatly improved in the entire
ensemble. Articulations still tend to be too heavy
at times which causes some lapses in control.

e Changes in style are much more noticeable and
effective.

e Transitions are clear and performed well overall.

2. Coda

e Accelerando is much more aligned however, there
is still room for improvement. A smaller

Rehearse the Coda conducting pattern may be useful in getting the
e Uniformity of style and articulation during the ensemble to be more successful as there is less
accelerando space between beats.

e Balance to low voices
e Transitions between tempi and style

Rehearse transitions
e Changes in style must be sudden and immediate
e Work to achieve greater dynamic contrast
throughout the piece, especially in transition
sections.

e Continue to look for opportunities to meld gestures
to achieve greater contrast in style and dynamics.

3. Transitions

e 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
e Make note of any issues to address
¢ Balance of ensemble in a new space
e Any concerns regarding the final performance

With any remaining time, address transitions between
sections

e Rehearse tempo changes

e Rehearse major style changes

1.

Evaluation

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.
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Chapter S - 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 Fiinf Klavierstiicke (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 Fiinf Klavierstiicke 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 Fiinf Klavierstiicke 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 Fiinf
Klavierstiicke 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 [ — Allegro Moderato (quarter note = 104)

Movement Il — Adagio (quarter note = 54

Movement II1 — A/legro (dotted half note = 60)
Movement [V — 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 1% 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)
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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)
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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)
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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)
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Figure 5.8 Melodic material from mm. 30-34 of Movement III (Clarinet 2)
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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 I1I (clarinets)
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Figure 5.10 Melodic material from the Trio in mm. 65-69 of Movement III (Flute. 1)
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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)
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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)
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Figure 5.13 Closing Theme melodic material from mm. 69-71 of Movement IV (flutes and
oboes)
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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)
Condensed Score
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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

ml | m2| m3 m4 | m5 mé6 | m7 | m8 | m9 | ml0 | mll | mlI2 | ml13 | m14 | 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 I1

m.34 | m.35 | m.36 | m.37 | m.38 | m.39 | m40 | m41 | m42 | m43 | m44 | m45 | m46 | m47 | m.48

Eb Bb7Eb | Bb Bb pedal Eb | Bdim | Cmin | Bb




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
11

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 I11

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)
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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)
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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)
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Figure 5.23 Rhythmic figure in mm. 45-46 of Movement II (Flute 1)
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The Scherzo (Movement I11), 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)
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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
atm. 9.

Link (exposition)

mm. 17-20

Modulating link in Clarinet
land 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 I1: 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 11 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 11 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 land
accompaniment in Clarinet 2
and Bassoon 1-2 with piano
dynamic indicated.




Table 5.3 Movement I11: Scherzo

Section:

Measure:

Event and Scoring:

Theme [

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 11

mm. 26-38

E-flat Major: Theme II is
stated with melodic material
in Oboe 1 then moves
between upper woodwind
voices.

Theme [

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

Theme II (Repeat)

mm. 26-38

Theme I (Repeat)

mm. 39-56

All materials from here to the
end are repeated.




Table 5.4 Movement IV: Allegro Guisto

Section:

Measure:

Event and Scoring:

Theme 1

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 11

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 1

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 11

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 I11I/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 [
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 (Fiinf Klavierstiicke) (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

Kansas State Undversby Wind Ensemble Chamber Winds Sprimg 2034




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. |

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. 11

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. 111
e Stop only as needed
e Work to balance in a chamber ensemble setting
e Identify sections/transitions that will present
technical or stylistic issues moving forward.

Run and rehearse mvt. IV
e Stop only as needed
e Work to balance in a chamber ensemble setting
o 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. |

e Work to identify and add clarity to melodic
lines, especially as they pass from part to part

e Rehearse accompaniment lines and work to
achieve uniform articulation and balance within
these parts

e Identify issues in balance for this specific
ensemble (Bsn, Cl. 2 as lowest voices)

e Rehearse transitions within the movement.

1.

Evaluation

Movement |

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 Evaluation
Rehearse and balance parts for Movement IV 1. Movement [V

-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

e  Work to align melodic and accompaniment
figures. Detached, lifted figures are a key
component to this movement.

e Identify and rehearse balance issues within the
movement.

e  Work to achieve style changes that occur within
the movement.

e Rehearse transitions.

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 11

-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. 11
e Rehearse solo sections to align figures and
balance the ensemble
e Focus on dynamics and contrast of dynamics
within the movement.
e 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 I11

-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. 111

e Rehearse technical passages to improve pulse
control in triple meter.

e Work to achieve better dynamic contrast within
each section of the movement.

e Rehearse the Trio and the style change that goes
with it.

e 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 ata
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. L, I, III, and IV
-Repeats and D.C markings in mvt. I, II, III, and IV

Tempo changes
e Work to prepare and adjust immediately to
changes in pulse throughout each movement
e Ensure correct subdivisions of the beat are
occurring at various parts of each movement.

Style changes
e Focus on articulations and their effect on style
changes within each movement.
e Work to have style changes occur immediately

Transitions
e 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 Evaluation
Objective: Run Movement I and II of the piece; 1. Movement I

stopping only of absolutely necessary.

Run movement I
¢ Run the movement without stopping
e Work transitions and style changes as needed
e Ensure dynamic contrast is present

Run movement II
¢ Run the movement without stopping
e Work transitions and style changes as needed
e Ensure dynamic contrast is present

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 Evaluation
Objective: Run Movement III and IV of the piece, 1. Movement III
stopping only if absolutely necessary. o 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
Run movement III transition points. A slower tempo than what is
¢ Run the movement without stopping marked in the score will be necessary for a
e Work transitions and style changes as needed successful performance of the work. Additionally,
e Ensure dynamic contrast 1s present it will be necessary to conduct this movement in

three rather than in one.

2. Movement IV

Run movement IV e As with Movement I, this movement is strong in
e Run the movement without stopping the areas of balance, pulse, and technical ability.
e Work transitions and style changes as needed Minor lapses in alignment occur if cues or

e Ensure dynamic contrast is present 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 4", 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 18" 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 18" 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 19™ 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 s approximately six minutes in length. The concert band scoring is shown below.

-Piccolo

-Flute I-11

-Oboe I-I1

-Eb Clarinet

-Bb Clarinet I-11-I11

-Eb Alto Clarinet

-Bb Bass Clarinet
-Bassoon I-11

-Eb Alto Saxophone I-11
-Bb Tenor Saxophone
-Eb Baritone Saxophone
-Bb Bass Saxophone

-Cornet (Trumpet) I-1I-I11
-Horn I-1I-ITI-IV
-Trombone I-1I-11I
-Baritone (Treble)
-Euphonium (Bass)
-String Bass
-Basses (Tuba)
-Percussion

e Snare Drum

e Bass Drum

e (Cymbals
e  Wood Block
-Timpani

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



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)
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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
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Figure 6.5 Melodic fragment from mm. 77-80 (Flute 1) in Variation I
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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
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Figure 6.7 Melodic figure in augmentation from mm. 123-133 (Flute 1) in Variation II
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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 I11
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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 I'V. 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
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Figure 6.10 Melodic figure from mm. 203-209 (Alto Saxophone 1) in Variation IV
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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
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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
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Figure 6.13 Roman numeral analysis from mm. 1-16 of Chester by W. Schuman
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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)
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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)
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Variation III, while technically simple presents the most distant harmonic structure from
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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 111
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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 | GMCODVGRENAREBL | Gh/Ch  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)
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Figure 6.21 Woodwind sixteenth-note passage from mm. 87-100 in Variation I (Oboes)
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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)
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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
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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 for 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
atm. 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 |

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 11

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 111

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 11

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 I'V 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
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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 Evaluation
Objectives: Run the piece stopping only when 1. The ensemble was successfully able to read through
necessary ) . the entire piece, stopping only briefly to regroup as
-Listen for how sections that will need the most work ’
-Listen for unexpected errors and make note of them needed. With no marked key signature, there were

-Stop only for major issues numerous accidentals that will need to be marked by

Run entire piece players. Additionally, the ensemble struggled with
e Stop if ensemble becomes lost or there are major transitions between each variation in regard to both
errors in accidentals, key changes. style and tempo. Sixteenth-note passages, large leaps
e Listen for unexpected errors and make note for and syncopated rhythms posed significant
future rehearsal. 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)
e Clarity of entrances
e Resonance of cluster chords

Rehearse Variation II (mm. 101-145)
¢ Dynamic contrast
e C(lear release of notes/phrases

Run End of Brass Chorale and Variation I together
¢ Emphasize sudden change of style/character
e Connect theme to the first variation and
fragments

Evaluation
1. Variation I

e Eighth-note lines tend to drag. Articulations are,
generally too heavy.

e  WW sixteenth-note lines need continued.
practice individually at slower tempos, slowly
working back up toward the marked tempo.

e 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).

e End of notes tend to be clipped and are not
aligned vertically.

3. Chorale into Variation I
e 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.
e 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)
e Push and stretch lines to encourage ensemble to
listen/watch with more intent

Rehearse transition to and Variation III (mm. 131-170)

e Tempo will drag, work to get students to: 1. watch. 2.
Count/subdivide on their own (take ownership of
pulse)

e Sing “Tah” vs. “Dah” to clarify articulations
(Staccato vs. legato)

e 5 bar phrases with breath at the end of each (shown)

Rehearse Variation IV (mm. 171-211)
e Agreement of staccato 8th notes. They should be
detached and have resonance while remaining light.
(Tah vs Dah)
e 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 Evaluation
Objectives: Rhythmic Accuracy + Pulse Control 1. Variation |
-Ensure students play lines, not individual notes e Continue to match note lengths between

-Clarify articulations “Tah” vs. “Dah”

. winds and percussion on cluster chords.
-Subdivide

e  WW technical passages are improving but,

Rehearse Variation I (mm. 38-100) will need continued refinement.

e Align cluster chords (will most likely be too heavy).

Work to ensure each note has clear front and release 2. Variation II

(“Toe”) ¢ Dynamic range is becoming more clearly
e  Work on playing figures rather than individual notes defined.

during the transition from Var. I to Var. II e Changes in style still create pulse control
e Ensure ensemble is breathing in time and in character challenges.

(breathe, set, release) e Pyramid chord entrances are still not

properly balanced between entrances and

Rehearse Variation II (mm. 101-145) will require further practice

e Ensemble hits (mm. 101-119) are generally too loud
and heavy (marked mf). Rehearse at mp and work
light articulation to achieve clarity.

e  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.

e Pyramids @ m. 138 and m. 144 lack confidence,
rehearse if needed




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)
e mm. 209-219 Balance of all parts
e mm. 220-230 Relative Dynamics in ensemble
e mm. 229-End: 1. Balance to low voices, ensure
accents are being placed correctly, clarify releases
(m. 236, 240, 242)
Rehearse Variation IV
e mm. 203-211 Balance down to low voice
e Relative dynamics; don’t crescendo too early.

section
Rehearse Variation 11
e mm. 165-171 Balance to low voices on unison
rhythms, mm. 146-164 Balance of melody to half-
note accompaniment
Run Chorale
e Focus on listening for inner voice moving lines

e mm. 171-194 Balance of line moving from section to

Evaluation

Variation V and Coda
e Low voices tone is spread at times. Continue
to stress an “Ah” vowel to avoid lapses in
characteristic tone.
e Dynamics are improving but, still need
continued work to achieve the necessary
contrast.

Variation [V
e In general, the ensemble is still playing too
loud throughout this variation. Continue to
expand the soft dynamics.

Variation 11
e Much improved balance between chordal
accompaniment and melodic line
e S-bar phrasing is much more apparent

Chorale
e 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 Evaluation
Objectives: The ensemble will play with correct 1. Variation |
balance and blend to achieve better ensemble o Improved balance between the melodic line and
intonation Means for Achievement: accompaniment figures.
-Utilize conducting to direct ensemble listening e Technical passages are much clearer but, still lack
-Adjustable number scale for dynamics control at times
-Divide ensemble into groups: 4-bass, 3-tenor, 2-alto, 1- e Adjusting the dynamics of unison figures
soprano and use adjustable number scale to balance improved the clarity of the lines but, extended
sections range issues still present problems in intonation.

e Cluster chords are now much more aligned with
percussion creating a more resonant sound within

Rehearse Variation I (mm.38-101) the entire ensemble

e mm. 38-61 Balance within melodic line and
balance between melody and accompaniment

e mm. 60-76 Balance of WW and Brass within

fragments, intonation of unison lines

F1.2 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

e Upper WW @ 5/10, Alto/Tenor voice @ 6/10,
Lows @ 8/10




Rehearsal Plan — Rehearsal #7

Ensemble: Kansas State University Wind Symphony

Literature: Chester: Overture for Band Time: 4:30pm
Plan Evaluation
Objectives: Balance/Blend/Intonation of Chorale (mm. 1- 1. Chorale
37) e Remind ensemble to set air behind the tongue to
-Utilize conducting to direct ensemble listening achieve a more uniform entrance.

-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

e Phrasing is improved
e Brass chorale is more controlled but, still tends to
be too bright at times. Remind the ensemble to

Rehearse WW Chorale (mm. 1-16) balance down to lower voices and use an “Ah”

e  Watch for missed Concert F# vowel.

e 4-bar phrases, breathe together e Alignment and uniformity of style is improved in
e Ensure air is set before the release the extension of the chorale.

e Balance down to Bass Cl, Bsn, T.Sax, CI. 3 e Timpani rolls will need refinement within the

e Alternate playing/singing as needed brass chorale to help connect each phrase.

Rehearse Brass Chorale (mm. 17-33)

e Tendency will be to overplay, balance down in
groups, 1-4

e Brass is marked in 4-bar phrases w/ Timpani rolls to
connect each phrase (brass, breathe on 4, set on 4+,
play on 1)

e 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

e As texture builds, trumpets cannot overplay

e Alternate singing and playing as needed

e Suspension in m. 32




Rehearsal Plan — Rehearsal #8

Ensemble: Kansas State University Wind Symphony

Literature: Chester: Overture for Band Time: 4:40pm
Plan Evaluation
Objectives: Balance/Intonation of Variation I1I 1. Variation III (mm. 146-171)
-Utilize conducting to direct ensemble listening o Adjustable e Melodic and accompaniment line are continuing to
number scale for dynamics improve in both balance and clarity.

e 5-bar phrases are now clearly identifiable aside
from a few errors in the release of notes.

o Extended range still presents some challenges in
regard to intonation.

e Dynamics have been adjusted to ensure proper

Rehearse Variation Il (mm. 146-171)
e 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

e Breathe, set, release to start each phrase balance within the full ensemble.
mm. 161-171 2. Variation III (mm. 161-171)
¢ Balance of unison line (mm. 161-165) e Crescendo marked in this section is now more
e Ensure crescendo is balanced and does not start too controlled and tone remains characteristic
early or grow too much throughout the entire section.
e Even though half notes are connected, fingers. must e Half-note accompaniment is now more clearly

move fast to avoid smearing define in regard to style and articulation.

mm. 146-171
e  5-bar phrases
e Precise fingers/slide technique to maintain alignment

e Don’t overplay, group 1=3/10, 2=3/10, 3=4/10,
4=5/10




Rehearsal Plan — Rehearsal #9

Ensemble: Kansas State University Wind Symphony

Literature: Chester: Overture for Band Time: 4:30pm
Plan Evaluation
Objectives: Achieve ensemble pulse and balance in 1. Chorale
contrasting sections of Chester o e Timpani rolls are now clearly defined and assist
-Utilize conducting to direct ensemble listening in connecting each phrase of the brass section of

-Adjustable number scale for dynamics/balance the chorale.

Rehearse the Chorale (mm. 1-38) e Releases are now more clearly defined.

e Timpani rolls connecting phrases (17-32)

e Breath releases 2. Variation |

e Balance continues to improve and cluster chords

Rehearse Variation I (mm. 38-101) are now more resonant.
e Balance between percussion and cluster chords e Technical WW lines are now much more fluid,
e Balance of WW melodic line (warmer sound) and intonation issues are less apparent.
Rehearse Variation II (mm. 101-144) 3. Variation II and III
e Resonance of 8th notes (“Toe”) (mm. 101-120) o e Alignment continues to improve between
Move to the front of the beat (mm 101-144) melodic and accompaniment figures in variation
I

Rehearse Variation III (mm. 145-170)

e Bop (all parts) e Dynamic contrast of Variation IV can still be

more drastic.
Rehearse Variation [V (mm. 171-211)

e Dynamics and balance 4. Variation V and Coda
e Continue to work to avoid overplaying dynamic
Rehearse Variation V/Coda (mm. 212-End) markings.

e Avoid overplaying dynamics (mm. 228-End)




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)
e WW release @ m. 17
e Timpani roll must crescendo all the way through the
bar line, cymbal crash @ 17 must be full and
confident
e Don’t let articulations drag tempo, use air to move
tongue, play on the front of the beat

Rehearse Variation II-11I (mm. 101-170)
e “Toe” articulation in unison rhythm (keep is light
but resonant)

Rehearse Variation IV-End (mm. 171-End)
e Dynamic contrast @ m. 203 and alignment in brass
@m. 211
e 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)
e 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)
e Balance down, more space between notes
Variation III (mm. 146-170)
e More front to half-note accompaniment
articulations (piano chords)
e Variation IV (mm. 171-211) Avoid tone
spreading in low brass

Rehearse Variation V, Coda (mm. 212--End)
e Intonation/warmth of chorale (tpt, tbn, baritone)
e Unison releases

Evaluation

1. Chorale and Variation I
e 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
e Intonation issues are much less frequent, and
players are adjusting much more quickly
e Phrasing and style is significantly more aligned.
e Dynamic contrast can still be more apparent at
times.

3. Variation V and Coda
e Dynamic control is improved as the ensemble is
not overplaying.
e 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
e Listen for major issues in transitions, dynamics,
style that might need addressed.

Rehearse transitions between Variations
e Ensure that gestures are clear, and players can
move between each variation with confidence.
e 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.
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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.



Composition: Abracadabra
Composer: Frank Ticheli

Measure # 1 2 3 4 5 6 7 8 9 10 11 12 13
Form .
Introduction Theme 1
Phrase
Structure
Tempo
B =138
Dynamics
p mp — mf | p< | mp —mf| p
Meter/Rhythm a—%’- ﬁ’ : ﬁe/_“Fg’- ; ﬂ’ — == |5 . . .
b o ol sttt ottt st i aiatataie e Xoll mamsait e i a e L PO HTET R
QU"‘ \_eeU\Lev \_fru|p‘p_«p|_‘—eru|_rp_rp\|'|' \_"p_"pl;' [l
Tonality .
G Minor
Harmonic
A Gmin D Gmin D Gmin D Gmin D Gmin D Gmin D Gmin D Gmin D Gmin D Gmin Gmin D Gmin D Gmin D
Motion
Orchestration In: CI, B.CI, Bsn,
A . Add: FL. Add: T.Sax Add: Horn, A.Sax, Tbn 1. Euph, Temple Block, Small Tom
Triangle, Vibraslap
General Playful, Mischi Dark, Mysteri
Character ayful, Mischievous ark, Mysterious
Means for o ) ) o )
Expression Introduction creates playful texture with flute bell tones and Theme_l is introduced in clanr?ets and builds in intensity tonwar(?s tl_le
. . . first episode. Accompaniment is underneath except random interjections
imitative clarinet rhythmic patterns
from horn and saxophones
Conducting
Concerns . . . . . . . . . . .
Small pattern with wrist only, straight line conducting to Clear cues for introduction of main theme in Clarinets. Continued
emphasize stacatto, detached, rhythms stacatto conducting with small, clear pattern
Rehearsal
Consideration

Encourage ensemble to think of staccato as detached rather than short. Push from beat 4-1 to maintain energy
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Composition: Abracadabra
Composer: Frank Tichel

‘Work te achieve blend between sections as lines are passed between parts.

Measure # 14 [ 15 | 16 17 | 18 | 19 20 21 | =2 | 3 | 24
Form ) i
Episade 1 Modulating Link l}' Thems 2 i
Phrasa
Structursa
Tem
b =138
Dynamics .
mp o= g —_— | m) wjf
Matar/ Rhythm b s Py P f;" '_j':' ‘:_" srpleet padejgri sgreeee -_... ?L.' .'_"_?': -"_"."_.3".' IR
- - o ki o i o ol o e i | o g | i i
Tona
ity Eb Major * Bh Major
Harmonic : : : S : . : : :
Motion EL Eb Eb F¥dim T fmin i Bh Bhis Bhii BWF Hbh'Eh BT Cmtin F7
Orchestration ]
In: "W, Hn.1, Thn.1, Trangle Add: Tpt 1.2, Thn.Z, Tha. In: Full Ensemble
General i o ) )
Charactar Mysterious Imitstative HBrght, Tovial
st Shift 1o the relati jor all fo Aimued
Expression Through an sbrupt tenal shifi from minor () to mojer (Eb), 2 calmer, more lyrical seund 1k e relstE r.n.a.gnr m-.r: ra n:m. "
5 ed i contrast o the frst th ic material contrast from the opening material. Maternals from
this section ane taken directly from the main theme.
Conducting
Concerns . . . . . )
Ehift to smu-utl:.u. lyrical conducting. Still not too big but, make use of honzontal space to Slightly larger pattern but, still detached
show smooth lines
Rehearsal
Consideration

Avoid oveplaying as full ensemble enters
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Composition: Abracadabra
Composer: Frank Ticheli

Measure # 25 | 26 | 27 | 28 | 29 | 30 | 31 | 32 | 33 | 34 | 35 | 36 [ 37 | 38 | 39 | 40
Form .
L Episode 1 Theme 2 + Clogsing Material
Phrase
Structure f__-\z___._—
Tempo =138
Dynamics
suh. pr = — | e o /g
Meter/Rhythm e P S |- - B | | PP P T A i e P P
= —— e S =i
Tonal
ty C Muajor Bhb MMajor
Fim rers nbe i o o S (1Y Bh KT |Bb FT [BhET (B 7 wre lh, 1T e e rer | I In- 8]
Motion - o o o ' o - .
Orchestration Out: Piee, FL2, Oh,013, PR
B.CLTE 3, Tha, Perc In: Full Ensemble Ot W | B In: 1
Genaral ] ) ) ]
Charactar Lyrmical Joreial, Powerful Hright, Jovial
Means for -y b
Expression HECER ST prn Continued rewse of thematic material from the opening in the major key maintain a bright texture that builds to
allows for a reset of - -
. . a powerful climax and slowly tapers off
intensity.
Conducting
Concerns
E’E]'zr:'““ 5“1:"‘;5; Accented, with weight for marcatto lines but, still detached and bright. Emphasize the f# in m.3%9.
Rehearsal
Consideration |wai u= long as possible | Charge in articulation styles may present isswpes here. Anticipate the change in style and make the shifis happen
to crescendo in m. 27 right areay.
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Composition: Abracadabra
Composer: Frank Ticheli

Measure # 4l | 42 | 43 | 44 | 45 | 46 | 47 | 48 | 49 | S0 | 51 | 52 | 53 | 54 | 55 | 56
Form
Pevelopment: Theme 1 Miner 3rd Motive
Phrase
struﬂt“rﬂ MM
Tem
Lo J=138
Dynamics mi
mp == | pe— | g _ gt £ ==
Hatnrflth?thm i __._-' i -_.-_i- in .___._ '.‘-'" & e T T R T o m a™a wwp meh jmmd pog|ped mmi i EFEri-h| aai-d-gp .'..'"l ] L.|:.-p D i
L il A 2 Rl z e U G Sl = ol = 1= o= ol = = ol = i ol =1 il ~ 3~ L~ L - =
Tonal
LS G Minor
Lt Gmm D |[Omin D JG B |Gmi {"Illl' B |[GmmD |D Il' Gmm D | Cirren [¥ | Gime Chrni i Chni D
"mlun s imun =zn smes imun ==n Jsmen =an Jmen irmun TTEn Ames imun FITEn Jmen
Orchestration - iln. Tpei, Paps Tha, g 1. Bw . |wdicias
la: 01, Q.CL B, A fa2, T-fax Tamg kB B, T I--:ﬁ-r HII_:. :: ::_ e [In: Brass, Snare Ir: Full Ensemble
General . .
Character Flayfil yet still dark and mystenous
Means for A call and response like game begins between trumpets and low brass
Expression The tonal center suddenly shifis back to &G minor and the opening further emphasizing a playfiil and mysterious mood. The call and
theme retams, signaling a shift to a mischieveus timbre. response builds, eventually involving three groups, bmss, woeodwinds
mand selo timpani.
Conducting
Concerns . . . .
Light, small 'p.i_l::m a5 in the intoduction and theme 1. Defached and Prepare cues for WW, Bmes, and timpani call and res = lines
stacaito emphasis I
Rehaarsal
Consideration |Reoum to theme | material with alterations. Emphasis on descending | Work to achieve blend and balance between sections during
bern line beginning in m. 45 immitative playing in this sedion
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Composition: Abracadabra
Composer: Frank Ticheli

Measure # 57 | 58 [ 59 |60 [ 61 |62 |63 |64 |65 |66 | 67 [ 68 [ 69 | 70 | 71 | 72 | 73 | 74
Form )
Rising J=nate patterns Episade {Theme 1)
Phrase
M | |
T‘EI‘I‘I L]
= . =138
Dy namlcs i
P | m |mpmf = | = I g | —
Meter/Rhythm | §r - == e s s afe o o aie y waate o m o n st — — - rr rrrreir elr oeleeer|
S ':--_‘--_--r:---_"r it | (RS R A T e - R L i R
Tonal
Hy G Minor F Major Db Bajor Eb Major
Harmonic ) . I ) I ] ] : ]
Motlon Clnin Te=an EhT Cimman D {imin Cimin Eb Ah F F F Dk Db Dk Eh Ek Eh
Orchestration : .
o wlwl'_m TO0 | pdd i, Thaz [ Pt [ MWW TR Euph Add: T2, Triengle  |Add: Ha Out: Bras, Pere.
. [T 1 1, Tha
Genearal ] ) o )
Charactar Mysterious, somewhat bluesy Imitative, Lymcal
Means for Sudden forte-piare attacks are used to create shifts in inbensity and
Exprassion alloaw for more sustained qualities. Fising Y-note pattems of previous | Smooth, sherred lines are tmded between brauss and woosd winds to
materials serve as reminders while a mystenious, "bluesy” line is maintatin an imitative style while shifting to a mone Iyrical style
added in clarinets and flutes at m. 5960,
Conducting
Concerns
Lower conducting plane, use more honzontal space to illiat a dadker, more mystencus sound from the ensemble
Rehaarsal
Conslderation ) ) ) ) ) )
As intensity builds, dynamics must he exaggerated to aveid overplaying.
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Composition: Abracadabra
Composer: Frank Ticheli

Measure # 7 | 7 | w7 | 7% | 80 81 82 83 | 84
Form Moduluting Link Ir Theme 2 | | | |
i 1. 2,
Phrasa
Structura _L___———___=__ _____———_h
___-_-=-£"__
Tempo +=138
Dynamics
mp _— mff sub p -_— I
Meter/Rhythm | § - e e - e o B it -r_td_ﬁ--|:+d—_+_-t--_-u—:=w- e T e W N
= g | g | :"I r.---r]-_::--:r.-] i B e B L | - 'I- 1:&!- r I
Tonality
G Minor Bb Major Bk Major C Major Bb Major
T Fad Lima C F Hby B4 BT BhF Bt b BTy = F L F
Maotion im imin ] | I in
Orchestration
In: Full Ensemble In: Full Ensemble
Genearal _—_— By Towisd
Character itative right, Jawi
Means for
Expression A series of brief modulations are emploved in order o The material from the second theme is repeated exactly howewver, the endings are
create an imitative style with brass now leading and switched from the exposition which fimber develops the idea of mystery and mischief
wodwinds answering present throught the weork
Conducting
Concerns
Stmmight line conducting, staccato thythms
Rehearsal
Conslderation ) ) . . ) ) ) .
Matching articulations hetween sections Bring out descending accompaniment line
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Compositton: Abracadabra
Composer: Frank Tichel

Measure # g5 | @8 | 87 | 88 [ &9 | @0 | e1 [ e2 | 93 | 4 | o5 | @5 | &7
Form

Theme X (continued)
Phrasa
Structure mﬂ-—'}‘-‘"h
?HI‘I‘I R .

- « =138 FiE.. =118 Fif
Dynamics
—_ | — r — mgs —
"Htﬂ-r!nl‘lfthm I"""'-"'-f""'."-". - T T I' i { P e e e & mrre s mtmere 2 mterre @ mctwere e || sas s lacass o Ta-manta
S T I PR P # / ¢ il A d

Tonality )

Bb Major
L Tt Bh By F7 Es FT By F7 By F7 Bh F B F7 ]E’bﬁ Bk F7 Bh F7 BEbs FT B
Motion o '
Orchestration s Pioe., ]

In: Full Ensemble Crut F1, Hns |0l O Ol Saxcs  |[Crot Tha 2, Exph

TpL Pere

General ] )
Character Bright, Jovial
Means for
Expression

The thematic material again boilds in intensity as the full ensemble crescendos to a high point ot messore 87 before slowly tapenng off.
Conducting
Concerns

Broad, fill conducting here, supermetric patterns may be used to highlight half note lines. Ensure that dynamic contrast is exaggemted.
Rehearsal
Consideration |As the tempe slows, use mone space between beafs to help ensemble slow down more unifemmly. Make use of the breath mark in m.97 to align

all parts for the next sectian
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Composition: Abracadabra
Composer: Frank Ticheli

Measure # o8 | 99 [ 100 | 101 | 102 [ 103 | 104 | 105 | 1086 | 107 | 108 | 109 | 110 | 111 | 112 | 113

Form
Trunsition o Reapitulation Beeapitulation: Theme 1

Phrase

Structure W

Tampo J=g4 it o~ |Tempo1 =133

Dynamics
fu T — o T |mp = |my T S

Meatear, Rhythm R P W P 1§ e R —— ;_'...-i;|| ' F_""-_'i i L -_r-_'-_--‘-'-_-.--.--

= e PR = - ] .._..-." l-_-:?-li l-_---llf-h- e sss s s s s e e

Tonality . . . . .

I Mimar Bb Major G Major Eh Major O Bdinar

Harmonic ) ) ) ) )

Motion Dhnzin [karen Bh B o i F JEE Eb Cimin Crrron Cimin {imsin Chimm Clmin Ciaren Eh

Orchastration . : -

:;_r:lr;h_r:: B, ::’g;brpl' Hi 1. e Al 4 Haw |:|u|:TP|I|:|u,|_ - 1o W Adid: Tpa.d, B, Tha L, Eoph, Tha, Tangla Hhek, Sn. Tom

Genaral ] ]

Charactar Searching Dark, Mysterious, Sultry

Means for P — i, . . . ,

Expression Mumerous brief shifts in tonal center in this transition create a feeling | The original theme retums with some pieces shortened, or removed
of searching for resolution while previously used material is used to |entirely. MNew scoompaniment is introduced in o descending chromatic
hinmt at o neew direction line played by flutes,

Conducting

Concarns . . . )

Very legato conduocting with use of horizontal space to show adr : : : : :
bet bests. Fe chear with relemes Small pattem, still Iyrical but muwch lighter than the previous section.

Raehaarsal

Consideration |Balance and intonation may pressnt issues here, especially in upper Subdivision will help the ensemble to make the transition bade to the
W volces. faster tempa here.
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Composition: Abracadabra
Composer: Frank Ticheli

Measure # 114115116 [117 |118 [ 119 120|121 [122 [ 123|124 |125 (126 | 127 128 | 129 [130 [ 131 | 132 | 133 [ 134 | 135
Form

Minor 3rd Motive Theme 2
Phrasa
Structura MW
Tempo =138
Dynamics

xr s mf mypsss | mf suh, pe="| =T P17
Hntﬂr}ﬂh‘rthm wi e F —_—— g T Rl ol e Jamam=n fans—m = s 1 ale st ale

rie =l - BT e B TR BT e i i = e e L B =

Tonality

G Minor
Harmonic . . . . . . . . . . . .
Motion W |G G (Gorone [Geren. J0mmen flemen [[Gemn iin imn i=en |k Ak {iemn |{emun |[Choun [Geun [foun [Coun [foun [Qoun [(oun
Orchestration

In: FFull Ensemble
General o )
Character Imitative Joovial but darkened
Means for This sechon serves a3 a
Expression berief rensinder of the

trvelopment and its back | Theme 2 retums, now is now presented in o derkened minor key (G minor)

and forth game like

sirocture
Conducting
Concerns

Broaden pattern but, maintain sepamation between bems and keep the overall style detached.
Rehearsal
Canslduration Avaid overplaying in this section with full ensemble. Stay on softer side of marked dynamics.
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Composition: Abracadabra
Composer: Frank Ticheli

Measure # 136 (137 | 138 [ 139 | 140 | 141 | 142 | 143 | 144 | 145 | 146 | 147 [ 148 | 149 | 150 | 151 [ 152 | 153 [ 154 | 155 | 156
Form
Credn
Phrase
Structure
Tempo s Termps |
accel. poca a poca (o m 1500 == 168 Jenmz | °° (=118
Dynamics
i e mp mf = |f o |\ = i | mp==|pp
Haler,.l"llllrthlﬂ PP T e P | |l s R R R R ._=—_'_ ' = - #
?ﬂl‘lﬂl-
ey G Fimor
Harmonic | | | | [ | | [ | T
Motion Hime  |[Gmin  |[Oozin |[C=en b ([(Gimim |Gmin |[Ootin |[Osen esean Gmis |ees= |peen jemen Wegmm (Gmin [COmin [WT Chofer G ||Chmin
Orchestration | oo vow | Add 1S, In: F, O, g7, [ Fhoov
" wwnu B.Gax H: Irn: Full Ensemble _:_5.:_] Rl A, TR,
B San
General o . - Puff of
Character Building, intensifiying Cuestioning J—
“BHI'IE 'I'nr A suddea shifl in seapo lesde to 5
_ ; . : ; : : . whol |
Expression A fiw En—prml:':r In.'l:-:gm the coda allows for the gradweal boilding l:IfII:ItEl'!::II}' both in ﬂ‘_'|:TLﬂ1'.|II.:! mnd tempe. Ideas ::‘:.I:::ﬁm::; h'rh":r:-l:::u.:
from the entine piece are recalled and layered on each other to further ixild energy and intensity towards the ke wevlich ik i
comnclussion of the work g i wbdi s and e maigic
raniskis i g tinil puffof seead ]
Conducting
Concerns ) . . . Very smooth at fimst,
As the accel. Progresss, ensure that the conducting pattern does not become too large to achieve the incresse in then as light as passible
tempa. Work to shonen the space between the heats. for the final relese.
Rehearsal
Consideration Ensure the final release is
Stay on the front of the beat through this section while boilding constant intensity. ax light = pozsible, yet
resonant.
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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 1
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure # 1 2 3 4 5 6 | 7 | 8

F
orm Theme 1: A

Phrase
Structure \

Tem
po Allegro Moderato (+= 104)
Dynamics
mf —— _ — _
Meter/Rhythm e iy
3 3 3 3
Tonality Eb Major
Harmonic
Motion Eb Bb Eb F7 Bb7 Eb Bb7
Orchestration
In: CI 1-2, Bsn 1-2
General . )
Character Light, Leisurely
Means for

Expression . . . . e o
Theme 1 appears in Cl.1 with Bsn. Accompaniment. Melody is soloistic and scoring is light yet warm to suggest a gentle, relaxed mood.

Conducting E hat i is light with tle flick and rebound
T . .. L. nsure that ictus is light with gentle flick and rebound.
Eﬁht’ relaxed 2 pattem. Be sure to show swells rising and falling in Additionally, ensure that the space between beats is smooth to show
the lyrical flow of air needed throughout the movement.
Rehearsal

Consideration (so]o style line in Cl.1 must sing through and cannot be burried by accompaniment lines playing static lines. The swells indicated in the

score should be observed and emphasized in the melodic line without overplaying.
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Composition: Little Symphony for Winds Mvmt 1
Composer: Franz Schubert/ Arr. Verne Reynolds

Full ensemble entrance must not be too loud here. Dynamics still indicate a relaxed mf to begin this
section of Theme 1. Swells must again be emphasized by all lines.

Measure # 9 10 [ 11 12 13 14 15 16 17 | 18 [ 19 | 20
Form
Theme 1: B Link
Phrase
Structure / /—\
Tempo
P Allegro Moderato (J = 104)
Dynamics
mf_ > —_=— ——|f mf E—
Meter/Rhythm W’W e e all 2= o .ﬁ—‘\;;;.f: — -
e WP B R T beercrecerertecrr et
Tonality Eb Major Eb Major — Bb Major
Harmonic .
Motion Eb Bb Eb Ab Ddim |[Eb Bb Eb Bb Eb Bb
Orchestration
In: Full Ensemble In: Cl1,Bsn 1
General .
Character Full, Leisurely Relaxed
Means for ing li i i
E - Theme 1 restated with full ensemble. Melody shifts to Ob.1 and F1.1 suggesting a brighter statement of A modulating link with duet line
xpression .. . . . in Cl.1 and Bsn.1. Warm dark
the melodic line to accompany full ensemble playing. The overall mood remains Leisurely and not
. . . . . . sounds to contrast and relax the
hurried with flowing accompaniment lines in other parts. . .
bright melody just played.
Conducting Switch to 4-pattern h d lead
Concerns Full ensemble cue: ensure pattern stays low and resist the urge to conduct beyond mf dynamic. Make C‘lma(;d ](;sr;lzj/litirzli eﬁ: j?t i:a
sure of LH and facial expression to show change of orchestration, not the baton. ) g ’
mm. 19-20.
Rehearsal Vertical alignment of CI.T and
Consideration Bsn.1 could present challenges

here. Compression of sixteenth
note triplet lines is common in
lines like this
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Composition: Little Symphony for Winds Mvmt 1
Composer: Franz Schubert/ Arr. Verne Reynolds

Expression

Theme 2 appears in Ob.1 with light accompaniment. The mood remains light and calm with smooth
lyric lines in both the melody and accompaniment parts. Parts are immitative and playful.

Measure # 21 22 23 24 25 26 27 28 29 30 31 32
Form
Theme 2
Phrase
Structure To—
Tempo Allegro Moderato (J =104)
Dynamics
mp < mf|lmp —>—<—__ f
Meter/ROVINM | 4t ot by Ty et T LT 5
Tonality Bb Major
Harmonic . . .
Motion Bb Cmin F |Bb Cmin F Bb Gmin Eb F Gb F
Orchestration . . _
In: Ob 1, Cl 2 In: Ob. 1-2, Bsn 1-2 In: Cl 1-2, Bsn 1-2 f‘gd' Hn 12n. All except Oboe 1
General . . L
Character Light, Leisurely Building
Means for

Unison rhythmic figures grow as
texture thickens, use of chromatic
harmony to enhance dissonance.

Consideration

Return to solo style approach with oboe lead. Do not let other parts compete with this melody through
the beginning of this section. As the theme builds, ensure that repeating rhythmic figures are not played

the same way twice and always have direction towards the end of the phrase.

Conducting

Concerns Return to 2-pattern here, cueing Oboe melody and Bsn accompaniment. Show forward motion on Grow, show swell with both
dotted eighth-sixteenth patterns hands

Rehearsal

Ensure that the repeated line has
growth and musical interest to
the end of the phrase.
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Composition: Little Symphony for Winds Mvmt 1
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure # 33 34 35 36 37 38 39 40 41 42
Form .
Episode
Phrase
Structure
Tempo
P Allegro Moderato (J =104)
Dynamics
mf A = mp
Meter/Rhvthm | 4+ g TR e et
fe e trret £ 20N ) S S S ) )
Tonality Bb Major
Harmonic
Motion Bb Bb7 Eb Bb F Bb Bb7 Eb Bb F Bb F Bb F
Orchestration [m: Ob 1-2, Hn. 1-2, Bsn 1-
5 © i » P8 Add: FILL 1 In: Full Ensemble In: ClL. 1-2
General o
Character Immitative, Smooth
Means for
Expression Episode appears, making use of materials and immitative themes previously heard. As rhytmic features repeat, the orchestration adds voices
ensuring that the melodic line pushes forward without being hurried.
Conducting
Concerns Return to a relaxed feel and smaller pattern set low enough to allow for dynamic growth through this section. Work to ensure entrances do not
rush as the orchestration builds toward the end of the expostition section.
Rehearsal
Consideration

With immitation, ensure players are listenin to each other and able to match articlations, releases and shape as they pass the melodic line from
part to part. Additionally, ensure that musicians here are shaping the phrases and not individual notes.
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Composition: Little Symphony for Winds Mvmt 1
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure # 43 | 44 45 | 46 47 48 49 50 51 52 | 53
Form
Codetta +
Phrase
Structure
Tempo
P Allegro Moderato (J:104)
Dynamics
f mf — f mf = mp p —
Meter/Rhythm Forreerr T —
Tonality Bb Major
Harmonic ) )
Motion Bb Eb C F Adim Bb Bb. Eb C. F Adim Bb F F Bb
Orchestration : Ob.1- . . : Ob.1- . . : - : -
In: Full Ensemble In: Ob.1-2, €1.2, Hn.2, In: Full Ensemble In: Ob.1-2, C1.2, Hn.2, |In: CL1-2, Add: F1.1-2 In: F1.1-2,
Bsn.1-2 Bsn.1-2 Bsn.1-2 Cl.1-2
General . .. . .
Character Musically Surprising Relaxed Musically Surprising Relaxed Gentle

Means for

Playful, immitative triplet figures

can be warm, dark and full, they must remain light overall and cannot be harsh or heavy at any point in
this section. The releases of the chords in this section will help ensure the chords do not sound clipped

off or harsh.

Expression Full ensemble block chords provide a musical surprise and must be played suddenly but not forcefully. |moving up from Clarinets to Oboes
Acts as a call and response with full warm chords anwered by light flowing lines. and concluding with Flute suggest a
soft, gentle ending to the codetta.
Conducting ) ) ) ) )
Concerns Full, weighted cues for the f entrances. Ensure that the weight is not shown as stacatto or marcatto with | Return to a 4-pattern here with very
a light rebound and smooth spaces between beats. Ensure that there is a drastic contrast between loud light and diminishing pattern leading
and soft in this section to enhance the call and response effect here. to a gentle release (use "dab" gesture)
Rehearsal Work to exaggerate the dynamic contrast between f and mp through this codetta section. While louds | Ends of notes will tend to be clipped in
Consideration

writing such as this. Ensure the notes
end with equal if not more care than
they started. Light, breath releases.
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Composition: Little Symphony for Winds Mvmt 1

Composer: Franz Schubert/ Arr. Verne Reynolds

Measure # 54 55 56 57 59 62 63 64 65
Form
Theme 2
Phrase
Structure T~
Tempo
P Allegro Moderato (J:104)
Dynamics
% mff T <_
Meter/Rhvthm | 4 =+t $r e LIS dg gy
- - 5 o e g |
I ip I S b R S
Tonality Eb Major
Harmonic . . .
Motion Eb Bb Eb Cmin [Fmin Bb |[Eb Cmin Ab Eb Bb Bb
Orchestration In: Ob.1-2, Hn.1-2,
In: F1.1-2, Cl1.1-2 In: Full Ensemble
Bsn.1-2
General ) ) .
Character Light, Leisurely Building
Means for . . . .. . . . . .
Expression In lieu of a development section, this movement breaks from traditional Sonata form and moves directly into the recapitulation with
Theme 2 reappearing in the tonic key of Eb Major. The melody has shifted to the flutes with all lower voices out to begin this section.
The overall texture should be light and relaxed.
Conducting
Concerns As with the Theme 2 stated earlier, light and smooth conducting here with low conducting set point to ensure room for growth towards
the coda. Emphasize the repeated rhythmic figures with swells and gesture in LH.
Rehearsal L L . . . .
Consideration As theme 2 appears again in Eb this time, flute led melody here may create sound that is too bright if overplayed. Ensure accompaniment

parts stay well beneath the melodic line here. Also work to ensure that dotted eighth-sixteenth lines are played correctly and not like triplet

figures.
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Composition: Little Symphony for Winds Mvmt 1
Composer: Franz Schubert/ Arr. Verne Reynolds

from part to part. Additionally, ensure that musicians here are shaping the phrases and not individual notes. Ensure that ties joining bars

together have direction and aren't over-valued by the players.

Measure # 66 67 68 69 70 71 72 73 74 75
Form .
Episode

Phrase

Structure

Tempo

- Allegro Moderato (J= 104)

Dynamics
mp = f — mp = f — —

Meter/Rhythm |+ T Hr R e e

Tonality Eb Major

Harmonic

Motion Eb Eb7 Ab Eb Bb Eb Eb Bb Ab Eb Bb Eb Bb Eb Bb

Orchestration In: All except F1.1-
In: All except F1. 1-2 In: Full Ensemble 2.0b.2, CI1

General o

Character Immitative, Smooth

Means for . . . Lo . . .

Expression Like the first appearance of this episode, the melodic line is immitated across multiple parts adding to the playful nature of the
movement. Added sixteenth note figures are used to suggest a slightly more driven feel to this section in order to lead into the final coda
with more momentum.

Conducting ) ) o o )

Concerns Smooth out space between beats even more here to help the clarinet line maintain smooth playing in the sixteenth note figues. The
clarinet line should feel almost circular and fluid to enhance the motion of the melodic line here so, conducting smooth and flowing
pattern while maintaining a clear ictus is crucial to maintaining tempo in this section.

Rehearsal o L o oo

Consideration With immitation, ensure players are listenin to each other and able to match articlations, releases and shape as they pass the melodic line
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Composition: Little Symphony for Winds Mvmt 1
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure # 76 77 78 79 80 81 82 83 84 85 86
Form
Coda
Phrase
Structure
Tempo
P Allegro Moderato (J=104)
Dynamics
f mf — S mf — mp p —
Meter/Rhythm E Sidddagamns
Tonality Eb Major
Harmonic . .
Motion Eb Ab F Bb Ddim Eb Eb Ab F Bb Ddim Eb Bb Bb Eb
Orchestration In: Ob.1-2, Cl1.2, Hn.2, In: Ob.1-2, C1.2, Hn.2, |In: Cl.1-2, In: F1.1-2,
In: Full Ensemble Bsn.1-2 In: Full Ensemble Bsn. 1-2 Bsn. 12 Add: Fl1.1-2 Cl12
General . L. . .
Character Musically Surprising Relaxed Musically Surprising Relaxed Gentle

Means for

The full ensemble block chords return again here offering a last musical highpoint built upon the

The final statements drift upwards

ensemble strive for an "Ah" vowell shape to keep air moving fast while creating ample space for that air

to resonate.

Expression from clarinet, to oboe, and then to
immitative writing in the preceeding episode. The call and response patterns, like before provide a C ? .
. . . . flute gently floating and drifting
drastic contrast and surprising texture to what is otherwise a very subdued movement. 8
upwards to a final light release
Conducting Return to a 4-pattern to close out the
C This section can be conducted in the same manner as the codetta with a drastic contrast in dynamics v P . o
oncerns . . . .. . . mvmt. Float gesture to aid with
being clearly show to the ensemble in advance of the sudden shifts to maximize the effect in this e . .. .
section gentle drifting line. Additional rit in
’ final measure as compared to m. 53
Rehearsal . . Simliar to the codetta ending, ensure players
Consideration As with before, the full ensemble block chords should be warm and rich, not heavy and harsh. Have the |y atch here as the final st will pull back more

here than it did at m.53. The last chord in FL.
and Cl should be released on beat 4 with a soft,
breath release.
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Composition: Little Symphony for Winds Movement II: Adagio
Composer: Franz Schubert/ Arr. Verne Reynolds

Consideration

Measure # 1 | 2 [ 3] 4 [ 5 | | | 8 9 [ 10 | 11 [ 12 | 13 | 14 | 15 | 16
Form
Theme 1A
Phrase —_—
Structure / T~ T~
T .
empo Adagio (J: 54)
Dynamics
mp —_— — —_— T———|mp —— ) —_— —
Meter/Rhythm . [ — — N
trphrpirametrr trforir gt e te vt
Tonalit .
y C Major
Harmonic
- C G7 Amin Dmin A7 Bb A F C G C G C G7 Amin G
Motion
Orchestration
In: Cl1.1-2, Bsn.1-2
General .
Character Lyrical, Calm, Warm
E{;s::ssf?:n Melody in Clarinet and harmonic accompaniment in Bassoon provide warm timbres for the opening theme.
Conducting
Concerns 3-Pattern or simply show beat 1 and 3 while showing growth of the line through beat 2. Ensure that beat 3 does not
rush
Rehearsal

Triplet figures may have a tendancy to rush, ensure that players pull back on beat 3 of each measure slightly. Ensure
that long notes are played full value and held all the way to the beginning of the next note or rest.
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Composition: Little Symphony for Winds Movement II: Adagio
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure #

17|18|19|20|21|22|23

24|25|26|27|28|29|30|31|32|33

Form

Consideration

Watch that the triplet lines and dotted eighth-sixteenth
figures are played independently as they may sound the
same if not played precisely

Theme 1B Episode
Phrase __—
Structure _— ——
Tempo Poco piu mosso (¢=63)
Dynamics
p _ mf 2 p <= — |mp<|mf <
Meter/Rhythm |~ =~ - . . et
LI g L] Lo o o ) O o v [Tt - Wﬁ
Tonalit . .
y C Major C Minor
Harmonic
. Dmin  |A7 Bb F c7 |F G7 C Cmin |G Cmin |G Cmin  |Ddim  [Eb G Ab Bb
Motion
Orchestration
Add: Hn.1-2 In: Ob.1-2, Cl.1-2 In: Ob.1, Bsn.1-2
General . .
Character Lyrical, Calm, Warm Dark, Moving
Means for Added horn line further warms the overall Oboe takes melodic lead to highlight shift to minor mode while still
Expression senority maintaining dark sounds
gg:g:::'sng Move to 3-pattern at the end of the phrase to set up the |3-Pattern showing forward movement on sixteenth note lines and
pulse for the next section. Be very clear with dynamics |triplet figures to establish new tempo. Show growth in each line
and shaping throughout the opening. beginning at m. 28
Rehearsal

Keep everything connected through this section and give dotted
notes full value. Avoid placing accents on the first partial of each
triplet and keep the line smooth
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Composition: Little Symphony for Winds Movement 1I: Adagio
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure #

34|35|36|37|38|39|40|41|42|43|44|45|46|47|48

49|5o|51|52

Form

overplaying this section. More examples of the triplet versus dotted eighth-
sixteenth patterns exist here that must be carefully observed.

ascending thirty-second note
figure. Ensure the sound is

full but not harsh

Theme 2 Link
Phrase
Structure
Tempo
Dynamics
mf—"" @ —_——— = — <l = |mp<< < <<
Meter/Rhythm | &+ coriprrcertr et ettt — I ——
g Tl e ey bt trofreertrrreert
i_"+r—p+"’r_r—p+*r_'—p+“_r—p+ LA FrrT Ir ey \ - I P % L= S i
Tonalit . . .
y Eb Major Eb Major-C Major
Harmonic
A Eb Bb7 Eb |Bb Bb ped Eb Bdim |Cmin |Bb Eb Cmin |G
Motion
Orchestration
In: Full Ensemble In: Cl1.2, Hn.1-2, Bsn.1-2
General . . .
e Calm, Joyous Surprising |Gentle Floating
. .. . . Sudden jump |Reduction in Modulating link used with
Means for First full ensemble entrance higlights the introduction of a new key (ED |to ff presents a[orchestration  |repeated figures to maintain
Expression Major) musical relaxes the timbre| character while moving back to
surprise of the ensemble |C Major
Conducting _ _ | Show beat 2 of m.45 full and|Show entrances of triplet
Concerns Make good use of horizontal space through this full ensemble section, strong pushing to beat 1 of |figures and use float
LH to show shape m.46. It should be full but |gesture to match
with rebound and not harsh | character.
Rehearsal ] ; . )
Consideration |AS full ensemble enters, ensure that the dynamics are observed in context to avoid |Ensure accuracy in the Light articulation on the

rising triplet line with full
value note at the end of
each figure
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Composition: Little Symphony for Winds Movement 11: Adagio
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure #

53|54|55|56|57|58|59|60|61|62|63|64|65|66|67|68

Consideration

Form
Theme 1A
Phrase —
Structure T~ T~
Tempo Poco meno mosso ( J=54)
Dynamics
mf <—_ mp =>|p e mf —— <<= |mp<<|mf g
Meter/Rhythm — N P
/Rhy br— et e ir q_rlrm;;glgr;g(rp”l
Tonalit .
y C Major
Harmonic
. C G Amin |G Dmin  [A7 Bb A F C G ¢ |G Cmin |G Ab G
Motion
Orchestration In: F1.1, CI1.1-2, Bsn.1-
In: CI.1-2, Hn.1-2, Bsn.1-2 5 In: C1.1-2, Hn.1, Bsn.1-2
General .
Character Lyrical, Calm, Warm
Means for First theme is repeated with Horn taking the melodic line. Thin scoring keeps the overall sound relaxed and light
Expression while low woodwinds and horn keep the sound warm
Conducting
Concerns Return to showing shape on beats 1 and 3 with shape in between. Pull back a bit to highlight the return to the original
tempo.
Rehearsal

Ensure that melody in Horn is not covered up by woodwind voices playing the accompaniment lines. Block chords in
this section to show the progression
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Composition: Little Symphony for Winds Movement 11: Adagio

Composer: Franz Schubert/ Arr. Verne Reynolds

Measure #

69 | 70 | 71 | 72 | 73 | 74

75 | 76 | 77 | 78 | 79 | 80 | 81 | 82 | 83 | 84

Form

Consideration

Watch that the triplet lines and dotted eighth-
sixteenth figures are played independently as they
may sound the same if not played precisely

Theme 1B Episode
Phrase
Structure / —
Tempo =63
Dynamics

mf = mp |p <<= == = = |mp =
Meter/Rhythm ——— L L Reere sleere ol

tr— o trreerte—eerd § i e
Tonalit . . .
y C Major-A Minor A Minor

Harmonic ) ) ) ) ) . ) )
Motion Ab Eb F#dim F7 Amin Amin E7 Amin E7 Amin G#dim C G#dim Dmin G
Orchestration

In:Ob.1, CI.1-2, Bsn.1-2 In: F1.1, Cl1.1-2, Hn.1, Bsn.1 In: F1.1, Cl.1-2
General . .
Character Lyrical, Calm, Warm Dark, Moving
Means for Scoring remains thin with oboe leading the |Episode appears again with flute leading in the relative minor key. Clarinets
Expression change of key have eighth note figures to keep tempo moving forward.
O] 3-Pattern with added motion on sixteenth . . . . . . . .
Concerns . . Lighter rebound in this section may help the clarinet lines playing eighth

note and triplet figures to show motion . .

note figures which establish the tempo

toward new tempo

Rehearsal

Clarinets must subdivide their accompaniment lines here. There will be a
tendancy to drag the tempo if flute does not push forward with clarinets on
the front of the beat.
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Composition: Little Symphony for Winds Movement I1: Adagio
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure # 85 [ 86 [ 87 [ 8 | 8 | 90 | 91 | 92 | 93 | 94 | 95 | 96 [ 97 [ 98 [ 99
Form
Theme 2
Phrase
Structure
Tempo
Dynamics
mf << f mf<< = == |f < | =
Meter/Rhythm [+ coripercorterpzerte o rde o _ . _
2 : . . 3t irﬁf|fr;g;r\ri?| Eprerrireer g
Tonalit .
y C Major
Harmonic . .
Motion C G C G Gped C G#dim Amin G
Orchestration
In: Full Ensemble In: CL.1-2, Bsn.1-2
General . .
Character Calm, Joyous Surprising Gentle
Means for Sudden dynamic shift All Voiccels dr((;}];outt
. Full ensemble playing to emphasize the return to C Major. and arpeggios provide [ ¢Pt = &1 B0
Expression a musical surprise return to gentle
texture
Conducting Largest conducting of movment on
Concerns Use horizontal space to show change in scoring but keep pattern low to avoid an diminished chords. Show full value
unintended shift in dynamics beyond what is written of chords to avoid them sounding
clipped
Rehearsal . . ) ) ) .
Consideration |As full ensemble enters, ensure that the dynamics are observed in context to avoid overplaying this Full and weighted but full
section. More examples of the triplet versus dotted eighth-sixteenth patterns exist here that must be value on each chord and not
carefully observed. harsh
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Composition: Little Symphony for Winds Movement II: Adagio
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure # 100 101 102 103 104 105 106 107 108 109 110
Form Coda
Phrase
Structure - — |
Tempo J=54
Dynamics
P —_ |mp——_ — |mp==—|mf = |p —

Meter/Rhythm gf VfrErlr _’L—r——irlz T |~ — 2 i Y N P R e — i

—3— 3 —3— 3 =3 3
Tonality C Maj

ajor
o I‘I-TIOI‘IIC C E Edim Emin G Amin E Edim CcC G C
Motion
Orchestrati

refestration In: Hn.1-2, Bsn.1-2 In: C1.1-2, Bsn.1-2

General .
Character Calm, Floating, Gentle
Means ff)r I itative lines build gently while floating higher Final statement of motif in same woodwind voices
Expression that began the movement.

Conducting
Concerns

Conducting and gesture should get progressively lighter with each repetition of the triplet figure. Ensure that the last
chord is played full value with a soft release gesture shown.

Rehearsal
Consideration

Triplet figures should lead to downbeats which cannot be clipped. Each figure should be slightly softer than the
entrance before it and final chord must be a soft release on beat 3.
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Composition: Little Symphony for Winds: Mvmt II1: Scherzo
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure # 1 | 2] 3|4]|5|6 |7 |8]9|10]11|12]13[14]15[16] 17| 18] 19| 20
Form Theme 1 ‘Lﬂi‘ *
Phrase —

Structure \//_\_\
Tempo Allegro (4=60)

Dynamics

f P f p mf |mp |p < f mp_—=|p |p
Meter/Rhythm [it+=Teeerar ettt rrtr et lerrrt | ——— P

bttt [ — tr—tr Tt [e e oo o |

Tonality Ab Major
Harmonic . . . .
Motion Ab Eb Eb7 Ab Fmin Bb Cmin |Dmin |Eb F Eb F Eb Eb Cmin
Orchestration

In: Full Ensemble In: FI.1, Ob.1, Cl.1-2 Add: Bsn.1-2 In: C1.1-2,Bsn.1-2  |m: Fl.1, CL.1-2,Bsn.1

General
Character

Light, Playful, Dance-like

Playful, Immitative

Means for
Expression

Mix of slurred and stacatto figures are used to provide a playful call and response sound in the ensemble. The figures are
light and detached giving the opening theme dance-like qualities. Figures immitate on another further developing the

playful and light mood of the opening theme.

Conducting
Concerns

Conduct in 1 until Trio. Give a very clear prep
beat and show beat one very clearly to allow for
accuracy on the beat 3 pickups. Show direction
of phrase using both RH and LH

and second ending.

Show forward motion in pattern with clear crescendo shown from mm.9-
13. Use smaller pattern with LH decrescendo for m.16 into both the first

Rehearsal
Consideration

The pickup must be vertcally aligned between Flutes and Clarinets and the line must have direction to the downbeat of
measure 2. There must be a light, detached articulation used for all stacatto markings and notes should not be clipped or

heavy. Ensure that players observe and exaggerate the dynamic contrasts found between f and p markings

Page 1



Composition: Little Symphony for Winds: Mvmt I11:

Composer: Franz Schubert/ Arr. Verne Reynolds

Scherzo

Measure #

21 | 22 | 23 | 24 | 25

26 | 27 | 28 | 29 | 30 | 31 | 32 | 33 | 34 | 35 | 36 | 37 | 38

Form

sfz on beat 3 of each measure. Work to
find and tune each chord, then find
agreement on length between voices.

H% Link Theme 2
Phrase
Structure
Tempo
Dynamics
f sfs sfs mf  |\mp<—_ T—— |P mp _
Meter/Rhythm o o g S T ol Pl el e e
I - PR I it |' i —— i 4 I | I I I I l |
Tonality Ab Major — Eb Major Eb Major
Harmonic
. Ab Dmin Abdim [Dmin AbdimBb Eb Bb7 Eb Fmin Bb | Eb Bb7 Eb Fmin Bb |Bb7 Ab Bb7 Eb
Motion
Orchestration
In: CL.1-2,Hn.1-2, Bsn.1-2 In: Ob.1,Cl.1-2, Bsn.2 In: F1.1-2, CL.1-2 In: FL.1,CL12,Hn.12,Bsn.1  [In: Cl.1-2
S Surprising, Accented Immitative, Light, Dance-like
Character
Means f(-)l‘ Harmonic surprises using diminished . . . . .
Expression chords provide an unsteady and Repeated rhythmic features immitated across Oboe and Clarinet rise and fall naturally
somewhat unpredictable transition to a | with the line continuing the dance style found in the first theme.
new key
Conducting .. 11 1: . . . .
Concerns Conduct stacatto downbeats and |Conducting is still light with good rebound with added lyrical gestures shown in LH
gesture for sfz. Give a light for melodic line. Indicate clear rise and fall of the line and exaggerate dynamics. Clear
release at m.25 crescendo must be shown in mm.37-38
Rehearsal Downbeats must be slightly longer the |Pay close attention to the melodic line so that it is not covered by accompaniment playing block
Consideration

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.
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Composition: Little Symphony for Winds: Mvmt III: Scherzo
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure # 30 [ 40 | 41 | 42 | 43 | 44 | 45 [ 46 | 47 | 48 | 49 | 50 | 51 [ 52 | 53 | 54 [ 55 | 56
Form
Theme 1 Fine +|
Phrase
Structure \/_/ \
Tempo
Dynamics .
f p S/ p mf  |mp |p < f mp _— |p
Meter/Rhythm |i+tcrferrrertet et crrrir RS P o e . |
AR Bl A Jiaa el
Tonality Ab Major
Harmonic
. Ab Eb Eb7 Ab Ab7  [Bbmin7 |cdim  |Ab Eb Ab Eb Ab
Motion
Orchestration | i ClLi2mni12Bsn1-2 In:FLI-2,CL1-2  |In: F1.1-2,0b.1-2,C11-2 e cl LB
General Light, Playful, Dance-like Playful, Immitative
Character SR v
Means for
Expression Essentially an exact repeat of the opening theme. Exaggerated dynamics between f and p figures adds to the call and
response/immitative style.
Conducting
Concerns Show contrast in fand 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.
Rehearsal
Consideration |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.
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Composition: Little Symphony for Winds: Mvmt III: Scherzo
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure #

57 | 58 | 59 | 60 | 61 | 62 | 63 | 64

65 | 66 | 67 | 68 | 69 | 70 | 71 | 72

Form
H% Theme 3A (Trio) —I-I H— Theme 3B (Trio) —I-I
Phrase
Structure o
Tempo
= Tempo Rubato
Dynamics
p<><> mf —|r mf = <= = >p
Meter/Rhythm s trerertf st —t| et t—r—r— I
r——tr—tr L | S e g e i Jieaggy
Tonality Db Major C# —Db (use of chromatic chord spelling/harmony
Harmonic
. Db Edim |Cdim |Db Db Edim [Cdim |Db C# B A E7 F#min [C#min7 |F#min |ceca#cs
Motion
Orchestration
In: C1.1,.Bsn.2 In: F1.1,C1.2,Bsn.1 In: F1.1, Cl1.1, Bsn.1

General
Character

Lyrical, Flowing, Rubato

Warm, Lyrical

Means for
Expression

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

Conducting

Conduct in 3 for the trio. Slower tempo overall so be clear

Push forward on eighth note figures while slightly pulling

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.

Concerns . . . i i
with pattern at the beginning of each phrase. Indicate against quarter _note 1¥nes. Pattern should be completely
. . . .. smooth and lyrical with complete control between each
ascending Flute line with LH starting in m.61. beat
Rehe_arsal i Tuning of unison line between Clarinet 1 and Bassoon 2 should be Enharmonic chord spelling could present issues. Respell
Consideration 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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Composition: Little Symphony for Winds: Mvmt I11: Scherzo
Composer: Franz Schubert/ Arr. Verne Reynolds

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.

Measure # 73 | 74 I 75 76 77 78 79 80 81 82 83 84
Form . .
Theme 3A(Trio) D.C al Fine
Phrase
Structure
Tempo c
P rit.
Dynamics
pr=— = — — |mf P pp
Meter/Rhythm e T f——1 rrrrrter | — A
. |- L |_ps
Tonality Db Major
Harmonic
A Db Edim Cdim Db Db Edim Cdim Db Eb7-Edim |Eb7-Edim |Eb7-Edim | Eb7-Edim
Motion
Orchestration
In: C1.1,Bsn.2 In: F1.1,C1.2,Bsn.1 In: F1.2,C1.2,Bsn.2 In: F1.1-2,C1.2
General . . .
Lyrical, Flowing, Rubato Light, Unresolved
Character
Means f(_"' Tempo Rubato marking relaxes the fast-paced dance of the first two themes. Orchestration is lighter here and should taper to almost
Expression Articulations generally become for lyrical and smooth throughout the trio of the nothing to create tension and a need for resolution
movement. Pushing slightly forward on eighth note figures and pulling back on through use of diminished harmonies to maximize
quarter note figures adds greatly to the rubato style of the trio section dissonance .
CondUCtlng . . . X Pull back more on each measure to maximize the
Concerns 3-pattern continues while showing rise and fall of the phrase. LH should |dissonance and tension before the Da Capo. Light
again be used to cue the ascending flute line. release on fermatta and then, give a clear prep and
downbeat like was show to begin the movement.
Re he_a rsal ) Tuning of unison line between Clarinet 1 and Bassoon 2 should be observed. Strive to achieve softest dynamics possible here. "one
Consideration

notch above silence" ensure Clarinet 2 digs into
dissonance on E naturals. Good breath support is
paramount for the whole movement.
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Composition: Little Symphony for Winds Mvmt IV: Finale
Composer: Franz Schubert/ Arr. Verne Reynolds

Allegro guisto (J=76)

Measure # 1|2|3|4|5|6|7|8 9|1o|11|12|13|14|15
Form
Theme 1A Theme 1B
Phrase
Structure T~
Tempo

Dynamics

» —— I e
Meter/Rhythm | _ _ _ , _ H et o
M g ) S i g g g g i e e g A ,,.‘:".4_53., f *LUEEI’LULUEU'“ |
Tonalit .
0 y Eb Major
Harmonic
. Eb Bb [CmEb [Bb Eb [Bb Eb Bb [CmEb [Fm Bb [Eb Bb Eb Bb Eb Fm |G Cm G
Motion
Orchestration
In: Cl.1, Hn.1-2, Bsn. 1-2 Add: Ob.1, Cl1.2 In: Full Ensemble
General ioh 1di o
Character Happy, Light, Dance Building, Immitative
Articulations in melody and accompaniment are light and
Means for . . . Fi fi It t t to build the ph
) detached with a lot of lift and space between figures in order to 1BUTEs move Tot part o part o bul © phrase
Expression . . using immitation
keep a light, dance-like sound
Conducting .
Concerns Light and detached 2-pattern. Ictus should have a good rebound but the space between each beat should be smooth
Rehearsal There must be a clear difference between dotted eighth-sixteenth figures and triplet figures anytime this theme appears,
Consideration leave space after the dotted not to ensure the sixteenth note does not rush.
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Composition: Little Symphony for Winds Mvmt IV: Finale
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure #

16 | 17 | 18 | 19 | 20 | 21 | 22

23 | 24 | 25 | 26 | 27 | 28 | 29 | 30

31 | 32 | 33 | 34 | 35

Form
Theme 1A Episode Link
Phrase
Structure
Tempo .
Allegro guisto (J=76)
Dynamics
Iz f e
Meter/Rhythm | _ . crororerte—+ —— ) _
Ml e A M et gre e rr
Tonality Eb Major Eb Major — C Major
Harmonic
- Eb Bb |[CmEb |Bb Eb [Bb Eb Bb |[CmEb |Fm Bb |Eb Bb Eb Bb G Eb7 Fm G. D
Motion
Orchestration
In: Ob.1, C1.1-2, Hn.1-2, Bsn.1-2 In: Full Ensemble In: Ob.1
General .
Character Happy, Light, Dance Detatched, Warm
A repeat of the opening material returns . . . .
Means for P p g . Dotted eighth-sixteenth figures from Theme 1 are used in the episode
) to detached figures to reinforce the light ) ..
Expression alongside block chords to transition between theme 1 and theme 2.
mood of the first theme
Conductin Light and detached 2-pattern with light
Concern € |rebound while maintaining smoothness  [Show building lines to whole note chords, use LH to show weight on chords.
oncerns between beats.
Reh 1 D ighth-si h ipl .
e ez.lrsa . . otted eighth-sixteenth and triplet Downbeats need to be full. Play each chord to make sure the balance is correct
Consideration independence.
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Composition: Little Symphony for Winds Mvmt IV: Finale
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure # 36 | 37 | 38 | 39 | 40 41 | 42 43 | 44 | 45 | 46 | 47 | 48 | 49
Form
Theme 2A
Phrase
Structure .  —
Tempo .
Allegro guisto (J=76)
Dynamics
P - ——|pp < e
Meter/Rhythm | + & o +ertreret L
e s L ) VR EER I e el Tt O
Tonality C Major C Minor — Eb Major
Harmonic
. C G C E F C Cm Bb Eb G Eb
Motion
Orchestration
In: Ob.1, Cl.1-2,Bsn.]1
General ) ) . . .
Character Bright, Flowing, Lyrical Dark, Flowing, Lyrical
Theme 2 is lyrical and warm in contrast to theme 1. The While still lyrical and smooth, the second half of this theme
Means for Lo . . . . .
E ) melodic line is slurred and connected with slurred eighth statement briefly moves to a minor mode, darkening the
xpression note figures as accompaniment. overall timbre.
Conducting [Move to lyrical conducting, very slight flick on ictus, conduct as smooth as possible. Focus on showing the rise and fall
Concerns of the entire phrase. Time should be established by now so phrasing can be a focus.
Rehearsal The clarinet accompaniment line may have a tendancy to drag as the entrance on the "and" of 1 is usually late. Keep this
Consideration |part on the front half of the beat to ensure that the tempo is not pulled down by this background line.
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Composition: Little Symphony for Winds Mvmt IV: Finale
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure #

50|51|52|53|54|55|56|57|58|59|60|61|62|63|64|65|66|67|68

Form
Theme 2B
Phrase
Structure T~ —
Tempo . J
Allegro guisto (s=76)
Dynamics
mp mf — | f | mp — |7 |
Meter/Rhythm — o o — e —— | & oo | .
fm*f—’-ﬁcg'f—f-gww ' T Trrererit g S i Tt
3 3 3 3
Tonality Bb Major
Harmonic
. F Bb F Bb F Bb F Bb Bb Eb Bb F [Bb F Bb F Bb Bb Eb Bb F
Motion
Orchestration
In: F1.1,C1.1-2,Bsn.1-2 Add: Ob.2 In: Full Ensemble mcirunt-2.801-2 - (In: Full Ensemble In:CLL Ha.1-2,Bsn.1-2
General o . L ..
Character Building Surprising Building Surprising
Means for This section suddenly shifts back to a light, major key sound as the tonal center shifts to Bb Major. The melodic line is
Exbression connected but the dotted-eighth and triplet figures return. Contrasting and surprising shifts occur in mm. 58 and 66 before
X i . . . .
P immediately returning to a more lyrical style.
Conducting . . . . .
Concerns Add more flick to the baton but maintain lyrical space between beats. Show a dramatic change on figures in mm. 58 and 66
Rehearsal As the dynamic and texture builds, keep players from growing too quickly that they have nowhere to go by the time the top
Consideration of the phrase arrives. Additionally, work on listening and agreement on the unison rhythmic lines at mm.58 and 66.
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Composition: Little Symphony for Winds Mvmt IV: Finale
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure # 69 | 70 | 71 | 72 73 74 75 76 77 78 79 80 81
Form
Episode 2
Phrase T |
Structure — [ — | E—
Tempo .
Allegro guisto (J=76) o
Dynamics .
S S
Meter/Rhythm | crpsfrprterrrrrert el o @
o e Pttt pr e pleizreizrleszreses lrrpprprte P2
Tonality Bb Major — Eb Major
Harmonic
- Bb Eb Bb Eb Bb Eb Cm Bb-Gb-C-F Bb F Bb F Bb Bb Bb7
Motion
Orchestration
In: F1.1-2, Ob.1-2,Hn.1-2,Bsn.1-2 In: Full Ensemble
General .. .
Character Driving, Searching
Means for Rhythmic and harmonic motion in the second episode suggest a forward moving sound that is searching for a new key
Expression through the repeated V-I progressions. A half cadence back to Eb concludes the section.
Conducting |Build throughout this entire section, start low enough and small enough to ensure that there is room to grow somewhere
Concerns for the entire phrase which culminates with the fermata at m. 81.
Rehearsal Watch here that the melodic line is smooth and connected with accompaniment lines detached. While separated, take care
Consideration to not allow the quarter note accompaniment to become clipped.
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Composition: Little Symphony for Winds Mvmt IV: Finale
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure # 82 | 83 | 84 | 8 | 8 | 87 | 8 [ 89 90 | 91 | 92 | 93 | 94 | 95 | 96
Form
Theme 1A Theme 1B
Phrase
Structure T~
Tempo Allegro guisto (J =76)
Dynamics
mf e I
Meter/Rhythm | - o ey ereert e e
0 o ot 3t B e s ) N =i r—rerrteereereereer to—H
’ o ’ [CIP P e ot R
Tonality Eb Major
Harmonic
- Eb Bb [cmEb  [Bb Eb  |Bb Eb Bb [CcmEb  |[Fm Bb  |Eb Bb Eb Bb Eb Fm |G Cm G
Motion
Orchestration
In: Cl.1, Hn.1-2 Add: Bsn.1-2 Add: F1.2, Ob.1, Cl1.2 In: Full Ensemble
General . o o
TG Happy, Light, Dance Building, Immitative
Means for As before, the articulations in this section are detached and light, [ The same style of immitation and development is used
Expression returning to the mood from the opening of the movement. here again as in mm.9-15
Conducting .
Concerns Light and detached 2-pattern. Ictus should have a good rebound but the space between each beat should be smooth
Rehearsal . . . . . . .
Consideration Work to ensure there is an immediate and clear shift back to the light and playful articulations that opened the movement.
i i
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Composition: Little Symphony for Winds Mvmt IV: Finale
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure # 97 [ 98 | 99 [ 100 [ 101 | 102 | 103 | 104 | 105 | 106 | 107 | 108 | 109 | 110
Form
Theme 2A
Phrase
Structure e —
T .
empo Allegro guisto (J:76)
Dynamics
mf —_ ——|mp —_ P
Meter/Rhythm | -~ &t rrr e ———— dedgiaegman . P
s L L VTP e Er I Emr v EET | tr—rrr H
Tonality Eb Major Eb Minor — Gb Major
Harmonic
. Eb Bb Eb Bb G Fm Eb Ebm Db Gb Db | Bb Cb Gb
Motion
Orchestration
In: F1.1, C1.1-2, Bsn.2 Add: Ob.1
General . . . . .
Character Bright, Flowing, Lyrical Dark, Flowing,Lyrical

Means for

The first episode is ommited here and a sudden shift back to the lyrical, flowing style of the second theme occurs, this
time in the home key of Eb. The first phrase is presented in a major key with harm, rich textures before the second

Expression phrase appears in the parallel minor moving briefly to the key of Gb using warm but slightly darker tones.
Conducting Move to lyrical conducting, very slight flick on ictus, conduct as smooth as possible. Focus on showing the rise and
Concerns fall of the entire phrase. Time should be established by now so phrasing can be a focus.
Rehearsal Again, work to ensure the transition back to lyrical playing is immediate and smooth. The chords in the Eb minor-Gb
Consideration Major phrase may require some tuning assistance and work as tendancies here may not be as known.
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Composition: Little Symphony for Winds Mvmt IV: Finale
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure #

111 | 112 | 113 |114|115|116|117|118|119|120|121|122|123|124|125|126|127|128|129|130|131

Form

Theme 2B
Phrase
Structure o~ —
Tem .

— Allegro guisto (J=76)

Dynamics

mf —— |5 | mf — |f |
Meter/Rhythm | — _— . — — — ‘

3 3
Tonalit .
y Eb Major

Harmonic
Motion Bb Eb Bb Eb [Bb [Eb [Bb |Eb  |[Eb  |Ab  |ev mw|Eb  |Bb  [Eb  |Bb  [Eb B [Eb [Eb  |Ab  [eb B
Orchestration In:Fl.1- In: Full

In: Ob. 1, Cl. 1—2, Bsn.1-2 Add: Hn.1-2 Add: F1.1-2, Ob.2 |In: Full Ensemble |2, 0b.1,Hn.1- Add: CL.1-2 Ensemble In: F1.1, Hn.1-2, Bsn.1-2

2,Bsn. 1-2

General o - o - .
Character Building Surprising |Building Surprising |Calming

The same repeated motif is used again to build, adding parts as it goes to increase the energy for the final | Slight relaxing to
Means for . . . . . set up the second

) sections of the entire piece. The sudden full ensemble, rhythmic figures appear again and should be ) )

Expression episode which

forward but not harsh. A .

builds again
Conducting |Add more flick to the baton but maintain lyrical space between beats. Show a dramatic change on figures in mm. 119 and
Concerns 129
Rehearsal . . . . . .
. . Work to achieve vertical alignment amonst all parts especially the /" figures in mm.119 and 129.

Consideration
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Composition: Little Symphony for Winds Mvmt IV: Finale
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure # 132 133 134 135 136 137 138 139
Form
Episode 2
Phrase
Structure
Tempo Allegro guisto (J:76)
Dynamics
S
B T A B e o gy e e
Ty reptftpptt leperl
Tonality Eb Major
Harmonic
- Eb Ab Eb Ab Eb-aug Cm Fm Eb-Adim-Fm7-Bb
Motion
Orchestration
In: Full Ensemble
General .. . g
e Driving, Searching, Building
Means for . . . . .. . s
) The second episode is used to again build,this time using the full ensemble and then abruptly shifting to the coda
Expression
Conducting [Show the rise and fall of the phrase arcs in this section, be able to switch clearly between lyrical and staccato
Concerns conducting
Rehearsal Keep the ensemle light here. Build slowly towards the end of the phrase. Ensure that the shifts between lyric, slurred
Consideration lines and detached stacatto lines are immediate.
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Composition: Little Symphony for Winds Mvmt IV: Finale
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure # 140 | 141 | 142 | 143 | 144 [ 145 | 146 | 147 | 148 | 149 [ 150 | 151 | 152 | 153 | 154
Form
Coda
Phrase
Structure o
Tempo Piu moto (J =84)
Dynamics . .
mf / p —— |/
Meter/Rhythm ——— —_— > —
Tonality Eb Major
Harmonic
. Eb Eb Bb Eb Eb Bb Eb Bb Eb Bb Eb Bb Eb Bb [C7 Fm D Eb Ab F7  |Bb-G7-Cm-Bb7 |B7 Eb Bb7
Motion
Orchestration
In: Full Ensemble
General 1 . o
T e Building, Growing, Immitating
Means for An immediate increase in tempo occurs at the start of the coda. The dotted eighth-sixteen figures become more compressed
Expression as the section builds in dynamic and rhytmic intensity toward the final phrase.
Conducting |Tempo increases immediately so be prepared to push and stay on the front of the beat. Be clear with dotted eighth-sixteenth
Concerns figures and use them as pickups into the next phrase.
Exaggerate the dynamics on the soft end to begin the coda. This ensures that the ensemble does not play too loud too
Rehearsal . . . . . .
] ) quickly. As it builds, continue to work to save dynamic space for the final statements of the theme in the next part of the
Consideration coda
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Composition: Little Symphony for Winds Mvmt IV: Finale
Composer: Franz Schubert/ Arr. Verne Reynolds

Measure # 155 | 156 | 157 158 159 160 161 162 163 164 165 166
Form
Coda (Extension)
Phrase
Structure —_
Tempo Piu moto (J=84)
Dynamics
S v/
Meter/Rhythm S ) L LT s ool ad T S
Tonality Eb Major
Harmonic
Motion Eb Bb7 Eb Bb7 Eb
Orchestration
In: Full Ensemble
General
Character Strong, Full, Confident
M ; The final statements of the motif appear with repeated ideas moving from part to part. The final 8 measures of the piece
cans ?r remain in Eb which serves to solidify the final tonic chord of Eb Major of which the majority of the entire symphony is
Expression
based.
Conducting |Give weight to block chords with LH gestures and ensure that while full, cues are not too heavy or harsh. Final release
Concerns should be in time and not clipped. Be prepared to show a flick or dab gesture for the final release.
Rehearsal The sixteenth note figures in all parts must be accurate and cannot simply be rips of notes, the figures must be in time. Put
N eé,l sa ) space after the dotted eighth notes to keep the sixteenth notes from being played early. This will enhance the written rhythm
Consideration . . . .
and prevent it from sounding like a triplet figure.
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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

Measure # 1 2 3 4 5 6 7 8
e Theme
Phrase
Structure \//;

 p—
Feineo Religioso (=72)
Dynamics

p

Meter/Rhythm z | | | |
Tonality G Major

Harmonic Motion

Em D|G C G D7 Em D G G C G Am G D A7 D
Orchestration In: AIl WW except Picc, A. Cl, B.Sax
General o )
Character Religiously, Sacred, Lyrical
Means for . . . .
Expression 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.
Conducting
Concerns 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.
Rehearsal 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.
Consideration

Additional care must be taken to ensure clear releases and entrances within the marked 4-bar phrases
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Composition: Chester:Overture for Band
Composer: William Schuman

Measure # 9 10 11 12 13 14 15 16
Form
Theme
Phrase
Structure \//
| g—
Feineo Religioso (=72)
Dynamics
p
Meter/Rhythm i | | l | |
Tonality G Major
Harmonic Motion G C
Am G Am D|G C D|G Em C D|C Am D Em Am G D|Gsus4-3
Orchestration In: AIl WW except Picc, A. Cl, B.Sax
General o )
Character Religiously, Sacred, Lyrical
Means for . . . .
Expression 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.
Conducting
Concerns 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.
Rehearsal Continue to encourage players to listen for inner voices to achieve balance of parts. As voicings open up, listen to ensure intonation stays consistent
Consideration (will tend to be sharp). Ensure that moving 8th note lines are allowed to come through, especially in the low clarinet parts.
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Composition: Chester:Overture for Band
Composer: William Schuman

play one dynamic marking below what is written and to listen for a voice
lower than their own.

Measure # 17 | 18 19 20 21 22 23 24
Form

Theme (Repeated)
Phrase
Structure \/—/_

| g—
Feineo Religioso (=72)
Dynamics

s — g
Meter/Rhythm ? | | | | | | | |
Tonality Eb Major
Harmonic Motion Eb Cm
Bb Eb Ab Eb Bb Eb |Bb Eb Eb Ab Eb Fm Cm Bb Adim |Bb

In: All Brass + Cymbals, Timpani
Orchestration . ’

Out: WW Choir
General o o
Character Religiosly, Majestic
Means for . . . . ) o ) )
Expression 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.
Conducting 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
Concerns players. While fuller, continue to make use of horizontal space rather than vertical space to emphasize the lyric, flowing style of the

chorale.

While generally more full than the WW statement of the chorale, ensure . . L .

. ) . . |Low brass range is rescored into a lower range providing an opportunity for

that the brass entrance is not harsh or too bright as low voices are scored in . 8 - . .
Rehearsal thei for the first bh T ts should b qt a warmer timbre, ensure that these players bring out their moving lines
Consideration eir upper range for the first phrase. Lrumpets should be encouraged 1o (quarter notes) where applicable. High brass should continue to play one

dynaminc marking below what is written to ensure balance.
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Composition: Chester:Overture for Band
Composer: William Schuman

Measure # 25 | 26 | 27 | 28 | 29 | 30 [ 31 | 32 33 34 35 36 37
Lo Theme (Repeated) Extention
Phrase
Structure m
Feineo Religioso (=72)
Dynamics

f s el —
Meter/Rhythm

%#WWFFFFB—F rprrtecerrrtrrrrte—»1 |, e tererertrre CF? -
Tonality Eb Major
Harmonic Motion

Eb Ab Fm [Eb Fm Bb |[Eb AbBb [Eb Cm AbBb| AbFmBb |CmFmEbBb | Cmsus9-8 |[Eb Ab Eb | AbFmBb [Cm Fm Eb |[Eb/Bb Bb |Bb

In: All Brass + Cymbals, Timpani

In: WW except Pice, |14 1 6w WW, Low Brass.

connection of each phrase in second half of the chorale section.

BIRE IR I Out: WW Choir B'Sflx Out: Upper WW
Qut: Brass, Perc.
General
Character Religiosly, Majestic Sacred, Reflective
Means for . L . o
Expression Repeat of the opening theme made more majestic and powerful through Extention of the theme, gradually diminishing
orchestration in brass. toward the final cadence of the opening section
Conducting Give a clear prepatory gesture for woodwinds
Concerns Avoid simply conducting the melodic line throughout the 2nd statement of the [using both eye contact and posture to facilitate a
chorale, allowing for focus on moving accompaniment lines and bass motion. |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 |Ensure that the brass unison octaves are carefully tuned
Rehearsal count four at the end of each phrase. It may ne necessary to show the release/breath for brass [in mm. 35-37. Do not hestitate to leave a good amount
Consideration however, LH or RH should be used to communicate the timpani rolls to ensure the of space at the cesura before moving into the quicker

tempo.
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Composition: Chester:Overture for Band
Composer: William Schuman

Measure # 38 39 40 41 42 43 44 45

L Variation 1

Phrase

Structure e — —_—

1T a0 Subito Allegro Vivo (&=160)

D i .

ynamics Y dim

Meter/Rhythm > | | = | IHZ o2 [z IHZwd [HZe2 |
] ] f¢||pf¢||pf¢||pf¢|

Tonality G Major

Harmonic Motion

C Diatonic Clusters, every note of C Major scale from C3-E4

Orchestration In: Bsn, Saxes, All Brass, Snare Drum (rim shot), Bass Drum

General )

Character March-like

Means for

Expression Cluster chords used alongside percussion to establish the new tempo and marching style of the 1st variation

Conducting

Concerns Conducting should remain relatively small, with an emphasis on stacatto contucting which will aid the players in ensuring the cluster

chords have resonance while remaining detached.

Rehearsal The cluster chords, while accented must still have resonance. Encourage wind players to listen to percussion and match note lengths in order to achieve
. . both a clear tone and vertical alignment of the rhytmic figure. There should be a notable dim in mm. 42-45 to setup the entrance of the melodic line

Consideration

which begins at m. 46.
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Composition: Chester:Overture for Band
Composer: William Schuman

Measure # 46 47 48 49 50 51 52 53
Hore Variation 1
Phrase I —_—
Structure - e
 ——— ——

e Allegro Vivo (&=160)
D i .

ynamics mf
Meter/Rhythm % = . | T . | > . . | . . & [ . . . |
Tonality G Major

Harmonic Motion

Melody presented in G Major over C Cluster Chords

Orchestration Add: Upper WW

General ) )

Character March-like, light

Means for

Expression Theme presented in upper woodwinds to immitate revolutionary war style fife and drum

Conducting

Concerns Give a clear entrance cue for woodwinds playing the melodic line. It may be beneficial to show releases as well so that breaths are
taken together by all musicians.

Rehearsal The melodic line dynamics must be carefully observed as there is a tendency for it to be overplayed by many ensembles. Marked articulations such as

Consideration stacattos should be carefully observed as well with staccato notes being detached rather than short.
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Composition: Chester:Overture for Band
Composer: William Schuman

Measure # 54 55 56 57 58 59 60 61
Form N
Variation I
Phrase —
Structure \//
p—
Feineo Allegro Vivo ([=160)
Dynamics
Meter/Rhythm
Tonality G Major
Harmonic Motion . . X
Melody presented in G Major over C Cluster Chords Am/B(add9) Unaccompanied Melody
Orchestration In: Full Ensemble
General ) )
Character March-like, light
Means for
Expression Continued fife and drum style marching song
Conducting
Concerns 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.
Rehearsal The crescendo in m. 57 must be significant but not beyond the level of maintaining characteristic tone. Additionally, precise articulations in the WW
Consideration 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
i i

and that accidentals, concert F# in particular are observed.
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Composition: Chester:Overture for Band
Composer: William Schuman

Measure # 62 63 64 65 66 67 68 69 70 71 | 72 | 73 [ 74 75 76

Form Transition

Phrase

Structure

Feineo Allegro Vivo ([=160)

Dynamics f 7

Meter/Rhythm W o lle s A= >m"_‘p tpeer teezreeer et
%W sst v et glg e s i igllPEE e trpeert ja<geg

Tonality G Major

Harmonic Motion

Unaccompanied melody, Interval is at an octave or other set interval (5th, minor 3rd, etc...) No true harmonic sense, G tonality still suggested

euph, Add: low ww
Orchestration tha, Add: upper WW > |Add: tpts
 bass saxes, hn
s.bass
General o
Character Immitative, detached
Means for
Expression Theme is broken apart and played in immitation to begin the transition to the 2nd variation
Conducting
Concerns 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.
Rehearsal The transition to variation I begins a series of immitative lines between voices which must match both in dynamic level and articulation. Encourage
Consideration 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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Composition: Chester:Overture for Band
Composer: William Schuman

Measure # 77 | 78 79 80 81 82 83 84 85 86
Lo Transition
Phrase
Structure
Feineo Allegro Vivo ([=160)
Dynamics
P mf < N f_ 7 f 7
Meter/Rhythm oy
WW ; o o s alle s o allanssn [
i pecer Ty~ 2=
Tonality G Major

Harmonic Motion

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: upper WW, Hn Add: In: All brass, perc.
Orchestration T Add: tpt Add: tbn, euph, tba . ’
Cymbals P p Timpani |Out: WW
General o
Character Immitative, detached
Means for
Expression The theme continues to be broken into smaller pieces as the transition progresses
Conducting
Concerns 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.
Rehearsal 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
C iderati 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
onsideration

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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Composition: Chester:Overture for Band
Composer: William Schuman

Measure # 87 | 88 89 90 o1 92 93 94 95 96 97 98 99 100
Hore Transition
Phrase
Structure T
e Allegro Vivo (&=160)
Dynamics
7  F

Meter/Rhythm - _ N ! . & . = = - > =5 »

%;g;m;:;;rtr* . S iTagiigiTig g e gag
Tonality G Major

Harmonic Motion

Unaccompanied melody, Interval is at an octave or other set interval (Sth, minor 3rd, etc...) No true harmonic sense, G tonality still suggested

In: WW Add:
Orchestration Add: Hns : Out: Tpt, Tbn.
Out: Brass, Perc. Tpt, Tbn Pt
General ] )
Character Light, flowingly
Means for
Expression 16th note lines in upper woodwinds using thematic material used to interupt the marching song style of variation I
Conducting . . . e :
Switch to a less stacatto style here while remaining on the front of the beat as the slurred lines in woodwinds have a tendency to fall
Concerns behind the beat otherwise. This is another instance where a smaller pattern overall will make it easier to maintain the required
tempo.
Rehearsal The WW sixteenth note lines here occur in unison and while marked at ff; these lines should be adjusted to a lower dynamic to ensure clarity between
Consideration sections. Accents should be carefully observed as well to further enhance the clarity of the lines.
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Composition: Chester:Overture for Band
Composer: William Schuman

Measure # 101 102 103 104 105 106 107 108
Form Variation 11
Phrase
Structure
Feineo Allegro Vivo ([=160)
Dynamics
f mf
Meter/Rhythm
Tonality Bi-Tonal Eb Major / Db Major

Harmonic Motion

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

In: Saxes, Low WW, Brass

Orchestration
Out: WW, Perc.

General

Character Detached

Means for L . . . L

Expression 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

Conducting

Concerns 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.

Rehearsal 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
Consideration

accurate intonation.
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Composition: Chester:Overture for Band
Composer: William Schuman

Measure # 109 | 110 111 112 113 114 115 116 117 118 119 120 121 122 123
Hore Variation 11
Phrase
Structure
e Allegro Vivo (&=160)
Dynamics
yiamt mf f
Meter/Rhythm % L. T ﬁ "T'l it ao)
Tonality Bi-Tonal Eb Major / Db Major

Harmonic Motion

F/Bb Ab/Gb
GIAb

F/Bb EbDb

/Db Bb/ED Gb/Fb.

Db Bb/ED GbiFb

By/Db Bb/E GbiFb

F/Cb Eb/Db

C/F  C/Eb |Db/Cb C/F |Db/Cb C/Eb |Db/Cb C/Eb |obecvcm cr BbiGb BbCh AbDb |Bb/Cb AbDb | Bb/Cb AbDb Bb/Cb AbDb

In: Saxes, Low WW, Brass

Orchestration
Out: WW, Perc.

General

Character Detached

Means for o . . . o

Expression 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

Conducting

Concerns 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.

Rehearsal As the variation progresses, continue to encourage the players to listen down as the timbre may have a tendency to become too bright/harsh otherwise.

Consideration Again, it may be useful to rehearse each tonality in groups first before combining the two to ensure each is in tune with itself first.
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Composition: Chester:Overture for Band
Composer: William Schuman

Measure # 124 | 125 126 127 128 129 130 131 132 133 134 135 136 137
Form Variation 11
Phrase
Structure —_— —
e Allegro Vivo (&=160)
Dynamics 3
dim p
Meter/Rhythm %
Tonality Bi-Tonal Eb Major / Db Major

Harmonic Motion

Bb/Ab C/F Db/Cb C/Eb Bb/Gb Ab/Db Bb/Ab Db/Cb C/Eb Bb/Gb AbDb | BbiCb AbDb Bb/Cb AbDb Bb/Cb Ab/Db Bb/Cb AbDb

Bb/Cb

Orchestration In: AIl WW, Tbn, Perc. Add: Hn

General ]

Character Flowing, smooth

Means for

Expression Woodwinds again interupt the detached march-like brass lines to tie the theme back to the opening chorale.

Conducting

Concerns The flowing woodwind line that interupts the variation may be a good opportunity to switch to supermetric conducting however, a
return to conducting in 2 should occur no later than measure 133.

Rehearsal A return to lyrical, flowing lines returns at m. 124. This change in style must occur suddenly and accurately. It again returns to the short, detached

Consideration style introduced at the beginning of the variation at m.133 which again must occur seamlessly and immediately.
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Composition: Chester:Overture for Band
Composer: William Schuman

Measure #

138 139 140 141

142

143

144

145

Form

Transition 11

Phrase
Structure
e Allegro Vivo (&=160)
Dynamics sub 7 >
Meter/Rhythm % E “'::J ) . | . e | | ! .. | |~ —
=T — i
Tonality B minor / B Major E minor
Harmonic Motion
BmM7 Em

Add: All brass

entire line.

Orchestration Add: C], Saxes
Out: Ob, CI, Saxes ’

General

Character Detached

Means for . . . . . . .

Expression Pyramid chords are employed with melodic fragments to shift the style again, returning again to the march style from the 1st and
2nd variation.

Conducting

Concerns Clear downbeats must be shown here to ensure the accuracy of the chordal pyramids that occur at m.138 and m.144. Additionally,
the releases of each pyramid chord should be shown to ensure alignment before the next chord begins.

Rehearsal The pyramid chords in m. 138 and 141 should be built carefully to ensure that each new entrance matches that of what was previously played.

Consideration Additionally, following each entrance, the sustains should diminsh to leave room for the next entrance giving the effect of one instrument playing the

i i
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Composition: Chester:Overture for Band
Composer: William Schuman

Measure # 146 147 148 149 150 151 152 153 154 155
Form Variation 111
Phrase
Structure
e Allegro Vivo (&=160)
Dynamics
mf
Meter/Rhythm i ?{ ] B TE N
Tonality Varied minor chords generated by parallel melody: No tonal relationship to melody

Harmonic Motion

Em Fm

Em Dm

Cm Gm

G#m Am

Fm Em

Ebm Dbm

Bm Bbm

Bm

Fm

Em Ebm

Dm

Orchestration

In: All WW, Hn, Tbn, Euph, Tba

General
Character

Flowing

Means for
Expression

While maintaining the quick tempo established in variation I, the woodwinds shift to a flowing, slurred variation of the melodic
material from the chorale. Half note chords in brass help to maintain the pulse while enhancing the continued tonal shift away
from the opening keys.

Conducting
Concerns

The flowing style of this variation provides a good opportunity for supermetric conducting throughout this variation. As this
variation is largely presented in 5-bar phrases, clear breath releases at the end of each phrase must be clearly shown to ensure
alignment of the half note chordal accompaniment and melody of variation I11.

Rehearsal
Consideration

The third variation sees a shift to a flowing melodic line and accompaniment which while in contrast to the previous variation in style, does not
change tempo. Ensure that players are still maintaining the pulse, especially in the half note accompaniment figures. Additionally, 5-bar phrases
may present a challenge and must be carefully observed. Breaths should be shown and taken by the entire ensemble at the end of each 5 measure

phrase.
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Composition: Chester:Overture for Band
Composer: William Schuman

Measure # 156 | 157 158 159 160 161 162 163 164 165 166 167 168
Form .

Variation 111
Phrase
Structure —
e Allegro Vivo (&=160)
Dynamics

mf P == << s —_—

Meter/Rhythm

i ' crerrirpeeer e | f R Tl e e P AN
Tonality Varied minor chords generated by parallel melody: No tonal relationship to melody
Harmonic Motion

C# F#m | Bbm Ebm | Abm Bbm [ Cm Bbm | Abm G | Gbm Ebm [Em Ebm|Dm Cm| B»pmcmém IDm Cm [Bm C#m |C

. In: All Winds
Orchestration In: All WW, Hn, Tbn, Euph, Tba Add: Tpts
Out: Perc.

General ]
Character Flowing
Means for While maintaining the quick tempo established in variation I, the woodwinds shift to a flowing, slurred variation of the melodic
Expression material from the chorale. Half note chords in brass help to maintain the pulse while enhancing the continued tonal shift away

from the opening keys.
Conducting The flowing style of this variation provides a good opportunity for supermetric conducting throughout this variation. As this
Concerns variation is largely presented in 5-bar phrases, clear breath releases at the end of each phrase must be clearly shown to ensure

alignment of the half note chordal accompaniment and melody of variation I11.

Dynamics must be carefully observed as more voices are added ensuring that voices play dynamics relative to other voices to maintain good balance.
Rehearsal As with many orchestral style transcriptions such as this work, there is a tendency for the timbre to become too bright as upper voices are scored in
Consideration the upper ranges to supplement violin parts. This may require the adjustment of written dynamics to acheive in sound what the composer actually

intended.
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Composition: Chester:Overture for Band
Composer: William Schuman

immediately.

Measure # 169 | 170 | 171 | 172 | 173 | 174 | 175 | 176 | 177 | 178 | 179 | 180 | 181 | 182 | 183 | 184
Form e o
Transition I1I | Variation IV
Phrase
Structure
e Allegro Vivo (&=160)
Dynamics
= | » p 7 —
Meter/Rhythm = = - >
e b
Tonality G Major  |Gb Major F minor
Harmonic Motion
E CD E|GEbF#am | Db/Gb |Eb/ab F/Bb | Gbicb F/Bb | Gb/Cb F/Bb | Gb/Cb F/Bb | Goiw Db | Gb Bbm | Ab Gb | Fm Bbm | Ab Gb Fm
In: Bsn, Tpt3, Add: Cl, Bsn
Orchestration Hn, Tbn, Euph, [In: Brass, Woodblock T ’ |Out: Cl, Bsn, Saxes
Saxes
Tha
General ] )
Character Flowing Detached, light
Means for STurred e to
Expression complete the |Another shift in orchestration to brass signals a return of the march style used in earlier variations as the transition to
idea of variation IV begins.
\ariation IIT
Conducting Take care to . . S .
Concerns rep the stvle A return to detached, stacatto conducting should occur here while maintaining a relatively small pattern to ensure the
prep Y tempo does not drag.
change
Rehearsal The style change | As in variation II, there is a sudden and immediate shift in articulation and style which must be observed. Special attention should be
Consideration must occur given to the woodblock interjections and players should strive to match the resonance and articulation of these entrances to acheive
i i

alignment.
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Composition: Chester:Overture for Band
Composer: William Schuman

Measure # 185 | 186 187 188 189 190 191 192 193 194
Fi o
orm Variation 1V

Phrase

Structure

e Allegro Vivo (&=160)

Dynamics

Y I P

Meter/Rhythm 2 B gt % = = - . =

Tonality Db Major

Harmonic Motion . Ebm Db Fsus
Db Fsus Db | Db Fsus Db | Db Fsus Db | Db Fsus Db | Db Fsus Db | Db Fsus Db | Db Fsus Db DbMaj7 Am/B Bbm Gb Ab

Orchestration In: CI, Tpt Add: F1, Ob, A.Sax

General o

Character Immitative

Means for o . . . . . .

Expression Immitative lines between clarinets and trumpets using melodic fragments are used to begin returning the theme towards its
original form.

Conducting

Concerns Clear cues for clarinets and trumpets should be shown here to ensure confident entrances as the phrase length is slightly
unpredictable.

Rehearsal Clarinets and trumpets should listen carefully to each other throughout this section as they exchange lines which must vary in timbre but, match

Consideration in style and articulation. Marked accents should be observed and while weighted, should not be played short.
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Composition: Chester:Overture for Band
Composer: William Schuman

Measure # 195 196 197 198 199 200 201 202
Fi o
orm Variation 1V
Phrase
Structure
/
e Allegro Vivo (&=160)
Dynamics
v
Meter/Rhythm > > > > > = . > > > > > u—
Tonality Db Major
Harmonic Motion
Ebm Db Cm Bbm EbmDb Cm Bbm  |Ab Ebm Db Cm Bbm Ab
Orchestration In: Hn, Low Brass Add: Al WW
General o
Character Immitative
Means for
Expression Immitation continues, now in larger groups and longer phrases as the melodic material shifts toward the next variation.
Conducting
Concerns Communication with low brass is essential beginning at m. 195 but should not be overly heavy. Pattern should be accented but not
detached throughout the end of the variation.
Rehearsal The low brass lines here should be powerful but not beyond what can be played with a good tone. Only a slight lift should exist between accented
Consideration quarter notes and, releases should be clear and aligned.
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Composition: Chester:Overture for Band

Composer: William Schuman

useful.

Measure # 203 205 206 207 208 209 210 211
Form .

Variation 1V Transition IV
Phrase
Structure ____ —_—
e Allegro Vivo (&=160)
Dynamics

» < f —
Meter/Rhythm o AeumalE [| 2 00023 =
% et

Tonality Gb Major C Major
Harmonic Motion

Gb/Db Eb/Ab Db/Gb Eb/Ab  F/Bb |Gbiw pbiGb Ebab By [Gb/Cb  Ab/Db | Bb/Eb Gb Cb Db Eb

q ) In: Picc, Fl, Ob, Cl,|]Add:Hn, Tbn,
Orchestration In: Full Ensemble ASax. T.Sax Eugh, Toa
General ]
Character Light, detached
Means for
Expression Immitation continues, now in larger groups and longer phrases as the melodic material shifts toward the next variation.
Conducting
Concerns Another sudden shift can be enhanced through a drastic reduction of pattern size and change to stacatto conducting again.
Rehearsal The dynamic shift to p must be observed at m. 203 and crescendi should occur as late as possible to avoid overplaying throughout the end of
Consideration the fourth variation. Special attention to intonation of the short transition at m. 211 may be needed and tuning each chord note by note may be
I i
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Composition: Chester:Overture for Band
Composer: William Schuman

Measure # 212 | 213 214 215 216 217 218 219
Form N
Variation V
Phrase
Structure \//
p— S —
Feineo Allegro Vivo ([=160)
Dynamics —
p I ——
Meter/Rhythm g | | |
Tonality C Major Db Major
H ic Moti
armonie 2TOTOR ¢ F G |Am  Em F An}; Bm Em C Gm Eb | Dm Em Am | G Bb
Orchestration In: Tpt, Hn, Tbn, Euph, Snare Add: Tba, String Bass
General )
Character Light, detached
Means for . . . ) . L L o . . .
Expression 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.
Conducting Opportunities for lyric, horizontal conducting should occur at the beginning of variation V. Trumpet is the lead voice of this
Concerns 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.
Rehearsal The melodic line in trumpet and accompaniment in trombone and euphonium should be carefully balanced at the beginning of variation V. As more
Consideration voices are added, ensure that the dynamic level does not increase too quickly.
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Composition: Chester:Overture for Band
Composer: William Schuman

Measure # 220 | 221 | 222 223 224 225 226 227 228 229 230 231
Form N

Variation V
Phrase
Structure /’ o ——
Feineo Allegro Vivo ([=160)
Dynamics

p
Meter/Rhythm 2
Tonality Db Major
Harmonic Motion EAb Cb ABDD
Db Gb Ebm Db Gb Ab |Db Db/F Fm| Gb Ab Bbm Ab Db/Gb  |avevesbeaboben . Bbm Ebm
In: Add:
In: Cl, Saxes, Hn, Tbn In: Brass
Orchestration ’ o > |Add: Fl1, Ob. Add: Tpt
Euph, Tba, Perc. ? p Upper 1111111, Out: WW
WW n

General ) )
Character Lyric, expressive
Means for . . . ) . . . o
Expression 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
Conducting
Concerns 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
Rehearsal From mm.223-228 a slow crescendo occurs which should not begin too early as to arrive at the new dynamic too quickly. Encourage
Consideration 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.

i i

223-225.
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Composition: Chester:Overture for Band
Composer: William Schuman

Measure # 232 233 234 235 236 237 238 239 240
Form Coda
Phrase —
Structure ——— —_—
Feineo Allegro Vivo ([=160)
Dynamics
biia

Meter/Rhythm = N == W . > . > « . . = i o~
Tonality Db Major
Harmonic Motion

Db Ebm Fm Gb Ab [Gb Gb Db/Gb  Gb Gb/Db Gb  Db/Gb Db/Gb Db

intonation issues on the leaps.

Orchestration In: Full Ensemble

General o

Character Majestic

Means for o . . . . . . .

Expression After remaining largely segmented, full ensemble is used to begin the coda, signaling the final statements of melodic material and
triumphantly returning the theme.

Conducting

Concerns 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

Rehearsal 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

C iderati 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

onsideration
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Composition: Chester:Overture for Band
Composer: William Schuman

Measure # 241 242 243 244 245 246 247 248 249
Form
Coda
Phrase
Structure e — ———
Feineo Allegro Vivo ([=160)
Dynamics
1
Meter/Rhythm >
Tonality Db Major
Harmonic Motion
Gb Db Db/Gb Db
Orchestration In: Full Ensemble
General o
Character Majestic, full and powerful
Means for
Expression Powerful sustains, along with melodic fragments are used to extend the form and emphasize the closing of the piece
Conducting . . . .
Sustains and releases must be clearly shown throughout the coda. This can be effectively done with the left hand however, both may
Concerns 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.
Rehearsal 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
Consideration 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.
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