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  INTRODUCTION


  This book is written from the perspective of—and intended specifically for—conductors of non-professional orchestras. These are orchestras for which the technical proficiency or musical experience of the players is just as crucial a programming consideration as the “musical value” of any individual piece: whether we can play it is just as important as how our audience might like it or whether they might buy tickets to hear it. These groups exist in community music schools and youth orchestra programs, on high school and college campuses, and in many other venues across our musical world. Sometimes the players are students on a trajectory toward a life in music, and just as often, they are students on a trajectory toward astrophysics with some viola on the side—and sometimes those two students are stand partners. Sometimes players’ goals are as simple as joyfully participating in collective music-making because it makes their hearts sing or introduces them to new friends. Sometimes, rehearsal is the one hour a week when the players turn off their phones and the office’s calls go unanswered.


  Every group is unique, and this book is not about providing specific programming solutions. I have approached writing the entries as I would approach a conversation with a colleague who said: “Hey, I’m really excited for next season because I’ve got a trumpet player who is going to be a senior and has grown so much over these last couple years. I really want to highlight her at some point this year without overextending my whole brass section.” Or, “My strongest percussionist has been a real leader in the back of the orchestra but just moved out of state. The group has been really enjoying the twentieth-century repertoire I’ve been selecting with him in mind. I would love to keep playing this style of music, but I need a collection of contemporary works where the percussion isn’t too crazy.” Or, “My group is starting a community concerto competition, and I’ve already heard of a violinist who wants to play Zigeunerweisen. What if they win, and my group has to learn the orchestral accompaniment?”


  ♦ ♦ ♦


  The challenge of working with any orchestra, but especially a non-professional one, is that there are so many threads in the tapestry that add up to the question “Can we play it?” and this question’s equally essential cousin, “Should we play it?”


  	What is the overall level (the median or the mean, perhaps) of experience/technique in the ensemble?



  	What is the range of experience/technique across the players in the ensemble?



  	What is the overall level of experience/technique needed to play the piece in question?



  	How many minutes of music are we preparing in this concert cycle?



  	How many minutes of rehearsal do we have scheduled in this concert cycle?



  	How many minutes of sectional rehearsal are scheduled (so that specific issues of technique for each instrument can be addressed)? Are those sectionals divided into four rooms, eight rooms, or fourteen rooms?



  	What is our frequency of rehearsals, and does it increase leading up to the performance?



  	Do I have to keep a flexible relationship with winter scheduling to accommodate snow cancellations?



  	If everyone is paying tuition, does everyone need to be involved in every piece? If they are involved, do I have to make sure they are playing all the time?



  	How enjoyable or fun will the rehearsal process and experience of learning this piece be?



  	How different in style or genre is this work from other music that we already know or have recently played?



  	What techniques might this piece ask us to contend with, and are they the right techniques for us to be working on right now?



  	How could I use this piece to teach about a specific style, era, composer, and so on?



  	How might the music, composer, style, gestures, or history of this piece intersect with another piece that we are learning, have recently learned, or plan to program?



  	Am I building a kind of “meta-curriculum” that a player would experience over the course of a four-year degree or multiple years of participation?



  	Are there any specifically exposed or challenging parts for an individual player or section, and do we have the personnel to successfully perform those moments?



  	Are there any individual players or sections that we are actively trying to feature in a piece of repertoire?



  	What kind of commitment to practice (both to their instrumental training in general and their orchestral music in particular) is reasonable to expect from the players?



  	Are players studying their instrument privately, and what kind of direct or indirect instruction will students receive from their private teachers on their orchestra music?



  	What is the goal of performance: Sharing for families and friends? Demonstrating excellence within the community? Some kind of assessment, workshop, clinic, or contest? Who (or what constituency) has decided (actively or passively) what the goal is?



  	How does this piece fit into the broader picture of what I want this ensemble to represent and for whom I want this ensemble to exist? What is the role of this ensemble in my school, institution, or community?



  	What is the primary constituency that this ensemble seeks to serve: the players, the audience, a funding agency, or some other entity? How does the music I select celebrate, challenge, or reflect that constituency?


     


  When we graph the answers to each of these questions (and many, many more) we can begin to draw a picture of what kind of music we might select for a specific concert or concert season. Different individuals might come to different conclusions about a specific piece or approach to programming—and we do, all the time—but I also believe that simply labeling a work as “too hard” or “too easy” is not nuanced enough for us to thoroughly assess the value of programming any individual piece. This book aims to help musical leaders who are immersed in this complex set of variables not just by offering a collection of works to consider but also by giving some kind of commentary on where a specific work might find itself on this multi-axis graph. The works included in this book are a combination of well known warhorses and lesser known gems, clear favorites for young or amateur players and definite stretches. (Of course, what constitutes a stretch for the second-level ensemble in a youth orchestra program will be very different from what stretches a liberal arts college’s campus orchestra or a non-auditioned community orchestra.) While I don’t believe that it is possible for this book to tell any conductor what to program with their specific orchestra, I do hope that this book can help contribute to the conversation, and perhaps expand the repertoire of a given ensemble by suggesting more—and more varied—works that might be appropriate for a non-professional orchestra.


  This book attempts to straddle the divide between canonical works—which by and large give primacy to a Eurocentric and male-focused historical record of Western art music—and a more progressive outlook that actively seeks to expand that repertory. This book works to advance that expansion by both noting past composers who were disenfranchised from the standard autobiographical account of music history that we tell ourselves (and, more insidiously, our students) and by including contemporary voices that represent contemporary values. Any cultural institution has the responsibility to celebrate the diverse identities, interests, and priorities of its members, audiences, and community. Far from being an obligation, this should be a joyful process that embraces the intentional work needed to include more and more voices in our music.


  This book is perhaps an imperfect attempt to advance that work: even as a book like this can help to bring newer and younger voices into the conversation about orchestral programming, it can also serve to reinforce old-fashioned, historical attitudes by preserving all those pages of Beethoven, Brahms, and Mozart intact. It is my hope that this book will offer new information for many different kinds of readers. While there may be an be orchestra for whom this book leads to a first encounter with the Symphony in C minor by English composer Alice Mary Smith, there will be some orchestras for whom it is useful to think of Johannes Brahms’ symphonic output through the lens of its use of brass players and note that only the Symphony No. 2 and the two concert overtures include tuba. It is my hope that this book is as much a point of departure as it is a defined collection. If this book contains just one or two works by an interesting composer, be sure to know there are almost certainly more! The internet has made this information and the techniques of research more accessible than ever, and I will offer a few specific suggestions in the Publishers and Resources appendix at the end of this book to help you continue your exploration.


  Selecting repertoire for an orchestra (especially a non-professional orchestra) is one ofthe most vital—and sometimes the most fraught—duties that we undertake. Unlike a professional ensemble that may produce a season of thirty programs and nearly one hundred works, we are often tasked with designing a season of four to five programs and perhaps no more than a dozen works. How best do we represent our values and vision in such a limited sample size? I like to think that when we choose a piece of repertoire to rehearse and perform we are adding a new volume to the shelf of each individual player’s internal music library. So, what kind of library are we helping this player build? There are pieces I love for the sole reason that I played them as a youth orchestra member; sure, I might have come to them later in life as a graduate student or professional, but part of my unique take on music is that, thanks to a conductor with his own distinct point of view, I played Dvořák’s lesser known tone poem The Golden Spinning Wheel long before I played Dvořák’s more popular Symphony No. 8. I hope that my students experience a balance of these kinds of works so that they too can go forward both having experienced some canonical works of the literature and having gotten to know a work they didn’t even know existed.


  ♦ ♦ ♦


  Each entry begins with the basic biographical information of the composer and then the title, date, length, and instrumentation of the work, usually as it is laid out in the Fifth Edition of Daniels’ Orchestral Music. My comments then vary depending on the specific challenges or nuances of an individual piece and, to a certain extent, whether it is a work that is more or less widely known. I try to comment on specific exposed solos, whether individual players have to sit out for entire movements, and whether a piece might seem worth the amount of time it would take to rehearse. In some cases, I suggest a piece that is similar but somewhat easier, while in other cases I might suggest specific pitfalls or considerations I wish I had known before programming that work. In all cases, these comments are meant to be what would be my side of a collegial conversation: “I understand that William Grant Still’s Symphony No. 1 “Afro-American” is technically beyond where your group is right now, but have you heard of his Wood Notes? It’s on a smaller scale, both in terms of instrumentation and length, and still gives you a chance to introduce Still’s music to your players and your audience.”


  Most works in this collection are for symphonic orchestras of one kind or another, but there are also works for just strings and a smattering of other instrumentations. I’ve also included a few of the most popular works generally selected by student concerto competition entrants on various instruments. This collection is not exhaustive, but I hope it is helpful when that time of the year comes around. It has been my experience that concerto competitions have a way of throwing little wrenches into the gears of an orchestra’s machinery that don’t have to be catastrophic as long as they are addressed in advance. (Say, for instance, that a ninth-grade clarinet player has just won your concerto competition with Mozart’s Clarinet Concerto in A Major using her B-flat clarinet, with her piano accompanist playing a reduction transposed into B-flat. Does this player understand that the orchestra doesn’t have transposed parts, and they will therefore need to perform with the orchestra on A clarinet? Does that player even have access to an A clarinet?)


  Finances and logistics are both serious challenges when it comes to selecting music. We are all limited in budget in one way or another, and so it is easy to keep diving into the same library over and over again (or, in some wonderfully collaborative cases, to dive into colleagues’ libraries within the same community). In addition, renting music offers additional logistical challenges, especially when we are talking about ensembles with no paid administrative staff. Fortunately, it is increasingly easy to get access to perusal materials. More and more, publishers of rented (often contemporary) works are making scores of their pieces available online through publishing software like Issuu. With this tool, any conductor can look at the actual score to a piece free of charge before ordering it, and not need to go through the perusal process to get a hard copy. So much is unknown when we consider selecting a work that is new to us, challenging, or expensive, and orchestras have a habit of being risk-averse creatures. Hopefully, this book—along with the advancement of this kind of online technology—can make a few more elements known, and in turn make it easier to say yes to the right piece in the right situation.


  ♦ ♦ ♦


  The first time I encountered an edition of Daniels’ Orchestral Music, it occurred to me suddenly just how little music I really knew, or perhaps had ever even heard—and, of course, this was just music for orchestra. As the scale and scope of the internet grew and grew, information about composers and their works became fewer and fewer clicks away. But wherever I studied or worked, there was always a copy of this book in the library or the office. I always try to impart to my students how much music is out there, and this kind of book can be both an impetus to seek out music that is new—whether it was written last year or last century—and a helpful guide along that path of exploration.


  To collect all this information into a printed book is both to state that something is discrete and to acknowledge that it will be soon be out of date. In this kind of work, that contradiction is a good thing because it means that more music is being written and discovered every day, and more musical voices are being heard, celebrated, and performed. I am honored to contribute to this Music Finders series, and the idea that I would be invited to add to these resources is both exhilarating and intimidating. I approach this work not just to assemble a record of past experiences—triumphs and trials—but also to lay out a varied array of music that is out there to share.


  This book would not have been possible without the tireless work of David Daniels and his team, David Oertel and David Alexander Rahbee, over the course of five printed editions of Daniels’ Orchestral Music and Daniels’ Orchestral Music Online. Much of the information in this volume is built directly on their example and uses their model of abbreviation, notation, and general formatting. What started as a small personal project has become an essential resource for the field of orchestral music, and I am extremely grateful to David Daniels for willing a volume like his into existence and enriching the musical world that we all inhabit.


  I am additionally grateful to Jo Nardolillo Chagnard for approaching me with the idea for this project, and for supporting me through an extended process of writing, editing, and publishing. Herself an author in this series, Jo knows first hand what it is like to write a book amidst the responsibilities of teaching, performing, and life, and her expertise has shaped this book and been essential to its genesis and completion. I am thankful to everyone at Rowman & Littlefield who has worked to make this book a reality, especially Catherine Herman, Natalie Mandziuk, and Michael Tan, who have been immensely helpful and patient as they have shepherded this first-time author through the publishing process.


  The information collected here—like the lens through which it is presented—is the direct result of my interactions with the many people who have shaped my musical life. I was lucky enough to grow up and attend college in and around Boston, Massachusetts, a remarkably musical city full of wonderful teachers, administrators, and supporters of the arts. My musical life in Massachusetts began when I was a very young student and continued all the way through college and some of my first professional positions as a performer, teacher, and administrator between graduate degrees. Over that time, my training as a growing musician—and my vision of a life in music—were shaped by Beverly Orlove, Michael Turner, Paulette Bowes, Dennis Alves, William Wrzesien, Leon Gregorian, Porter Eidam, Federico Cortese, Cathy Weiskel, Mark Miller, Joel Bard, Jeffrey Rink, James Yannatos, Edward Elwyn Jones, and Harry Huff.


  My formal introduction to orchestral programming came from Jim Ross and John Nardolillo, my two graduate conducting advisors. They each, in their own way, took chances on me when they didn’t have to, and I wouldn’t have a life in music without their guidance and support. There is no way to learn about this orchestral world other than to be given the opportunity to be a part of it, and—beyond the techniques, lessons, lab sessions, and seminars—being invited to share in the visioning, planning, teaching, and conducting of their university programs (and musical lives beyond their campuses) was a more profoundly generous endeavor than I understood at the time.


  This book has been especially shaped by my tenure as the Music Director and Conductor of the Central Kentucky Youth Orchestras in Lexington, Kentucky. I am grateful to the board presidents and officers—Julie Quick, Kirsten Young Klingerman, Bob Stadelman, Louise Shouse, and Betty Lorch among others—who supported the often audacious visions of their artistic staff, and I am especially grateful to the team—Amelia Groetsch, Anna Hess, Leah Hagel-Kahmann, Nancy Campbell, and Lois Wiggins—who, through intentional, ongoing discussions of vision, values, and pedagogy improved every part of the musical and family experience of that historic organization. Lexington was also a place where I had the opportunity to work with and develop ongoing relationships with musical professionals who were constant models and sources of support, always willing to share with and mentor a younger colleague: Kayoko Dan, my boss at the Central Kentucky Youth Orchestras for two years; Scott Terrell and Allison Kaiser of the Lexington Philharmonic Orchestra; and Everett McCorvey, visionary director of the University of Kentucky Opera Theatre.


  I have been lucky enough to complete this book while at Augustana College, and I am immensely grateful to the students and colleagues there whose liberal arts mind-sets have helped me continue to explore how programming and orchestral music making are culturally, socially, and politically relevant activities that have the capacity to impact how we communicate with those around us and see our own roles in the world. I owe a special debt of gratitude to the Augustana College Library and its staff, who have fulfilled so many Interlibrary Loan requests of scores over these last few years and have always been gracious when—more than just couple times—I showed up at the circulation desk within hours of a score becoming available for pickup.


  When people ask me how I got into classical music, I tell them that since I was very young—as long as I can remember— my parents, Carolyn Graybeal and Greg Chetel, took my older sister Lauren and me to summer concerts by the Boston Symphony Orchestra at the great outdoor shed at the Tanglewood Music Center. For a few years when I was very young I would enjoy a picnic dinner on the lawn, hear the overture that started the evening program, fall asleep as soon as the sun went down, and wake up back at home in the morning. Then, as I got older, I would happily picnic, hear the overture and the first movement ofthe concerto ... and wake up back at home in the morning. As the years passed, I would help prepare the picnic, make it beyond intermission, and expand my inner musical library to include the first movements of major symphonies...before waking up back home in the morning. Over time, it was I who was the one so electrified by the concerts that I not only heard the whole thing, but I couldn’t fall asleep for hours afterwards. It is an ongoing condition for which I can never truly say thank you enough.


  This book is for Cara, whom I am always working to make proud.



   
  ABBREVIATIONS AND NOTATIONS




	Percussion Instruments
	Other Instruments



	bd
	bass drum
	asx
	alto saxophone



	cast
	castenets
	bcl
	bass clarinet



	Chinesecym
	Chinese cymbal
	bn
	bassoon



	crot
	crotales
	bsx
	baritone saxophone



	cym
	cymbals
	cbcl
	contrabass clarinet



	dr
	drum
	cbn
	contrabassoon



	field dr
	field drum
	cel
	celesta



	fingercym
	finger cymbal
	cI
	clarinet



	glock
	glockenspiel
	cnt
	continuo



	hi-hat
	high-hat cymbal
	crt
	cornet



	marac
	maracas
	db
	double bass



	marim
	marimba
	ebcl
	e-flat clarinet



	ratch
	ratchet
	Eh
	English horn



	rttl
	rattle
	fl
	flute



	sandblks
	sand blocks
	gtr
	guitar



	sd
	snare drum
	hp
	harp



	set
	drum set
	hpsd
	harpsichord



	sigh-bells
	sleigh bells
	ob
	oboe



	szl cym
	sizzle cymbal
	oph
	ophicleide



	sus cym
	suspended cymbal
	org
	organ



	tambn
	tambourine
	pf
	piano



	td
	tenor drum
	pic
	piccolo



	templeblks
	temple blocks
	rec
	recorder



	tri
	triangle
	ssx
	soprano saxophone



	vib
	vibraphone
	tbn
	trombone



	whip
	whip (slapstick)
	tp
	trumpet



	woodblk
	woodblock
	tsx
	tenor saxophone



	xyl
	xylophone
	va
	viola



	
	
	vc
	cello (violoncello)



	
	
	vn
	violin





  This book uses the same formula for notating instrumentation as the Fifth Edition of Daniels’ Orchestral Music, which to say that the data is expressed as: [flutes oboes clarinets bassoons -French horns trumpets trombones tubas-timpani & percussion - keyboards, and other additional instrumentals - strings]. Specifics of auxiliary instruments and/or doublings are then contained in brackets. A period separates one player from another while a slash represents a single player doubling on more than one instrument.



 


   
 A

 

 

      Adams, John 1947-

      (b Worcester, MA, 15 Feb 1947). American



   



	The Chairman Dances: Foxtrot for Orchestra <1986>


	12’





	2[1/pic.2/pic] 2 2[1.2/bcl] 2–4 2 2 1 – tmp+3 – hp – pf – str
	



	perc: pedal bd, cym, sus cym, szl cym, hi-hat, sd, tri, tambn, glock, xyl, vib, crot, belltree, claves, cast, sandblks, 2woodblks
	





  

  This inventive work from Adams’ opera Nixon in China is certainly a challenging introduction to this minimalist style of composition. The orchestral forces needed for this piece are substantial, but they are used throughout the piece which keeps everyone busy (especially the piano and percussion which are central to the groove). A first listen will make it clear that solid rhythm is an important element of this piece, but the stamina required to maintain the focus in this style of music is just as essential (and might actually be more challenging than the notes for a younger ensemble). Each individual player will have specific technical issues to address in order to be able to play effectively with the whole ensemble (i.e., strings will be asked to play lots of different harmonics, the horns have a fair number of stopped notes that have to sound on time). The opening section is energetic and fun, but be sure to listen ahead to the Relax tempo slightly at m. 160 and the Suddenly slower at m. 251 for a fuller picture of the expanded scope of the work. The beginning of the accelerando back to the original tempo at m. 287 and the evaporation of the ending are also good spots to examine closely in advance. This piece will provide some significant hurdles for student players but is well worth the reward if it fits the needs of your ensemble.



	AMP






 

         Anderson, Leroy 1908-1975


        (b Cambridge, MA, 29 Jun 1908; d Woodbury, CT, 18 May 1975). American

 


  


	Sleigh Ride <1948>


	3’





	2 2 2 2 – 4 3 3 l – 2asx, 1tsx –5perc – str
	



	perc: bells, xyl, sigh-bells, templeblcks, whip
	






  Leroy Anderson’s holiday classic is a fun work for orchestras of all levels of experience, especially with the new orchestral score and edition by Belwin (previous versions only had a piano-conductor score). While lots of folks know the tune, there will still be moments to rehearse to capture Anderson’s wittily orchestrated passages, idiosyncratic gestures like string glissandi, and the jazzy third verse. Note the solo percussion moments throughout, especially for xylophone and whip (or slapstick). The trumpets are very busy as a section throughout, and the principal player must contend with the famous horse whinny at the very end. The trio of saxophones is doubled by low woodwinds, French horns, or trombones (meaning that you can do the work without them), but they add a wonderful color and enhancement to the overall sound.


  

	Belwin





 
 

         Arutunian, Aleksander Grigori 1920-2012


        (b Yerevan, 23 Sep 1920; d Yerevan, 28 Mar 2012). Armenian

 




	Concerto, Trumpet <1950>


	17’





	2[1.2/pic] 2 2 2 – 4 2 3 1 – tmp+3 – hp – str
	



	perc: bd, cym, sd, tri
	






  
  Arutunian’s Concerto for Trumpet is one of the three most common youth or collegiate concerto competition entries for advanced student trumpet players (along with the Franz Joseph Haydn Concerto for Trumpet in Orchestra in E-flat Major and the Johann Nepomuk Hummel Concerto for Trumpet in Orchestra in E-flat Major). This is an energetic, fun work that highlights the technical achievements of the soloist but can lead to some challenges for an inexperienced orchestra. The irregular meters can cause counting issues—much more so than in a straight ahead classical concerto—that will need to be rehearsed. Strong wind players are required from within the orchestra, especially a principal clarinet who is asked to converse back and forth with the trumpet soloist. Some young trumpet players will play a shortened cadenza or omit the cadenza entirely for reasons of stamina. This can be a great piece to bring to an educational setting but just be sure to leave more rehearsal time than you otherwise might thing for an average concerto of this length.




	International
	Russian








   
 B

 

 


Bach, Johann Sebastian 1685-1750

(b Eisenach, 21 Mar 1685; d Leipzig, 28 Jul 1750). German

 




	Brandenburg Concerto No. 3 in G Major, BWV 1048 <1711-1713>

	10’



	solos: 3vn, 3va, 3vc – cnt – db (or str)
	




	[Allegro], 2/2
	7'



	Allegro, 1 2/8
	3'





 The third of Johann Sebastian Bach’s Brandenburg Concerti is the only one written just for strings (and continuo) and therefore makes it the most practical in educational settings in which instrument groups are often separated for rehearsal or class. Originally conceived for nine solo players with continuo, the piece also works when played by a string orchestra. While the continuo harpsichord adds to the Baroque sound, it is also possible to omit harpsichord and leave the continuo duties to a double bass (or even an additional cello). Bach offers technical challenges to each voice, but the overall impact of the piece can be experienced within a range of tempi that can make the piece accessible to students of varying levels, especially in an educational setting. The friendly key area goes a long way, but ten distinct parts means that you need ten players capable of playing principal or leading in a chamber music setting. The 12/8 Allegro will be harder to put together than the 2/2 of the opening, especially when Bach throws in a few additional thirty-second notes to keep things interesting. A simple half-cadence of half notes joins the two movements and can be performed as written. This notation may also suggest the appropriateness of a solo cadenza that concludes with such a cadence to serve as the linking material.


 
 
 	Bärenreiter
 	Breitkopf
 	Kalmus
 	Luck’s
 	Peters
 

 





	Chorale from the Easter Cantata (Cantata No. 4: Christ lag in Todesbanden) <1708>

	4’




	4 4[1.2.3.Eh] 3[1.2.bcl] 3[1.2.cbn] – 6 4 4 1 – tmp – str
	





 This chorale is one of Leopold Stokowski’s more accessible transcriptions of J.S. Bach’s organ works and an excellent opportunity for a young ensemble to experience the Baroque master’s music in an orchestral setting. Stokowski’s orchestration is for a very large ensemble in which many of the voices are doubled. An effective performance can still be achieved with the following forces: 2 2 2 2 – 3 2 2 1 – tmp – str (even just two French horns can provide the desired effect). The ritenuto markings in the score suggest a kind of held back tempo rubato. This can be rewarding to work on with a young ensemble, and the result is a work that is not simply straight-ahead sixteenth notes. The challenge for the ensemble as a whole—beyond any tempo modification—is managing the difference in dynamics between when the chorale tune is playing and when it is not. The only really difficult technical passage is in the strings right in the last few phrases: the violins and violas (written in treble clef) get quite high for younger players. Less technically experienced players who cannot play effectively in that range can play down an octave without impacting the overall experience of the music.


 
 
 	Broude Bros.
 

 




	Ricercare from A Musical Offering, BWV 1079 (arr. Webern) <1747>

	8’




	1 2[1.Eh] 2[1 bcl] 1 – 1 1 1 0 – tmp – hp – str
	





 This modern orchestration features Anton Webern’s typical sparseness to present J.S. Bach’s baroque Ricercare. In such a small orchestration, each player (including principal strings) must bring the confidence of a soloist. All the notes are playable, but a controlled, nuanced performance requires sophisticated playing from relatively advanced performers. Inexperienced brass players in particular—who must play softly and muted—may find the most challenges.


 
 
 	Universal
 

 




	Toccata and Fugue in D minor, BWV 565 (orch. Stokowski) <1708>

	9’




	4[1.2.3/pic1.4/pic2] 4[1.2.3.Eh] 4[1.2.3.bcl] 4[1.2.3.cbn] – 6 4 4 1 – tmp – 2hp – cel – str
	






 This is a great piece for a large orchestra that really wants to work on ensemble playing. The individualistic rubato that goes into a traditional performance of this piece by a single player on the organ is written into the transcription for an orchestra of individuals. This work can also be a bit of an etude for the conductor to manage the tempo modifications and variety of subdivisions. Pacing can be one of the toughest parts of this piece, especially for a less experienced orchestra: so much mental and musical energy goes into figuring out how to play the Toccata, but then the Fugue is another six minutes of music. Confident woodwinds that can play as a wind ensemble amongst themselves is a requirement, but this can be an excellent work to teach some nuances of orchestral wind playing in a way that they are used to only observing as the conductor works with the strings. Stokowski’s expansive orchestration is intended to capture the grandeur of the organ, but the work can still be presented with significantly smaller wind and brass sections. Those choices may also be impacted by the size of the string sections and desired balances.


 
 
 	Broude Bros.
 	Kalmus
 	Luck’s
 

 




Barber, Samuel 1910-1981

(b West Chester, PA, 9 Mar 1910; d New York, 23 Jan 1981). American

 




	Adagio for Strings <1936>

	8’




	str
	





 Barber’s own arrangement of the second movement of his String Quartet, Op. 11 is probably his most performed work and an excellent piece for a maturing string section. The divided string parts will ask for leadership from more of your players, and this is the perfect kind of work to teach sonic focus and legato through every note without allowing the pulse to get slower and slower. Indeed, tempo is one of the biggest questions, along with how to handle bowings to support the expressive gestures that Barber has written. The climactic fortissimo is often achieved with free bowing throughout the ensemble. Strong intonation is required (especially above the staff), but without the rest of the orchestra present, it can also provide a good venue for addressing those elements. Mixed seating arrangements and/or rehearsing without a conductor are both options for enhancing the rehearsal process with this intense, emotional work.


 
 
 	Schirmer
 

 




	Concerto, Violin, op. 14 <1939-1940; rev 1949>

	25’




	2[1.2/pic] 2 2 2 – 2 2 0 0 – tmp/sd – pf – str
	



	I. Allegro
	12’



	II. Andante
	9’



	III. Presto in moto perpetuo
	4’





 Barber’s Violin Concerto is a common entry for student concerto competitions for advanced violinists (especially, the first movement). The principal clarinetist is the orchestral player with the most exposed solos, but the horns and trumpets will need to be strong to play beautifully in tune around the major climaxes (after long periods of rest, especially for the trumpets). The Andante features the principal oboe player for an extended, mournful solo before the violinist takes over. The finale moves along at a quick pace, and the whole orchestra comes along for the ride in this joyful romp. Once the orchestra gets involved, there are plenty of notes for the orchestra to contend with but it’s mostly straight ahead toward the stylish finish.


 
 
 	Schirmer
 

 




	Essay No. 1, op. 12 <1937>

	8’




	2 2 2 2 – 4 3 3 1 – tmp – pf – str
	





 This relatively short work is densely packed with musical ideas in Barber’s concise musical language. He brings together music that sounds extremely modern, music evoking a Copland-esque American sound, and climaxes that seem to be speaking the same language as Stokowski’s Bach organ transcriptions. The instrumentation of this piece is ideal for a full symphonic orchestra, including involved piano and timpani parts. Soloistic playing is asked of many of the woodwind and brass players, but the tricky part for the ensemble is the triple meter middle section that can really clip by, usually conducted in 1. This work might be an interesting pairing with a piece like the first movement of Beethoven’s Symphony No. 5 which is also conducted in 1 and requires the players to understand the “macro-measures”—which can also be explicitly outlined by the conductor’s patterns—to understand the structure of the piece.


 
 
 	Schirmer
 

 




	Medea’s Meditation and Dance of Vengeance, op. 23a <1953>

	13’




	3[1.2.3/pic] 3[1.2.Eh] 4[1.2.ebcl.bcl] 3[1.2.cbn] – 4 3 3 1 – tmp+5 – hp – pf – str
perc: bd, cym, sd, tomtoms, tri, tamtam, xyl, whip
	





 This challenging work asks a lot of the orchestra, both as an ensemble and through extensive exposed passages for instruments throughout the ensemble, including auxiliaries. Barber’s large wind and brass complements are balanced by large string sections that are often divided into two or three parts (and include numerous solos). Some more advanced string techniques like glissandos and harmonics make this more appropriate for advanced student string players. This is a great work to feature a large and skilled percussion section with solos on nearly every instmment. What begins at a slow pace picks up at the agitato at Rehearsal Number 20 with the added challenges of meters changing between 5/8, 2/4, 3/8, and 3/4. Be wary of some very challenging and high pitches in the brass, especially the horns at Rehearsal Number 32. Overall, this is a work only appropriate for advanced ensembles but a really interesting and modem example of Barber’s music (and a nontraditional inclusion on a program of ballet music) for a group that is up for the challenge.


 
 
 	Schirmer
 

 




	The School for Scandal, op. 62: Overture <1931>

	8’




	3[1.2.pic] 3[1.2.Eh] 3[1.2.bcl] 2 – 4 3 3 1 – tmp+3 – hp – cel[can be played by perc] – str
	






 Barber’s charming overture is a colorful showpiece for an intermediate to advanced orchestra. Substantial solos are heard from each of the woodwind principals, and the auxiliary instruments are required, especially English horn and bass clarinet, which have prominent solos. The somewhat off-kilter rhythm of the 9/8 melody may be challenging for less experienced players and the first violins have plenty of work to do well above the staff, but this eight-minute overture is quite fun and inventive overall. For players and audiences used to traditional programming it will feel quite different than the standard Austro-German fare. If most of the ensemble’s American musical experience is either cowboy- (i.e., Copland) or jazz- (i.e., Gershwin) influenced, Barber is a great introduction to another American musical idiom.


 
 
 	Schirmer
 	Luck’s
 

 




 Bartók, Béla 1881-1945

 (b Nagyszentmiklós, Hungary [now Sînnicolau Mare, Romania], 25 Mar 1881; d New York, 26 Sep 1945). Hungarian

 




	Romanian Folk Dances, BB 76 <1915; rev (orchd) 1915>

	6’




	2[1.2/pic] 0 2 2 – 2 0 0 0 – str
	



	I. Jocul cu bâta (Stick Dance)
	1’



	II. Brâul (Waistband Dance)
	1’



	III. Pe loc (Stamping Dance, or On the Spot)
	1’



	IV. Buciumeana (Hornpipe Dance)
	1’



	V. Poarga Româneasca (Romanian Polka)
	1’



	VI. Marunţel (Quick Dance)
	1’





 This delightful collection of dances is a wonderful introduction to Bartók’s music for a small chamber orchestra and requires some exciting, idiomatically rough bow strokes in the strings to achieve the appropriate flair. The music moves quickly from one dance to the next, changing tempo and style rapidly. Rehearsing this piece will be less about any overwhelming technical demands (perhaps until the final dance which can go rather fast) and more about exploring the rubato gestures for the whole ensemble. Keep in mind that there are multiple versions of some or all of these dance movements including Bartók’s original piece for piano, a version for solo violin and orchestra, and a version for string orchestra.


 
 
 	Boosey
 	Kalmus
 

 




 Beach, Amy 1867-1944

 (b Henniker, NH, 5 Sep 1867; d New York, 27 Dec 1944). American

 




	Symphony No. 2 in E minor, op. 32 (Gaelic) <1894>

	41’




	3[1.2.pic] 3[1.2.Eh] 3[1.2.bcl(A)] 2– 4 2 3 1 – tmp+1 – str
perc: tri
	



	I. Allegro con fuoco
	11’



	II. Alla siciliana: Allegro vivace
	8’



	III. Lento con molto espressione
	13’



	IV. Allegro di molto
	9’





 This expansive, romantic American symphony will challenge the solo playing of many key figures in the orchestra and the stamina of the entire ensemble, but serves as an excellent large-scale symphonic work more in the difficulty range of a Dvořák symphony rather than a Mahler symphony. Note that English horn and triangle only appear in the second movement, and the bass clarinet (written in A) only appears in the third movement. Strong brass playing throughout is a must, especially from the French horn section that helps establish the pastoral character of the piece. The second movement Alla Siciliana has a quick Allegro vivace hidden in the middle, so be sure to note that when evaluating the piece for your ensemble. The third movement includes extended violin solos that will be challenging for young players. The fourth movement is orchestrated quite richly which could be tiring, especially for younger string players. The string writing can get high but nothing that is notably unplayable, especially by a group with a critical mass of advanced players. If length is an issue, individual movements could certainly work as stand-alone pieces, especially the first and fourth.


 
 
 	Breitkopf
 	Luck’s
 

 




Beethoven, Ludwig van 1770-1827

(b Bonn, bap. 17 Dec 1770; d Vienna, 26 Mar, 1827). German

 




	Coriolan Overture, op. 62 <1807>

	8’




	2 2 2 2 – 2 2 0 0 – tmp – str
	






 Coriolan Overture is an excellent example of the gravitas of Beethovenian style and sound on a smaller scale than one of his middle period symphonies (or even Egmont Overture). Beethoven’s dramatic language is present from the opening bars. For an ensemble of strings that is used to playing arrangements of works like Coriolan that are often placed into friendly string keys, the key signature and finger patterns may be a challenge. For winds and brass, the primarily homorhythmic part writing is a good entry point into playing in a symphonic ensemble with strings. At eight minutes long, this overture is a good opening work for a more advanced group or a solid major piece for a less advanced ensemble. Just keep in mind that while the overall impact of this piece is dramatic and full, there are no trombones or tuba in the original version, which might be a limiting factor for large or tuition-paying ensembles.


 
 
 	Bärenreiter
 	Breitkopf
 	Kalmus
 	Luck’s
 

 




	Egmont Overture, op. 84 <1809-1810>

	9’




	2[1.2/pic] 2 2 2 – 4 2 0 0 – tmp – str
	






 The most iconic of Beethoven’s overtures, Egmont Overture, will not disappoint your players or your audience, who will find this work an excellent introduction to Beethoven’s dramatic sturm und drang style without a commitment to an entire symphony (specifically, his Symphony No. 5 with which this works shares many musical elements). The 3/2 introduction may present some counting issues for a young ensemble, but the real challenges appear in the stormy main body of the piece. Soloistic wind playing, rhythmic variation, and sudden changes of dynamic make this work sparkle, but the necessary precision can be difficult to achieve. The matching of articulations between the different sections of the ensemble can be a great project to tackle with this piece. Keep in mind that this overture requires four French horns but no low brass, which might be a limiting factor depending on instrumentation or whether it is essential for all players to be playing all the time.


 
 
 	Bärenreiter
 	Breitkopf
 	Kalmus
 	Luck’s
 

 




	Prometheus, op. 43: Overture <1800-1801>

	5’




	2 2 2 2 – 2 2 0 0 – tmp – str
	






 The most classically textured of Beethoven’s overtures, the Prometheus Overture is a fun and relatively straightforward—although technically challenging, especially in the violins—concert piece. Beethoven offers us a sonata form movement that begins with a slow, stylized French overture in 3/4 (often conducted in 6) before diving headfirst into the cut time Allegro molto con brio. The music delightfully barrels ahead with some rhythmic spice in the low strings and woodwinds. A work like this will ask the strings to play with an economy of motion—amidst all the notes!—that doesn’t get in the way of the pulse. The impetuousness of the young composer (without the dark drama that is to come in his symphonies) can be fun for a young ensemble to experience, but the rehearsal time needed to make a piece like this sound truly fantastic may be a little more than the short five minute duration would suggest.


 
 
 	Bärenreiter
 	Breitkopf
 	Kalmus
 	Luck’s
 

 

 


	Symphony No. 1 in C Maj or, op. 21 <1801>

	26’




	2 2 2 2 – 2 2 0 0 – tmp – str
	



	I. Adagio molto – Allegro con brio
	9’



 	II. Andante cantabile con moto
	7’



 	III. Menuetto: Allegro molto e vivace
	4’



 	IV. Adagio – Allegro molto e vivace
	6’





 Beethoven’s Symphony No. 1 is a wonderful introduction to the four-movement symphonic form. The outer movements have clearly defined sonata form sections with extended, but not impossibly complicated, codas. These outer movements are balanced by an elegant second movement and a traditional minuet and trio. This first foray into the symphonic genre by the great symphonic master combines the expected forms and structures with just enough humor and whimsy to keep everyone interested (the coda of the fourth movement is particularly tricky). The first violins carry the load in terms of providing strong melodic leadership throughout, but everyone has a chance to shine. Beethoven’s tempo markings are ambitious, but meaning and beauty can be found at different tempi to best suit a specific ensemble’s strengths and abilities. While Beethoven did not include low brass, transcriptions of the trumpet parts for trombones are an option for including those players, particularly for an ensemble that has very large string sections.


 
 
 	Bärenreiter
 	Breitkopf
 	Henle
 	Kalmus
 	Luck’s
 

 




	Symphony No. 2 in D Major, op. 36 <1801-1802>

	32’




	2 2 2 2 – 2 2 0 0 – tmp – str
	



	I. Adagio molto – Allegro con brio
	10’



	II. Larghetto
	11’



	III. Scherzo: Allegro
	4’



	IV. Allegro molto
	7’





 The leap in difficulty and complexity from Beethoven’s Symphony No. 1 to his Symphony No. 2 is significant and worthy of consideration when programming. Just the Adagio molto introduction to the opening movement contains sixteenth, thirty-second, and sixty-fourth notes along with sixteenth note triplets; despite not being superfast, this will cause a younger ensemble to spend considerable time just working out the counting. The Allegro con brio is challenging due to the very quick sixteenth note passages that pervade the main body of this movement. This will provide issues for young string sections, in particular, while the winds and brass aren’t off the hook either, especially the French horns who also have some tricky, exposed moments. The beautiful Larghetto is much more accessible from a technical standpoint but will offer significant articulation, phrasing, and stamina challenges for student players. Again, like the introduction of the first movement, the density of beams in the slow-moving 3/8 meter will cause counting challenges (similar in scale and challenge to the slow movement of the Symphony No. 5). The Scherzo movement will feature the first violins and flute with the most challenging passagework, but everyone is responsible for maintaining the quick moving pulse and fragmented melodies.
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