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William Revelli

William D. Revelli (February 12, 1902 — July 16, 1994) was an
American music educator and conductor best known for his
association with the University of Michigan, where he directed
the university's bands including the Michigan Marching Band
1935 to 1971. During his 36 years as director, the Michigan
Marching Band won international acclaim for its musical
precision. Revelli is also credited with innovations that moved
college marching bands across the country away from rigid
military formations. Among other things, Revelli’s Michigan
Marching Band was the first to synchronize music and
movement and the first to use an announcer.[!]

Early years

Born in Spring Gulch, Colorado, Revelli studied violin as a
child,!?] graduated from the Beethoven Conservatory of Music in
St. Louis, and received degrees from the Chicago Musical
College, Columbia School of Music and Vandercook School of
Music.!3] He also played in various pit orchestras in Chicago
before accepting a high-school conducting job at Hobart High
School in Hobart, Indiana in 1925.121141l5] Revelli transformed
the Hobart High School Band into one of the best small high
school bands in the country. He was music director at Hobart
from 1925 to 1935, where his bands won either five or six
national championships.[21415106] 1 1934, Revelli's Hobart band
was invited to play at the World's Fair,!”] and one newspaper
reported: "William Revelli has developed his Hobart, Ind., class
B band to a point where it is ranked by many with the best class
A organizations from larger schools."8] In 1931, Revelli was paid
a salary of $5,000 a year, a large sum at that time.[9]

University of Michigan

Overview of career at Michigan

In 1935 Revelli was hired by the University of Michigan as
director of bands.[!] Revelli almost decided against applying for
the Michigan job because the pay was significantly lower than
what he was earning in Hobart, but he did apply for and later
accept the job,[2] a position he held for 36 years. Revelli retired in
1972 and was director emeritus until his death in 1994,[1] Under
his direction, the Michigan Marching Band was acclaimed for its

Doctor

William D. Revelli

o i B - ol e
.

Background information

Birth name

Born

Died

Genres

Occupation(s)

Instrument(s)

Years active

William D. Revelli

February 12, 1902
Spring Gulich,
Colorado, U.S.
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musical precision, intricate formations 1935-1971
and high-stepping style. The Marching
Band under Revelli was “the first to
score original music to band shows, to
synchronize music and movement, to Cavender
use an announcer, to do a post-game Personal details
show, and the first to host a high school
Band Day.”l1°!

Preceded by Bernard Hirsch
Succeeded by George R.

Resting place Washtenong
Memorial Park, Ann
Arbor, Michigan,

Reputation as taskmaster Michigan, U.S.

Education Beethoven
Conservatory of
Music, Chicago
Musical College,
Vandercook School

Known on Michigan’s campus as “The
Chief,” Revelli was known as a tough

taskmaster.2] Revelli had a fierce
dedication to excellence and drilled the
desire for perfection into his band

WILLIAM REVELLL
William Revelli, 1944

students. One former band member recalled that the “sequence of Music, and

of our attitudes toward him often went from fear to anger to Columbia School of
respect to awe to reverence.”4] Another recalled: “He was a Music D.M.

tyrant who was feared by many, and an educator revered by | signature Wala B I'-(-'i-fii-;

all.”[2] One of his students from the 1940s recalled the same

emotions but noted: “I learned more about music-making in that

little class ... than I had learned in my prior 12 years of private lessons.”l™!] It has been said that, if
asked, “nearly every student who played under Revelli could vividly recount some memory of him; he
left a lasting impression on everyone with whom he crossed paths.”[12]

Interviewed in 1970, Revelli said: "I've been called the Vince Lombardi of Ann Arbor because I just
won't compromise. I'm intolerable when it comes to perfection. Sometimes I'm even downright mean
about it."'3] Revelli added that his pursuit of perfection was about more than the music: "This
striving for perfection will carry over into other areas of their lives."l'4] In December 1964, Revelli
described the guiding principles that he sought to instill into his students for 36 years. In a speech
delivered to the Marching Band prior to its appearance at the 1965 Rose Bowl game (and published in
its entirety in the October 1994 issue of Michigan’s alumni magazine Michigan Today), Revelli said:

"Demand of yourself! How much do you demand of yourself of what I'm talking about? Not even 10
percent, some of you. ... I want to know how you can dedicate yourself to your forthcoming positions
in the musical world, when you can't dedicate yourself right now to what you're doing in a simple little
march. ... The world is full of people who do things just about right. Just about. And a few on the top
do them just right—most of the time. Nobody's perfect! When are you going to start to demand of
yourself what I demand of myself? When are you going to be as uncompromising with what you do as
I am uncompromising in what I hear and what I insist on? When? Are you waiting for some miracle?
The miracle will be when you demand of yourself everything you've got of yourself. That'll be the day.
And I don't only mean 5 minutes of 10; I mean 10 minutes out of 10; I mean 60 minutes out of an
hour, 24 hours a day, at least all of your waking hours. ... I don't want it just about right! To me, just
about right is terrible! ... Now, nobody's killed when you play a half-note as a dotted quarter. But you
might, from learning to play a half-note a full half-note, make the difference in the lives of 50,000
little kids. ... You don't piddle with music—it's a good-time-Charlie business, and for me, the
wonderful good times come out of hearing somebody play beautifully. I don't care if it's ‘Stars and
Stripes,” ‘The Victors’ or what it is. I mean, there's a pride. And this guy knows he's good! And nobody



can take that away from him. When they play sloppy and don't care or don't know—a great many of
them don't even know, they don't know how bad it is—they can be forgiven, but more they should be

pitied.”[4]

Revelli also viewed school bands as a bulwark against juvenile delinquency. He noted: "We keep our
musicians too interested and busy to get into mischief."l!5] On another occasion, he noted, "Young
music students have better things to do than get in trouble."[4]

Development of the Michigan Bands

Revelli recruited talented musicians to Michigan like a football
coach recruited top athletes. Revelli required all male wind
instrument majors to participate in the Marching Band. This
requirement swelled the number of students in the Marching
Band.['2] Revelli was also known for his use of new music in his
performances, often commissioning new pieces.2] Another
innovation during Revelli’s years as band director was the
introduction of dance steps. The tradition began with a dance
routine to the tune Alexander's Ragtime Band which proved to be
a big hit with the crowd.[*2]

In the 1930s, General Motors divisions, Buick and Chevrolet, paid
for the band to travel to away games. In a show of appreciation, ,
Revelli had the band line up in a “Buck — I” formation at the 1938  William Revelli, 1956

Ohio State game. Then, while playing Buick’s theme song, the

letter "I" moved between the "u" and the "c" in "Buck" spelling out

"Buick". The next morning, athletic director Fielding H. Yost reportedly called Revelli at his home at
2:00 a.m. and said: "Young man, never do that again!” Yost did not approve of the injection of

commercial advertising onto the college football field.[12]

Revelli was also dedicated to furthering musical education in high schools. He regularly toured the
Midwest offering band clinics in small towns and big cities. In 1949, Revelli held the first Band Day at
Michigan Stadium. Twenty-nine high school bands marched into the stadium and played with the
Michigan Marching Band under the direction of Revelli. By the 1960s, the number of Band Day
participants had grown to more than 14,000.12102] Revelli was also the Chairman of the Instrumental
Winds Department at the University of Michigan.[2] He was an advocate within the School of Music
for wind music. Aside from directing the large ensembles, Revelli promoted chamber music as well as
the importance of private instruction on each student’s wind instrument at the University. Starting in
1942, Revelli offered the “Small Wood-wind ensemble,” as a way to encourage wind chamber music.
The vision of professor Revelli helped bring in teachers for every wind instrument and paved the way
for the[ 6[]Iniversity of Michigan to become one of the premiere music institutions in the United
States.!

In 1946, the band moved to Harris Hall. Revelli joked that the band was making "progress" as it
moved from a building built in 1854—Morris Hall—to one built in 1888. The large upstairs room with
its plaster walls and wooden floor provided the perfect acoustical setting for a band rehearsal. Revelli
later said the "Michigan Band sound" was in part due to the perfect acoustics of Harris Hall and Hill
Auditorium.



In 1961, Revelli and the U-M Symphony Band, under sponsorship of the U.S. State Department,
toured the Soviet Union, Romania, Egypt, Greece, and five other Near East countries for 15
weeks.[7)18] Ope of the attendees at the USSR concert in Minsk, USSR - according to the Warren
Commission report - was none other than Lee Harvey Oswald - the reported assassin of John F.
Kennedy. On other tours, the Symphony Band under Revelli appeared at Carnegie Hall in New York,
the Philadelphia Academy of Music, Boston Symphony Hall, and the Shrine Auditorium in Detroit.['7]

Revelli teaches “The Victors” to the football team

1969, Revelli was the first person to visit him when he arrived at
his new office: “I'm in my office, and the first visitor that I get, the
absolute first visitor is William D. Revelli.”[!9] Revelli sat down
and said, “I want you to know that I coach my band exactly the
same way you coach your football team. We’ll have discipline, and
we'll do it the way it’s supposed to be done!”9] Revelli added,
"Anything you need from me or the band, all you need to do is
ask."[20]

HlHHEE :H':. - : When Bo Schembechler was hired as Michigan’s football coach in

When the freshmen arrived in the fall of 1969, Schembechler
asked Revelli to teach them how to sing "The Victors."
Schembechler said, “He didn't just teach them ‘The Victors.” He
taught them Michigan tradition!”2%] Schembechler gathered the
freshmen at Yost Field House, and Revelli entered in full uniform
— described by Schembechler as “a lean, short, distinguished-
looking older gentleman—a band director right out of central
casting.”[29] Revelli rose to the podium, tapped his baton, looked
right into their eyes and said, "John Philip Sousa called this the
greatest fight song ever written. And you will sing it with respect!"[2°] Revelli brought out a pitch pipe
and began the instructions. “You sing from down in here, in your diaphragm. You bring it up from
down here with feeling.” Then he blew the starting note on his pitch pipe. The players started, "Hail to
the Victors, valiant —" Revelli interrupted, “No, No, No! That’s terrible! There’s no enthusiasm. You
didn’t sing it without enthusiasm!”[*9] They started again, and Revelli interrupted again. “No, no, no!
We're gonna get this right if I'm here all night!”[29]

Revelli on Michigan Stadium game
program, October 1970

Schembechler thought so much of Revelli’s performance that he invited him back every year to teach
the freshmen what Michigan tradition was about.[22] Schembechler recalled, “He was absolutely
great, and the freshmen absolutely loved it. And let me tell you, every one of those freshmen came out
of that session with Revelli knowing ‘The Victors.” They knew the words, they knew how to sing it, and
they knew how to emphasize the right spots. They flat out knew how to do it. And it was only because
he came over there with the idea that those guys were going to come out of that meeting room
knowing how to sing this fight song the right way or else! And they did. That was Bill Revelli.”[19]

The admiration between Revelli and Schembechler was mutual. In a 19770 interview, Revelli compared
himself and his training methods to those of Schembechler. "Bo and I speak the same language.
Psychologically, our practices are the same. Both the team and the band have to perfect their
fundamentals before they can do anything else. And both need proper warmups to stay in shape in the



off-season. Sometimes we'll spend 45 minutes on calisthenics of the embouchure (perfecting the
position of the lips on the mouthpiece of an instrument). I had one boy come back who hadn't
practiced all summer. His lips were about six months behind everyone else's."[3]

College Band Directors National Association

Revelli was the founder of the College Band Directors National Association (CBDNA) in 1941. The
CBDNA began as a committee of the Music Educators National Conference (MENC). In the fall of
1938 that committee, under the leadership of Revelli, met independently in Chicago. The group met
again in December 1941 and formed the University and College Band Conductors Conference. The
name of the organization was changed to the College Band Directors National Association in 1947.21]
Revelli also served as a President of the National Band Association and the American Bandmasters
Association, and was named Honorary Life President of the CBDNA.[2]

Revelli International School of Music

In the 1970s, Revelli headed a school in Glion/Montreux Switzerland called the Revelli International
School of Music. High School students from various states attended for a short time and then toured
through various countries in Europe.[22]

Awards and honors

Revelli received numerous awards and honors for his
contributions to marching band music, music
education, and the University of Michigan. These
honors include:

» In 1947, the Chicago Musical College conferred the
honorary degree of Doctor of Music on Revelli.[®]

= [n 1949, at the Twelfth Biennial Convention of
Kappa Kappa Psi, National Honorary Fraternity for Revelli Hall
College Bandsmen, Revelli was honored by being
elected to the position of Grand Honorary
President, "an honor seldom given and one of the highest honors that could be bestowed upon

any conductor or member of the fraternity."l23]
= In 1961, the University of Michigan presented Revelli with the faculty award for distinguished
achievement.[17]

» In 1964, Revelli was honored as one of the first ten recipients of Kappa Kappa Psi's Distinguished
Service to Music Medal.

» In the 1970s, the Michigan Marching Band moved into a new building constructed specifically to
house the band. The building, located at 350 East Hoover, was named William Revelli Hall.

» In 1981, Revelli was among the first living inductees to the National Band Association Hall of
Fame of Distinguished Band Conductors.[]

» In 1989, the Louis Sudler Foundation and the John Philip Sousa Foundation presented Revelli
with their highest award, the Order of Merit.[1]

= In 1989, Troy State University (now Troy University) conferred the honorary degree of Doctor of
Laws on Revelli.[24]




= |In 1994, he was posthumously awarded the Charles E. Lutton Man of Music Award by Phi Mu
Alpha Sinfonia fraternity for men of music at its national convention in St. Louis, Missouri. The
award was accepted on his behalf by his grandson. He had been initiated by the Fraternity's Alpha
Lambda chapter at lllinois Wesleyan University in 1935.

Death and family

Revelli died of heart failure on July 16, 1994 at St. Joseph Mercy Hospital in Ann Arbor at age
92.125111] He was preceded in death by his wife, Mary, and his daughter, Rosemary Margaret Revelli
Strong. He is survived by his grandson John William Revelli Strong and Kimberly (Strong) Snyder,
and his great grandchildren Sara and William Snyder. He is interred at Washtenaw Memorial Park in
Ann Arbor.[26]

See also

= Michigan Marching Band
= University of Michigan
= Marching band
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William Revelli loved to boast, “I was born in a ghost town!” On this day—February 12, 1902—
William Revelli was born in Spring Gulch, Colorado. (Today, there is nothing to be found where
Spring Gulch existed. A crossroads in the middle of nowhere. When the coal mine closed, the town
was abandoned.)

In 1886, William’s father, Giovanni Battista Revelli, immigrated to the U.S. from Italy when he was
16 years old. Giovanni’s father was an affluent stock rancher in Ponte Canades, near Torino, Italy.
His father wanted Giovanni to become a priest. Like many young Italians in the 19th century,
Giovanni heard and believed stories that America was the land of opportunity and the streets were
paved with gold. Like many Italian immigrants, Giovanni (now “John”) found work as a miner. John
moved to wherever work could be found, including the iron ore mines of Ishpeming and Calumet,
Michigan. Then, John moved to Coal City, Illinois, where he became a coal miner. In Coal City, he
met Rosa Bonino and married her in 1897. (Rosa came to America with her family when she was two
years old.) Two children were born to John and Rosa while in Coal City—Adelina and John. In 1901,
the family moved to Spring Gulch, Colorado, where a new mine offered good-paying jobs. The town
was brand new when the Revelli family moved there. It was while the Revelli family lived in Spring
Gulch when William was born and was baptized “Guglielmo Domenico.” But the family called him
Willy.

In 1904, the Revelli family moved again. This time, John was offered a job as a foreman in a new
coal mine that opened in Panama, Illinois. The town was brand new; it did not exist when Willy was
born! While in Panama, three more children were born to John and Rosa—Melvin, Norma, and
Lorena.

Willy Revelli lived in Panama until he graduated from high school.
In the picture, Willy--dressed in the skirt--is third from the right. Standing behind Willy is his father,
John. To the left of Willy are his older brother--John, sister--Adelina, and mother--Rosa.



REVELLI: THE LONG NOTE

BY KIM CLARKE

6 You are not a conductor of bands, you're a conductor of people. 99

= WILLIAM D. REVELLI

CHAPTER 1

THE MAESTRO

e is an old man, with creases at his eyes and white, thinning hair. He appears particularly small, even for
H someone who never stood more than 5’7",

He is in the autumn of his years in 1992. All eyes are on him as he crosses the Hill Auditorium stage in a slow but
determined walk. Steps on the podium. Lifts his arms. Readies the baton.

The world is suddenly young again.

The unmistakable, joyful noise of a Sousa march is splendid and bursting with life. Flutes and clarinets dance
above their brassy counterparts. The snare drum is crisp and efficient. The music races and slows, soars and dips

like a roller coaster ride.

The guest conductor is William Revelli, legendary leader of the University of Michigan Bands, a pioneer in
American music education, and a John Philip Sousa acolyte.

He is directing “The George Washington Bicentennial March,” the last work of the March King. It is a personal
favorite—difficult to play, but so worth the effort.

In conducting his hero’s final composition, Revelli is making his last appearance at Hill, a place where he first set
foot 56 years ago as a junior professor just handed an anemic college band.

* % %
Certain names connote leadership, at Michigan and beyond: Tappan. Angell. Yost. Bo.
Revelli.

His love of teaching, his belief that music is as sustaining as water and oxygen, and his unrelenting drive for
perfection resonate long after his final note.

Dr. William Revelli was guest conductor
for Keith Brion and the New Sousa Band
during an October 1992 performance at
Hill Auditorium.
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Michigan’s bands grew from one to seven during his tenure. His methods shaped band pedagogy from middle
school through college. He built the Wind Instrument Department into one of the strongest in the country. His
faith in students carried them across the country and around the globe, exposing them to different cultures and
showcasing the University of Michigan to the world.

Michigan traditions—a high-stepping marching band, pep bands, colorful halftime shows, Band-O-Rama,
symphony tours—all have their roots in Revelli.

His demands (“Stop conducting me!”), his exasperation (“Why don't you get a hammer and be done with it?”), and
his encouragement (“Be dedicated in whatever you do—even if it's kissing your girl goodnight”) ring in alumni
ears generations after graduating.

At the core of it all was his credo: “We do not teach music. Rather, we teach people through music.”

CHAPTER 2

A BOY AND HIS VIOLIN

t's a pitch-black Sunday morning in 1909 and 7-year-old Willie Revelli is standing along the railroad tracks in
I the tiny Illinois coal town of Panama. In the distance, a train’s whistle sings. Willie snaps on his flashlight,

raises his arm, and flags down the massive locomotive.

In his other hand is his precious violin. It is the only instrument he ever wanted, and he wasn't yet 5 when he
began begging his parents for one.

“My dad put it right beside my bed on a stand and when I woke up Christmas morning, there was my violin! The
first thing I wanted to do was play; of course all I could do was scratch around. I didn't know how to hold the bow
or anything.”

This is why he waits at the train station in the dark. Wake up every Sunday morning at 4:30, catch the eye of the
engineer, hop aboard The Limited, and ride four hours to the big city of St. Louis. There, he meets with the
concertmaster of the St. Louis Symphony Orchestra for a 45-minute violin lesson, followed by free time and the
return trip to Panama. He arrives home after 9 p.m.

He does this every Sunday, every month, for 10 years.

* % %

Giovanni Revelli wanted his son to have the best and be the best; he was “a person who liked things done well.”
He loved the music of his native Italy, the arias and libretto of opera. His wife, Rose, sang the Italian folk songs she
heard growing up. Together, they gave six children their first lessons in music.

As a boy not yet 10, Willie Revelli saw John Philip Sousa and his band at the Illinois State Fair. He could not
believe the sheer majesty of what he was hearing.

“Sousa’s band hadn't played two minutes and I knew that's what I wanted to do,” he once told an interviewer. ‘I
said, ‘Dad, I want to be a conductor like Mr. Sousa.”

He stood apart from his classmates (“I was kind of a funny kid"). As if the weekly train treks to St. Louis weren't
exotic enough, he spent summers traveling with a Chautauqua orchestra through Illinois, lowa, Wisconsin and
Kansas. During the school year, he played in the pit orchestra of his father’s silent movie theater.



He practiced his violin constantly; he'd rather practice than play outside, unless maybe there was a game of
baseball he could join. He played a little high school basketball, until a teacher warned that sprained or broken
fingers could cripple his musical aspirations.

“My upbringing was one of seriousness of purpose. I wasn't fooling around just to have music as an avocation but
rather to look at it as an experience that would be lifelong.”

Panama was a mining town, and he had no intention of spending a lifetime underground, in the dark and danger
of the earth. After high school, he moved north and enrolled at the Chicago Musical College (today the Chicago
College of Performing Arts at Roosevelt University).

His instructor was Leon Sametini, an exceptional violinist known for being difficult and demanding. When he
wasn't working to meet Sametini’s standards, Revelli was playing violin in dance orchestras in Chicago, Joliet
and St. Louis. In particular he performed with Isham Jones, a popular dance bandleader in the Loop who, like

Sametini, was a real stickler.
Giovanni Revelli. Leon Sametini. Isham Jones. All perfectionists. All teachers.

Bachelor's degree in hand, William Revelli was about to embark on his career and cultivate his own reputation as
both bandleader and taskmaster.

The Panama, Ill., depot, where young
William Revelli regularly boarded a train

for music lessons in St. Louis, Mo.
Image: Historical Society of Montgomery
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Revelli and his violin, circa 1924.
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CHAPTER 3

HOBART HIGH SCHOOL

T he new music teacher is Mr. Revelli and he barely looks old enough to be out of high school himself.

But here is he, 23 years old in 1925, huddled in the chemistry lab of Indiana’s tiny Hobart High School, with

a handful of anxious students who say they want to be in a band.


http://history.montgomeryco.com/
http://quod.lib.umich.edu/b/bhlead/umich-bhl-9622?byte=141630919;focusrgn=C02;subview=standard;view=reslist

None of them has ever touched a musical instrument.

He himself has never played in a band; concert bands don'’t use violinists.

The school superintendent made it clear to his new hire: There is no budget, no rehearsal space, no equipment.
And there certainly isn't time during the school day for band class.

* % %

Concert and marching bands—staples of today's K-12 system and colleges—were an American phenomenon of
the 1920s. In the wake of the Great War, the public embraced patriotism and pomp, along with music performed
live at silent movies and spread by the phonograph. A growing middle class preferred band music rather than
fussier orchestras. The advent of talking pictures brought unemployment to orchestra pits, driving professional
musicians to Hollywood, radio—and teaching.

The school band movement was under way.

At Hobart High School, Revelli's official duties called for him to teach vocal music—all grades, kindergarten
through 12th grade—as well as conduct several school choirs and a glee club. Within his first month on the job, he
received permission to develop a band program.

The students honked and squeaked and generally crashed through the music. There were not enough players to
form a full concert band; they performed minus flutes, oboes, timpani and several other standard instruments. He
called it “mess production.”

Still, Hobart parents were keen to hear their young prodigies.

‘T had mothers calling and asking me when their child was going to bring his or her instrument home. I used to
say, ‘You know, Mrs. Maybaum, you don't know how lucky you are. I have to listen to him, you don't. You should
be thankful”

He was an advocate of solfeggio—the practice of singing the printed notes (“do,’ re,” “mi”). Hobart students would
hear the same refrain issued over and over to Michigan students 10, 20 and 30 years later: “If you can't sing it, you
can't play it.”

He also realized his own need to evolve musically, and learned to play trombone, flute, bassoon, trumpet, and
more from members of the Chicago Symphony. He took a similar tack with students, teaching them several
instruments so they could appreciate an entire body of work. He also arranged for private lessons between his
students and professionals, just as his father did when he was 7 years old.

He demanded, and expected, excellence. During one frustrating band practice, he threw down his baton and told
the students to get out, just go home. He wouldn't conduct them if they were the last band on earth. He stormed out
of the room.

Stunned, the students did not move. No one said a word. Ten minutes passed before Revelli returned, picked up his
baton, and resumed the rehearsal.

He could not deny how much they energized him. He loved watching them express themselves through music.

“They made my day. Anytime I was down, all I had to do was give a lesson, and those kids pulled me right out of
it”

In return, they played their hearts out, for their teacher and their town. The growing school band movement led to
state and national competitions, and Hobart High School matured into the best, period.

Said one judge: “The conductor evidently seeks clarity, thoroughness, and musical performance of every tone more
than general impressionistic effect. Either as a conscious technique or because of full participation in the mood,
these players bring a wider range of color out of their respective instruments than is ordinarily heard.”

John Philip Sousa was conductor of the
U.S. Marine Band. After being honorably
discharged in 1892, he created his own
band, which crisscrossed the country for
decades.

Image: Library of Congress, Music
Division

During one frustrating band practice,
he threw down his baton and told the
students to get out, just go home. He
wouldn’t conduct them if they were
the last band on earth.



When Hobart won its first national championship, in 1930, one of the judges was the great man himself, John
Philip Sousa. Revelli all but ran to accept the award.

For five straight years, the Hobart band reigned as finest in the country.

With each national title, Revelli’s reputation grew; professional symphonies, colleges and bigger high schools
pursued him. Michigan State came calling, but he felt the school was too small. Wisconsin had him all but
moved to Madison, but he changed his mind. “I wanted to make one move and I wanted it to be the right one.”

That right one was Michigan.
In his final Hobart concert, Revelli led students he had groomed since fourth grade. They were his instrument.

Closing with “Auld Lang Syne,’ tears fell down their faces. One after another, kids couldn't play through their
crying. Mr. Revelli himself blinked back tears.

CHAPTER 4

THE TONE, THE TONE, THE TONE

t is the fall of 1935, and Bill Revelli is settling into his junior faculty position. As he does every Tuesday night
I as the new chair of Michigan’s Wind Instrument Department, he is holding the weekly faculty meeting.

Morris Hall is a 19th century house at the corner of South State and Jefferson. What once was the second-floor
master bedroom now houses the Wind Department and its meeting. Afterward, Revelli writes up notes for the
dean.

“Professor Revelli, chairman of the wind instrument department, called a meeting. All were present. After
considerable discussion, it was unanimously agreed that we had to do some things ...”

The dean finds the minutes particularly amusing, and forwards them to other faculty. Chairman Revellj, after all, is

a department of one.

* % %

Revelli took a significant pay cut to come to Michigan from Hobart. The band program he inherited was even
poorer.

“The Michigan band, in 1935, couldn't turn pages for my Hobart band.”
His predecessor had resigned two years earlier, leaving a graduate student to hold the band together. Students
arrived late for rehearsal. They smoked before, during and after practice. They were cocky but had no reason to

be. It made Revelli crazy.

“That's the worst thing you can have: when you're not good and you think you are—there’s nothing worse. Your
receptivity to criticism is nil”

But just like at Hobart, he believed in the students. The program was a sleeping giant, and he was about to give ita
good, hard kick.

‘I'm totally dedicated to perfection and when it's just about right, I'm unhappy. To me, that's like a pilot who
misses the runway by 8 feet. You're dead; he’s almost right.”

The Michigan band program called Morris
Hall its home when Revelli first arrived in
Ann Arbor in 1935.

Image: Available online in Bentley Image
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His tone would define Michigan Bands.

CHAPTER 5

THE MARCHING BAND

H e is in full band regalia. White gloves, jacket, epaulets and a navy blue cap with the distinctive block “M.”
Before him sit dozens of freshmen, sheer brawn and muscle, the newest members of the Michigan
football team. Coach Bo Schembechler is in his debut season, and the veteran band director has offered to help the
team in any way he can.

Teach my players the fight song, Schembechler asked.

The director steps up and stares hard at the athletes.

“JOHN PHILIP SOUSA CALLED THIS THE GREATEST FIGHT SONG EVER WRITTEN. AND YOU WILL SING IT WITH
RESPECT”

Sing they do. Out of their chairs, standing and booming, “Hail! To the victors valiant. Hail! To the conqu’ring heroes.
Hail! Hail!"”

After his 1969 visit, Revelli is invited back every season.
“God,” Schembechler will say years later, "he was beautiful.”

* % %

In a way, William Revelli steps onto the field every time today’s Michigan Marching Band pours out of the
Michigan Stadium tunnel.

In his 36 years, Revelli revolutionized not only the Michigan style, but marching bands across the nation. The
University of Illinois had been the first and best in the land, but Michigan soon stormed past under Revelli's

baton.

He took over a band with roots in the ROTC and rote performance. He dropped the name “Michigan Fighting One
Hundred” ("It didn't have any class to it") and launched the “Michigan Marching Band.”

And he ranted.

‘T don't want it just about right! To me, just about right is terrible!”

“Mister, if you can't play that, what CAN you play?”

“It's all the fault of your high school band director.”

“It goes from a college band to a high school band to a junior high band in four bars.”

He quickened the stride of players, who now took more steps to cover the same amount of yardage. Where the U.S.
Army band took 120 steps a minute, the Michigan Marching Band packed in 176.

“I don’t want it just about right! To
me, just about right is terrible!”

= WILLIAM D. REVELLI


http://quod.lib.umich.edu/b/bhlead/umich-bhl-9622?byte=141630919;focusrgn=C02;subview=standard;view=reslist

He and his assistants introduced thematic halftime shows, abandoning performances that mimicked stiff
military drills. The band took the shape of a turkey at Thanksgiving, or a car with spinning wheels, or stick
figures traversing the field. (“I know it's hard—that's what makes it difficult!”)

There was the time the first trombonist messed up and began marching in the opposite direction. Absolute wrong
direction in front of thousands of fans. While he wandered off, the rest of the band marched away in formation.
Eventually, everyone reunited, but not before the trombonist took advantage of his single status and hammed it up
for the crowd.

What in the world were you thinking? Revelli demanded to know afterward.

“He said, Tdon't know, my mind just went blank.'I slapped him on the back and said, ‘Some day you're going to be
dean of a music school.”

Perhaps his most significant contribution was the sound and song of the band itself. He wanted his marching
band to sound like a symphonic band that just happened to be on a football field.

“Don’t come up and tell me the Michigan band looked good; I don't like that kind of compliment. But it you say
they looked great and they sounded terrific, I'll accept that compliment.”

That meant exceptional tone. “Even if it was November and snow was coming down, I stopped that band if there
was a bad sound. I did it a million times. I didn't care if the game was the next day. What I did care about was
their sound—right now! I want a good tone!”

He mixed popular music with classical works—Bach, Shostakovich, Tchaikovsky—before thousands of football

I

devotees. He introduced Bach'’s “Toccata and Fugue in D minor,’ a famous composition typically associated with

organ. “The audience stood up, cheered us, and actually booed the team back into the tunnel.”

And in a Michigan first, he had a stadium announcer introduce the band’s various moves.

The high-stepping band made its national television debut at the 1948 Rose Bowl, where a reporter called
Michigan “the Radio City Rockettes of football.” Somebody else declared the game over before it began, based
solely on the pre-game execution of the band.

In 1950, an eight-page spread in Life magazine (circulation: 8.5 million) sealed the band’s national prestige. Alfred
Eisenstaedt’s iconic image of Ann Arbor children gleefully strutting behind drum major Dick Smith set the tone

for an effusive photo essay about the pageantry of Michigan.

“This art form has reached a spectacular peak at the University of Michigan whose band, directed by ace
Bandmaster William D. Revelli, is considered by many to be the most musicianly in the U.S”

He knew he was at the right university.

“Look at the stadium. Look at those crowds. Look at our team. Look at the program. Look at the number of people
who want to play in the band. Look at everything else. Look at the facilities.

“You're not going to go anywhere and beat this.”

CHAPTER 6

THE SYMPHONY BAND



t is the opening concert of an international tour that will span 30,000 miles, 110 performances and 21 cities.
I Tonight they play for Moscow, a city that in 1961 has rare contact with Americans, their universities or their

young people.
The Michigan students have played—well—for nearly two hours, and are concluding with a Russian classic,
Mussorgsky’s majestic “Great Gate of Kiev.” They have put on an exceptional performance, and Revelli braces for
the applause he knows will explode after this grand finale.

Instead there is silence.

Frozen, he stares at his students. What have we done wrong? Who have we offended? It seems all oxygen has left
the hall.

After a moment that spans forever, a single Russian rises. He claps, once, and the audience of 6,000 mimics him.
Then they clap again, slowly, and again, faster and faster again, now they are stamping their feet, and clapping
and stamping, thousands of hands and feet pounding away:.

“Then they stood up and cheered and then I knew we had arrived.”

The Symphony Band plays five encores.

* % %

If you wanted to get under Bill Revelli’s skin, you called him the director of the Michigan Marching Band.

“T want to scream. Not because I am not proud to be director of the marching band; of course I am. But wouldn't
you believe that after a half a century they would know that I am director of all University bands?”

The Symphony Band was the finest of the bands he came to create and conduct. There was the Varsity Band, the
Marching Band, Wolverine Band and more. The Symphony Band, though, was the cream, rich with music majors
and aspiring professionals.

Not so at the start. Other than venues and uniforms, there was no distinction between Michigan's bands—the band
was the band. And its reputation preceded it.

On a Sunday afternoon in the winter of 1936—Revelli’s first in Ann Arbor—he and his charges were set to perform
at the 4,300-seat Hill Auditorium.

“I came on the stage and looked in the crowd. It looked like a baroque trio; All those empty seats.
“Ibawled. I'm not ashamed—I went home and cried”

They would practice, practice and practice some more. Start a piece. Stop. Start over. Stop. Start again. Stop. Over
and over, until it was right. Revelli put in so much time with students that his faculty colleagues griped he was
making them look bad.

Kids from Hobart applied to Michigan so they could again play with their mentor. More and more music majors
joined, raising the quality and the sound.

The campus radio station began to broadcast concerts, and then a Detroit station, followed by a national radio
syndicate.

He justly changed the name from concert band to symphony band. Where concert bands were traditionally
identified as brassy and harsh, Revelli's band had a silky elegance to it. His clarinets could sound like violins, the
euphoniums like cellos. He changed the seating of the ensemble, giving certain instruments the space he felt they
needed to truly be heard.

Polish schoolchildren crowd around Revelli and h
during the Symphony Band's 1961 visit to Lodz.
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Revelli's final concert as director of bands was at
in May 1971, when he retired after 36 years at the
Michigan. Said the New York Times: “Since Mr. Re
an energetic man, it is unlikely that his retirement
idle one, but no matter what he does, his place in
band history will be prominent and permanent.”

“I can listen to recordings of other
bands and then my own Michigan
Band and | hear a different timbre.
It’s a different color.”

= WILLIAM D. REVELLI
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“I can listen to recordings of other bands and then my own Michigan Band and I hear a different timbre. It's a
different color.”

He worked particularly hard to convince composers to write for symphony bands and, given the quality of
Michigan’s, they did. The result: a depth of interesting, challenging symphony band literature that continues
today.

He began taking the Symphony Band on the road—a first for a major university—and they performed in America’s
great venues. They amazed audiences in Boston Symphony Hall, the Philadelphia Academy of Music, New York's
Lincoln Center, Philharmonic Hall in Los Angeles, and the ultimate destination, New York’s Carnegie Hall.

It was hard to believe they were college musicians. New York Times music critic Harold Schonberg—considered
the best of his era—raved about Revelli and Michigan students after a 1955 concert. “He got out of his kids what
not many bandmasters ever achieve—a brilliant, yet luminous texture of tone, a smart-sounding ensemble, well-
balanced choirs and even instrumental virtuosity.”

The pinnacle was the 1961 tour, a goodwill gesture arranged by the U.S. State Department at the height of the Cold
War. University bands and orchestras throughout the country were invited to submit tapes of their best work; the
finest conservatories, Juilliard and Eastman, were in the running.

By now, though, Michigan'’s rock-solid reputation made them the overwhelming choice. The tour was going to
take four weeks, then six, then eight and 11. Egypt was added to the itinerary; when diplomats in Jordan heard
about the tour, they wanted the Michigan band, too. So did Lebanon and Cyprus.

In the end, the Michigan Symphony Band would tour for 15 weeks—an entire semester away from Ann Arbor—
and visit nine countries; two months alone would be spent in the Soviet Union. It remains the most extensive tour

ever carried out by a university band.

Wherever they performed, Michigan students were mobbed. Concerts sold out. Encores—six, seven, nine—became
standard and extended performances by an hour.

The tour concluded at Carnegie Hall and the praise was lavish.
“The Michigan ensemble, composed of ninety-four students of the university, played with the precision of a well-
oiled machine,’ wrote Raymond Ericson of the Times. “More than that, it produced some luscious, gleaming

organ-like sonorities within performances that were always accurate, texturally clean, and smooth flowing.”

This was Revelli perfection.

CHAPTER 7

CODA

t's halftime and more than 106,000 fans are jammed into Michigan Stadium for 1992’s homecoming and a
I drubbing of Minnesota.

The marching band is on the field and at attention, as are dozens of alumni players, in jeans and sweatshirts, who
have returned for this fall ritual. They eye the 90-year-old conductor, retired for more than 20 years, and wait for
his cue.



“God Bless America” soars from their instruments. He commands the field, and then turns to face the stands and
the press box. Again he conducts. Together, with the Michigan faithful, they sing in unison.

The applause begins well before the final note.

* % %

He was Mr. Revelli, Dr. Revelli or the Chief. He was charming and he was a tyrant. He worked incredible hours
and he never grew tired.

Every rehearsal, every concert, every tour was an opportunity to be the best.

“Do you know how many times I've conducted ‘The Victors? Thousands! Do I ever conduct it like I'm bored with
it? I don't care if I conduct it for a hundred years, every time I conduct it, I have never conducted it the time I'm
going to conduct it. That makes it a premiere performance.”

Revelli died in 1994. He founded the College Band Directors National Association and was inducted into both the
Music Educators Hall of Fame and the Hall of Fame of Distinguished Band Conductors. The marching band
facility at Michigan bears his name, as does the town bandshell in Hobart. A national contest for new band
compositions is named in his honor. Numerous scholarships and awards honor his legacy.

What truly mattered to him, though, could not be captured in brick, stone or engraved plaques. It was the ability,
and obligation, to inspire.

“The conductor has a responsibility to create an attitude of love for music. You are not a conductor of bands, you're
a conductor of people. It's through music that you reach them, and it's a beautiful way to reach people.”

This article was drawn chiefly from George Alfred Cavanagh, “William D. Revelli: The Hobart Years” (dissertation,
University of Michigan, 1971); Gregory L. Talford, “William D. Revelli: An Introspective Study” (master’s thesis,
Central Michigan University, 1985); Grace Shackman, “The Band Master,” Ann Arbor Observer, December 1991,
Stephen Rosoff, "At 92 He's Still True Blue,” Michigan Alumnus, January/February 1994, Bo Schembechler and John
U. Bacon, “Bo’s lasting lesson #5: Respect your history,” Michigan Today, September 2007; William D. Revelli Papers,
Bentley Historical Library, University of Michigan





















THE BAND’S MUSIC
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A series of study/performance essays by Frederick Fennell

_Richard Wagner:

Elsa’s Procession to the

Cathedral

Richard Wagner (1813-1883), Elsa’s Procession
to the Cathedral, from the opera Lohengrin
(1850), (1848; premiere 1850, Weimar,
produced and conducted by Franz Liszt). Act
II, Scene 4, transcribed and arranged1 for
symphony band by Lucien Cailliet (born May
22, 1897), copyright 1938 by Remick Music
Corporation, New York, NY. Full score (11
pages) and 4-line condensed score (6 pages),
plate number 19983. Eb major, common time,
Langsam und feierlich (slowly and solemnly),
85 bars, performance time ca. 6:00.

Scoring:” piccolo, 3 flutes; 2 oboes, English
horn, 2 bassoons, contrabassoon; clarinets: Eb,
Bb I, II, 111, alto, bass, Bb contrabass;
saxophones: 2 alto, tenor, baritone, bass; 3
cornets, 2 trumpets, 4 horns, 3 trombones,
baritones, tubas, string contrabass; harp,

kettledrums, snare drum, cymbals, bass drum.

BAND 8 NOVEMBER/DECEMBER 1984

THE BAND WORLD BEFORE ELSA

The middle 1930s were vibrant, exciting times for
young musicians in the United States. There was —
among many hypnotics — the Sibelius craze, our
discovery of Le Sacre du printemps, and those Kalmus
Miniature Scores (“defective copy/half price”) to
whet the appetite to know. I also remember a spirit
of expectancy among some of us who sensed the
coming of the band as a music medium that was
progressing beyond its present level.

School band contests had really heated up,
extending the range of performance with each
succeeding year’s greater technical brilliance; music,

including the band, had become a part of daily life at
school. We rarely heard thie Washington service

bands, save for those of the Marine Corps or Navy
by way of radio or on an occasional tour. All of those
one-time professional bands long before had stored
their trunks; their era was history. Nobody was
recording any music other than marches, and radio
seldom broadcast any but the lightest band fare.

Where, then, was the activity that could feed our
spirit of expectancy? It was, of course, in the colleges
and universities. Here the leadership was as
widespread and as geographically “isolated” as the
institutions themselves. There were several, I am

‘sure; but I shall limit my exemplary choices to but

two of them, both on the Mississippi flyway,

FREDERICK FENNELL is currently serving as the first
permanent conductor of the Tokyo Kosei Wind
Orchestra. His long and distinguished career in the
United States has included his founding of the
Eastman Wind Ensemble and the recording of much
of the band’s music, including Elsa’s Procession to the
Cathedral.



divergent in resource. One survives and thrives
while the other is gone.

The leader of them all was the Concert Band at the
University of Illinois. It was founded at the turn of
the century, nurtured, administered, transcribed-for,
conducted; and loved by Albert Austin Harding

| (1880-1958). It was his institution — Harding and the’
players — who had led the way for us all. Harding's -
love for the orchestra’s literature which he poured
into the scores he transcribed for the Illinois Concert
Band began a period of concentration within this
borrowed creative element that is still very much a
part of present-day band pedagogy and performance.

Off to the north, in Northfield, Minnesota, James R.
Gillette (born May 30, 1886) was finding the time
amidst his duties as chapel organist at Carleton
College to develop his personal music interest, The
Carleton College Symphony Band. As its conductor
he had brought this trim little group of some 40
players to a high point of performance perfection,
finding many of the players who would become
students at this top-rated liberal arts school during
his visits in summer to that eternal well spring called
Interlochen. It was Gillette who gave us the name
“Symphony Band,” later adopted by me and by
William D. Revelli and others as the name of the
groups we would conduct. Gillette was also a
composer and a transcriber, as well as an enterpris-
ing promoter of the Symphony Band idea. He began
the publication of a series of symphonic transcrip-
tions by convincing M. Witmark to publish his
edition for American instrumentation of the French
original of Paul Fauchet’s pioneer three-movement
Symphony in Bb for Band, believed to be the first work
published in this form. Gillette had opened the
publisher’s door to an expanded instrumentation
and had given the band another name; yet the man
and all traces of his work seem unfortunately to have
vanished.

Harding and Gillette are a measurable benchmark in
20th century band development. Concert Band/

Symphony Band transcribers now mixed their
instrumental colors from a different palette than had

served their predecessors, who had been limited,
perhaps, by those professional expenses not found
in schools.

The coming on of the band as a music medium
beyond its former level had, indeed, begun.

From its initial successes with the Symphony Band
Library, an agreement was drawn in the mid-1930s
between Lucien Cailliet and the Music Publishers
Holding Corporation, of which Remick Music
Company was part. Cailliet had been a member of
the Philadelphia Orchestra, and this distinguished
musician and superb orchestrator enlarged the
Symphony Band Library with two excerpts from
Wagner’s operas. The first was Siegfried’s Journey to
the Rhine from “Die Gotterdammerung”, a popular and
well-known portion of that opera. Elsa’s Procession to
the Cathedral from “Lohengrin” was not as familiar, but
Cailliet’s transcription of it would become the
most-played and perhaps the most-admired of all
orchestral transcriptions for band.

Elsa’s Procession begins with eight of the most
pleasant (and potentially treacherous) measures
in the band’s music; there just isn’t any place to -
hide. Wagner’s traditional harmony exposes all of
the basic problems of intonation when thatis a .
problem for any player; and this is also a pedagogical

. challenge to the conductor, one that may be met and

solved through patient listening and intelligent
repetition, careful adjustment, as well as with
application of a variety of electronic devices,
beginning with the most simple tape recorder.
However, the conductor’s greater challenge is
prudent choice of pace and its execution through the
greatest possible sostenuto.

Langsam und feierlich is highly expressive terminology
in the German language, and it frequently strikesa
quaking fear into players and conductors. The words
of the English translation — slowly and solemnly —
frequently lead to an interpretatio of the music that
denies the spirit of the occasion. Solemn though
such an event certainly is, there must be some secret
joy in her heart as well — after all, she is going to her
wedding, not her execution! This is not a funeral
scene, but a deadly slow tempo can quickly turn it
into one.? After many years of study, listening,
rehearsal, and performance,4 I have settled at this
writing on a pulse of J="56; | have also heard
convincing performance in the low 70s. Whatever
the conductor’s choice may be, it will probably be
drawn from the overall view of the whole Procession
and be in keeping with the dramatic elements of
harmonic progression, nuance, and dynamic.

These first eight measures are solo playing as scored
by Wagner, the alto saxophone being more than
adequate as a substitute for English horn. As has
been recommended in similarly difficult beginnings
of other pieces I have discussed in print, it is best to
rehearse these first eight bars apart from the

full band.

One of the conductor’s vital psychological assets in a
human relationship as complex as a large instrumen-

tal ensemble is the feeling of security that constantly
musct be nurtured between the podium and the

players. One way to achieve this is to begin the first
rehearsals of a piece like Elsa’s Procession at any point
in its unfolding except at the beginnning. The four
soloists tend to be up-tight to begin with, for theirs is
a trepidacious exposure to every kind of complica-
tion, physical and mechanical: reeds, embouchure,
intonation, water, air, rhythm, shaky fingers, leaky
pads, butterflies — haw-eyed conductors —and all
that silence from the players behind them. It can be
an emotional experience that is difficult to handle.”

And so I begin Elsa, not at bar one but at bars 55
through 62 where the atmosphere of musical
performance is much more secure, involving almost
all of the band. The harmony and rhythm are
identical. This preparation makes beginning at the
beginning just a bit more assured for all concerned
there and invites the band into the music’s beauty
and its challenge from the very start of rehearsal.

Critical balance of the four lines of sound in the first
two bars frequently demands more sound than piarno
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for the flute’s melodic line, which must predominate
before its crescendo. Ensemble playing and style
command everyone’s attention as Elsa begins her
way in positively measured tread. Every note of each

line must be sustained its full measure and seemingly

beyond, with the sound that does the sustaining
being the result of air expenditure that is as solidly
supported as possible.

Wagner’s solid block harmony laced with typical
passing tones, suspensions, and appoggiaturas
seems a simple enough excursion into the diatonic
style; but I've never found its realization to be a
simple achievement the first time through with any
group. Everybody always is in a hurry to get to the
coming note, whereas occupation with the note in
hand should be the concern of all, with total support
from the breathing apparatus being the foundation
of the music making. The previous sentence could
serve as a credo for every note of every bar in this
transcription, and for every instrument, including
harp and percussion; placement of their notes is
dictated by the ulitmate declaration of note values as
they are offered by the rest of the band in the
practice of this creed.

The conductor’s part in all of this may be seen in the
linear character of page one of the full score® where
Wagner’s elevated harmony is closely bunched in
his desire to invest the music with a lofty character.
The practice is most stunningly achieved in the
“Lohengrin” Prelude, where the violins playing in
their highest register with ppp natural tones and
harmonics, alternated with the high reeds create a
shimmering, mystical, enthereal, and celestial aural
impression of the Holy Grail. These are sounds that
transport the listener out of this world and into the
one that Richard Wagner knew his music could
suggest. Elsa of Brabant may be very much in this
world as she proceeds to her wedding with
Lohengin; but our simple and effective performance
of these first eight bars must endeavor to produce a
music that is not.

These few visual aids placed in the score and parts
assist in the achievement of ensemble and style;
conductor motion is suggested below the music.

Ex. 1[1-8]

Langsam und feierlich

slowly and solemnly 5/*“\-

Viable options for the conductor’s physical motion
caution against expansive coverage of space up and
down; avoid these:

Ex. 2

All music examples
copyright ©1938 by
Remick Music Corp.
Editing and manuscript
examples by

Frederick Fennell.

Parts for those players entering for the first time at
[9]1® should show that their entrance is preceded by
a critically-placed eighth note anacrusis. Place that
reminder in the parts as you see it at the end of
example 1. It may take a few minutes of a conductor’s
time to do this, but compared to the many minutes
wasted in rehearsal or the sloppiness and insecurity
that one hears in performances, the time is a long
term investment against these inevitably-recurring
frustrations. This final eighth note [8] offers the
conductor another opportunity to contribute to
stylistic performance and to aid the players by
having the courage to continue motion upward on
this fourth pulse beyond any height used in the
previous seven bars. When skilfully done, this
motion assists all to execute the important entrance
with security, and ultimately legato.

As the texture thickens at @it is wise to establish the
ensemble’s dynamic level at piano and to spin out the
gathering dynamic intensities gauged against the top
of the crescendo [13-15]. Cailliet has left that level to
us conductors, no more than mezzo-forte. Measures
9-12 carry nuances that are expressive for the
descending lines with no suggestion of the same for
those that rise, and since both are part of a gathering
intensity, even before the printed crescendo at [13],
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these two lines might be adjusted to look and sound
like this:
Ex. 3 [9-12] ,

Eb Clar. & Clnn(lft;{::_—::\'v—: ~ete /'—__'\
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The first entrance of the tubas [13] should identify
them as the most important part of the crescendo,
especially the rise from Bb to Bf. As bar 14 ends (c
minor) with its final eighth an anticipation of the
down pulse of [15] it is wise to add a tenuto line to
that anacrusis. The conductor is expected to lead the
group through the minute but stylistically proper
slight delay of the note that follows.

The “Wagner turn” in the cadence [15-16] played by
flutes, Eb and Bb clarinet I is an expressive junction
of his initial musical ideas. When used five other
times in this piece it is a mid-phrase expression. The
conductor can study this ornament with the group
by writing the notes of bar 15 and the first one of
[16], [28 and 29] on the board in these two ways:

Ex. 4 [15-16] [28-29]

Asking that all convert the music to concert pitch,
every player in the group should learn the feeling of
this simple ornamentation in the two ways that it is
used by Wagner. Ask the band to sing first, in their
own vocal register; after customary timidness and a
few giggles of embarassment they will finally

express themselves without the instrument to the
embouchure. Another different experience could

lead to rewarding performance. Those whose music
does not contain these figures should know what
they feel and sound like, the better to accommodate
those who do play them in bars 28, 48, 52, 57, and 61.

I'have even found it to be comforting to the players
and myself to write a pitchless rhythmic visual aid
above the note of the players who do not have the
turn, but whose following note must be placed as
accurately as possible for synchronized ensemble;
horns II & III are aided in this way:

Ex. 5 [15] !‘yﬁ:\ =
foens T <
T = 1 {

i

L
LRI T
Future performances would also benefit from the

caution “slowly” written above the turn whenever it
appears.
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Next comes an adjustment in balance, at which we
conductors are sometimes inept, and unable to
communicate with the principal players; this is the
matter of difference between a solo dynamic and a
tutti sound. The example before us [16-25] is typical.
I'recall no time of any first rehearsal with-any group
when I did not have to either stop and ask for a solo’
sound or beg for it with physical gesture — both
highly unnecessary. And we who are the large
ensemble teachers from the first day that most
players sit in a group are to blame for many of these
bad habits in ensemble playing that continue
unchecked. Solo means: “Play out!...it's your tune.”

Solo oboe and solo clarinet parts [16-25], or course,
are undermarked in the first place. Having to do
battle with 13 other instruments, most of them set at
the same piano, an adjustment might be made of
their dynamic down one level and that of the soloists
up about one. For those readers “allergic” to
footnotes and corrections it is imperative that the
printed Al in the bass clarinet at @ [17] be changed
to written Ch below the staff to become the root of
the B> major concert triad that the solo oboe outlines;
remove the diminuendo in [18] and consider the
following editings for oboe and clarinet:

Ex. 6 [16-25]

Only with maximum control and support can a
clarinetist play the solo [20-25] in one breath and this
is only possible when the conductor does not
mistake the wedding for a funeral. Skill in playing
what is written is sufficient.

Clarinet I plays from a part as confusing at [25] as
what we see in the score; what the listener hears
needs this visual sorting:

Ex. 7 [25-26]
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All not playing the turn at [28] should know that one
is there with the pitchless reminder, and the horns,



too, must be prompted not to hurry into the third
pulse of [30-31] with their significant harmonic
change; try these editings:

Ex. 8 [30-31]

The conductor can help the horns by continuing his
motion upward for the second pulse [30-31], thus
delaying motion to the third quarter note until the
proper moment. With his subtle and effective
modulation from Eb to E major, Wagner’s passion for
his musical ideas seems to rise and players never fail
to respond. Conductor control of all that happens in
this attractive music is essential to its steady
procession to the great climax. Keeping the lid on is
never easy when the music incites the players to
seize its control. But from ® onward, all — beginning
with the conductor, must be patient in an intense
musical atmosphere charged with lyricism that
comes from the greatest possible legato. The sudden
richness in the transformation from E} to E major is
part of the feeling that comes over the band; almost
all are now contributing to the lush tonal fabric;
horns lead the way.

Wagner’s suspension and elision [37] demands total
ensemble for its full effect. Cornets and trombone
tend to be careless with placement of their E major
triad falling in early with the rising rhythm of the
ascending triad in the reeds; again, the pitchless
visual aid can avoid this problem:

Ex. 9 [37-38]
— 2
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Customary distance between the reeds and brass
may be part of the problem which, at its source, is a
matter of listening.

The harp played at a level much beyond the printed
piano contributes important rhythmic/tonal punctua-
tions at its initial entrance, providing definition to all
of that sostenuto playing that should be coming
from the winds. If harp is not available, it is
desirable to adapt its part for piano 4 hands; 20
fingers can enrich these chords with every approp-
riate doubling of the notes as distributed for but the
six fingers and two thumbs of the harpist. The
arpeggios at (® can be played in octaves and the
closing section of the piece may be adjusted in the
same way.

Passages of harmonic support from the opera’s
choirs filling the stage for this brilliant 4th scene of
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Act II are scored here for alternate brass choirs —
cornets with trombones, horns with baritones. The
parts might carry this information: “soli w/trombones
for cornets and vice versa, same for “horns
w/baritones.”

That dominating descending melodic figure which

. appears four times in sequences between [39 & 45] is
" the leading musical material of those measures:

Ex. 10 [41-42]

04, Jm
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Cailliet has thickened its supporting material so
densely that flutes and clarinets find it difficult to
maintain this leading musical material without
reverting to a strident sound which is the invariable
result of forcing the tone in that register of the
clarinet. The conductor’s responsibility is — of course
—everything; and here it is the kind of sound as well
as the quantity produced by the rest of the band.
That lid has to stay on for another 25 bars. A
conductor’s visual control of the group is very much
a two-way street. Not much will be controlled when
there is no eye contact, and with all that needs
regulation in this music, the players must divide
their eyes equally between their page and the
conductor’s face.

As Wagner is craftily edging his way back into Eb
from E major, the conductor would do especially
well to keep the eyes on everybody and to complete
this beautiful, subtle transitional measure [46] in the
positively up position. The composer has led us all
into such a state of anticipation and suspension that
in this single final Af eighth-note he makes his
musico-dramatic time stand still. It is magic/ And at
(® it must be magic in piano for all except the brasses
once more in their role as the on-stage choirs. The
eighth-note they “sing” must be very sticky and
separated from the following half-note. The German
words sung here “...Sie naht. .., die Engel..” (she

comes, the angel); establish that space between the
notes. Our music might be made to look like this:

Ex. 11 [47-48]

F

@ Piccolo =1
Flutes 3

EbClar. 4.
Soto6t

[

|

oy
!
e
49, W
M6l
!

b bt =W * 1~ ——+
374 1Y 771 3 1
[ Tots. =% >+ 1.2 Y '
2nd-3rd Clars. | B ¢ T
nr e mp OO } I(ns.U F
HARP JR— mf =
Bb7 Trom N, | Eb J
oy —BarBax—yO—p Al o o —
=11 Blysin- - I i T /} -
e e < L 2 ——————L
Tym. ==.Tu =
BaZsmSax. pTibas X
Sie- naht Ske-raht,
she comes she comes

When one medium borrows from another, it is
incumbent upon those who lease to know and to
observe the lender’s performance traditions and
sonorities and the techniques by which they are




produced. Wagner's brass writing, so compatible
with any surrounding instrumental fabric, approp-
riately is adopted by the transcriber to fill the role of
the stage choirs. Vocal production and particularly
the enunciation of the words has everything to do
with the character of and.placement of the eighth-

note and half-note in Ex. 11. German diction for “Sie »

naht” (lots of zee), multiplied by forty singers makes
performance just a little different from what it seems
to be on the surface of the page. Diction provides its
special emphasis while vocal production and stage
acoustics contribute the space that separates the two
notes in purely instrumental performance. It is
appropriate to extend the string contrabass, arco,
beyond the printed pizzicati ® to @.

At rehearsal number @, 55 bars have passed since
Elsa began her procession, during which the score
has picked up another 27 followers to join with the
original quartet. Once again, the conductor must
have a clear grasp of the balances within the score
and a pre-set order of their priority, among which
the following may be listed, and I mean written-down
on a separate paper hinged at the center binding of
the score as permanent reference:

1. Melody, its tonal blend and octaves balance (lower
one usually too weak).

2. Bass line (static but the foundation of all above it,
its presence must be felt/heard).

3. Harmony above it (equality in voicing of those
lines rhythmically identical to the melody).

4. The walking figure in clarinets I (dynamic must be
stated; Cailliet has none, score or part, make it
forte if it is to be heard).

5. Importance beyond a first look of Cornet II's
critical connecting line [58]; dynamic should be a
strong mezzo-forte with crescendo, designation as
“solo” with the caution: “do not hurry.”

6. Cornet III's Db concert, 4th pulse, is the only.
sustaining 7th of that Eb7 chord [59]; that bar
should begin mezzo-forte and crescendo to forte
on the Db concert.

7. Blend between saxes and horns.

8. All other lines are heavily duplicated harmony
that must be subservient to the melody.

9. Bass lines, reed and brass [60 into 61] must be in
crescendo to take the music (and the listener) to
Wagner's deceptive C minor chord at [61].

And now the lid is about to come off, @, and the
opening pry is the Bt anacrusis to ® — marked
espressivo. This is one of those tones that has to be as
sustained and as legato in its move toward the
following note as it is humanly possible to make it
and still not emasculate the rhythm. Have the
players push that special amount of air into the B
just before the move to the Eb. The growing intensity
now becomes very difficult to restrain, but the
observant conductor readily sees that Wagner has
composed music with a gathering character that
creates its own crescendo. This, however, will not be
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seen in the pitifully ineffective condensed score (see
measures 63-69), whereas, the full score reveals it all.
A more glaring contrast is difficult to imagine, nor
could one find a stronger case for the publication of
no band score but a full one.

“The profile of Wagner’s simple but highly efficacious

creation may be reduced to these few lines and basic
chord symbols:

Ex. 12 [62-67]
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The lower line ignites the upper one and vice versa
until the lower line engages every bass-line
instrument [68-74] in its most powerful register
thrusting their music up through the rich harmony,
countering and alternating with upper voices until
the whole of the band unloads its inevitable,
long-restrained sound at ®. The emotional effect can
be totally overwhelming to the players...and, one
hopes, to the conductor as well.

Horns, trombones, baritones and tubas who have
been playing at top intensity throughout bars 68
through 72 continue so to the absolute end [72].

Then the conductor and the rest of the band must let
them catch a fast breath to fill the great E> diminished
seventh chord with a maximum of sforzando-capped
sound; score and parts might carry these cautions
and guides:

Ex. 13 [72-73]
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In the presence of some of the most electrifying
music in the band’s basic repertory, the conductor
must know that control is still leadership’s greatest
asset. As this wall of sound is coming at you, it is not
the time to be anything less than master of all.
Uppermost in mind should be the need to keep
everything moving forward while still ennobling
stylistically the now-familiar musical ideas passed
mostly to the brass. Trombone parts [79] should
carry the admonition: “Keep moving.” To let the
music wallow in a decaying pulse is to rob it of its
majesty. According to individual choice, the
conductor may wish to avoid any subdivision; but
from the player’s view of sound production a
judicious amount of it is desirable. Excitement runs




Higtt allllést UIC 1eCiiiical command required to
produce this kind of music. Everything that a
conductor may contribute to its secure performance
is important, as is the elimination of anything that
gets in its way. Knowing the difference between the
two, with proper action upon that knowledge, can
be the just measure of a conductor.

Keeping the music moving while approaching thé -
natural allargando [82] that sets up the final cadence
[83-85] allows the greater effect of that final stretch of
the material we heard for the first time as the clarinet
solo was concluded in measures 24 & 25. Then I feel
that I must go back to tempo for the last three bars.

Elsa’s Procession to the Cathedral was progressing as
planned until measure 75, when action in the opera
is interrupted — and rudely so — by Ortrud, who
accuses Elsa of having her brother Gottfried killed so
she could be crowned Elsa of Brabant, altogether a
messy scene for a bridal occasion. This too, is where
Lucien Cailliet had to interrupt Richard Wagner to
bring this procession to Cailliet’s conclusion. The
first 78 bars are Wagner’s in full score sequence and
the last seven are Cailliet's adaptation with
transcriber’s license to achieve a stylistic conclusion
—one you will not hear in the opera. With Ortrud’s
interruption, 646 bars pass before the matter is
settled by King Henry I and the music of Elsa’s
Procession is heard again, this time in C Major;
amidst a great flurry of the king’s trumpets, Elsa and
Lohengrin enter the cathedral.

Lohengrin marked Wagner's transition from the
earlier style of set pieces found in Tannhiuser and The
Flying Dutchman to Tristan and Isolda, The Ring of the
Nibelungen, and Parsifal where “continuous melody”
replaced traditional arias and choruses.

In conducting all of the massive sound of the two
final pages of the band score, the physical motion,
intensely legato, contributes appropriate energy to
the performance — and it takes controlled energy to
achieve this. Here is yet another time when
conductors can draw upon past experiences in vocal
or instrumental tone production to project a musical
aesthetic through the only means at their disposal —
the total body. Now is the time to remember what it
feels like to reach for a fortissimo high Bb on the horn
or cornet, to bow the cello, to blow the tuba, or to
crash a pair of cymbals. Be the conductor a singer or
not, I urge that all of these final bars [63 to 85] be
sung in study of the score, sung (however badly)
with proper production and support — and as
phrased in the score - all to the tyranical tick or blip
of the metronome. “If you can’t sing it, you can’t
conduct it” any more than one can play it fully and
not sing it — minus the instrument. Many a deadly
slow tempo could be adjusted, convincingly, by this
method; and many a player will reward this kind of
conductor with memorable performances of music in
this style.

Wagner’s music with Cailliet’s ending is so
convincing that listeners do not need to know
anything about music, about opera or this opera’s
plot, the names of its other characters, or even who
Richard Wagner was, to feel when the band comes
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to the end of Eisa’s Procession to the Cathedral, that
somebody has arrived someplace.®

The following option is offered for the final three
bars in clarification of this brilliant conclusion:

_ Ex. 14 [83-85]" ”Qu,-
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With music such as this six minute clip out of a
four-and-a-half hour opera, sounding as it does in
Lucien’s famous setting, it is difficult not to muse
about what glorious creations Richard Wagner might
have written for the band had all the forces to attract
him to it at the middle of the 19th century been what
they are today. gl ,

NOTES

L. Transcription: The adaptation of a composition for
something other than that for which it was written;
Arrangement: to change what was originally written.

2. This was a pioncer publication with its expansion of
band texture (English horn, contrabassoon, string
contrabass and harp). Cailliet knew of the contrabass
clarinet from his years as bass clarinetist with The
Philadelphia Orchestra and Stokowski. The extensive
cross-cueing and Lucien’s footnote remind us that there
was a time (1938) when flute players and instruments
were scarce.

3. Foreword to the full score should be read and serve
as an invitation to the conductor to consult the full
opera score present in any music library and to know as
much about the opera and its composer at this point in
his turbulent life as time will allow. The suggestion that
the pace of the music might ever be in the neighborhood
of 4=80 is subject to considerable modification.

4. Many institutionally produced recordings exist, my
first recording with The Eastman Wind Ensemble
(Mercury Golden Import) is currently available as is the
recent digital recording with The Tokyo Kosei Wind
Orchestra (KOR 8411, available from Southern Music).

5. At high-stress moments like these, that special intake of
oxygen can make the difference a player needs.




A ,
6. If all of that cross-cueing and other information bothers 1 [51] part — }“f 4 piccolo, flute I, 11, I, Eb clarinet, and :
you as much as it does me, white it out. " clarinet I — correct dotted-eighth and :

7. It can be something like unrolling the tin seal on a sixteenth to two-eighths :

really good can of coffee when the broken vacuum emits __ [55] part Eb clarinet — slur missing : ,

that maryelous aroma. A : . *[55] part clarinet I — relocate @ from [54] ;
8. When Lucien was still active as a conductor,- we both -~ [55] part. . alto sax II — correct sixteenth-note

awaited our turn on the podium at a national meeting. . fromBto A ' :

We sat together backstage while Elsa’s Procession was [56] part alto sax Il — correct half-note

being performed by another conductor with the host from B to A

band. I took the opportunity of this ironic situation to

ask him if he had any thought at the time of the [57] score & part alto sax I~ (:%;rect half-note

transcription that it would become the band’s fromCtoB

most-played adaptation. His reply in that charming [57] score & part alto sax Il — correct half-note

juicy French accent was “No”, to which he added . from A to G

casually that “...it was a contract job.” [59] score & part alto saxes [ & II - correct score slur to

the sixteenth; add slur to Alto II

CORRECT[ONS [61] part piccolo —add diminuendo, half to

quarter note

2-3 t flute I —sl issi
[2-3] par ute f— st mlssmg . [66] score & part baritones treble and bass — correct
[12-13] score & part bassoon Il — slur missing note to Bb concert
[17] score & part bass clarinet — correct written A [71] part string contrabass — slur missing last
to C below fwo notes
[22] score & part Elarineg I- cg)rrect 6th eighth-note [73] part alto sax I — dot missing on half note
Bbto B
rom B2 10 . [76] part clarinet I — slur missing last three
[31] score & part flute I, II, III — slur missing, double- notes into [77]
dotted ter to eighth.
ore .quar ertoelg b [1-85] The condensed score has innumerable errors, phrase
[39] score & part horn Iin F — correct V‘;h(’le note E omissions and the customary ambiguities, too many to
conceBr; to half note B and half list here; if this score must be used, do not do so until
noie bt corrected articulations, etc. have been transferred from a
[44-45] score & part  baritone — slur missing corrected full score, wrong notes especially.
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Gail Reyner of Waverly Junior High
in Lansing, Michigan says
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the leather jacket!
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Beyond Measure 7: Lessons that Linger
Clinic Outline
Larry J. Livingston

1) Music Matters by David Elliott, Oxford Univ. Press
2) Free Play by Stephen Nachmanovitch, Penguin
3) This Is Your Brain On Music by Daniel Levitin, Penguin

4) Conceptual Teaching (Efficiency and Power) (See Handout)

When you stop, have a reason. Make constructive but conceptual, rather than merely
circumstantial commentary Not just, “Clarinets you are too loud in measure 7,” but
explaining why the clarinets are too loud, what concept or larger problem is causing
them to be wrong. Do they not have the theme? Are they playing in the high
register? Do they have a less interesting part? Are they making too bright of a
timbre? Not just, “Trombones, you are late,” but more to the point what is the reason
for being late. Are they entering after a long rest? Do they have an upbeat? Is their
part written in an unfriendly register? Are they not listening? Not, “Band let’s do it
again and do it better?” What needs to be better and what behavioral changes are
needed to make it better? How about, “Clarinets, you have long note values in
measure 7. That means you are not likely to be important. Write this in blood.
Whenever your part is inactive, long notes for example, regardless of the dynamic in
your music, you must listen for other more important musical information. To do that
you have to get out of the way. Long notes mean play softer!” Conceptual teaching
always focuses on the big picture. It always seeks broad application and the ultimate
goal is to turn over the decision making process to the student(s). The conceptual
approach is about building independence, about providing the student a lexicon of
fixes for as many musical situations as possible.

There are only 2 basic forms of specific commentary. We need both The first is to
focus on the technical/physical process which creates the sound. “Blow faster air, try
this alternate fingering, open your throat, increase you vibrato speed, use a different
mallet, etc.” This commentary presumes that if the player follows the technical
instruction, the desired sound will result. Conversely, the other commentary
describes the desired sound result and leaves it to the player(s) to make the
appropriate technical/physical changes to produce that result. In this mode, the use of
image, metaphor, and simile are very important. “Make a darker sound, it needs to be
more delightful, sweeter, innocent, carefree, tragic, tender, rougher, etc.”
Stuctural/Harmonic Analysis and Historical Research

5) The eye — memorizing scores. If the performers are asked to look at us, we need to look
at them.

Methods: structural analysis, playing at the piano, rote, note by note, listening to
recordings (has risks)

Use in rehearsal, not just in concert. To be free, to really listen to the ensemble, to
send a message to the players about preparation and commitment. Remember, it is
actually much easier to conduct than to play



6) The ear —essence. It is all about listening. Breaking out of the cocoon.

Teach your ensemble to sing, speak, clap, CONDUCT
Mouthpieces only (especially for brass)

Try random seating (experiment)

Look for ways to vary the auditory experience

7) The body — get off the podium. Animate the rehearsal environment. Band is a class. Do
whatever it takes to obviate the debilitating sameness of each day being like the last.

8) Videotape/DVD your rehearsals. Find areas for growth. Avoidance of repetitive
comments and “old saws”. How do you look? How would you respond to that image on
the screen if you were a member of the ensemble?Pain = Gain. It will be excruciating at
first. Ultimately, it will make a huge difference.

9) Aittitude is everything. Glass half full!

Aiming at the A+ in each student

The difference between being commanding and demanding

Avoiding the me vs they syndrome.

Looking for the ascent of spirit and the light in the eyes, as opposed to the “fish eye”
or “dead eye”

Reminding them by your very manner of the magic that drew them to music in the
first place

10) Helping them find meaning beyond the music.

Always looking for new possibilities

Being a contribution vs the success/failure paradigm
Fred Rogers was right

Releasing them to be

Seeking Samadhi, autotelesis



Beyond Measure 7: Lessons that Linger
Conceptual Teaching and Rehearsing
Larry J. Livingston

1. Tuning

The tuning of equal temperament intervals must be adjusted. Essentially, these
adjustments or accommodations are related to the ear’s preference for intonation derived
from the natural or just intonation system. Therefore, there are many versions of every
pitch. To be “in tune” depends on context (see “Chords of Just Intonation™).
Some typical adjustments:

Octave and 5ths are tuned as though beatless.

In major chords, the 3@ must be kept low.

In minor chords, the 3@ must be kept high.

All instruments are out of tune. Only players can be in tune.

Tune from the bottom up. This is important because the lowest sounding voice provides
the listener the largest set of audible overtones as a reference for locating the higher
pitches in the sonority.

. Balance
Build the sound from the lowest pitch in the sonority.

Think of a pyramid.

High frequency pitches are perceived by the ear to be louder than low frequency pitches.
Therefore, dynamic adjustments or alterations to the printed markings may have to be
made by the players in order to properly balance all of the voices in a given texture. For
example, those players with the most soprano line may have to play softer than the
dynamic indicated in the parts in order not to stand out. Similarly, to be heard, the
players who have the lower voices may have to increase the written dynamic. Ina
descending melodic passage, it may be necessary to use an acoustical or compensatory
crescendo to preserve the audibility of the line.

. Interpretation/Rhythm

If you have a long note, get out of the way. The oft-repeated comment, “Never sit on a
long note” is neither trustworthy nor even commonly applicable as an interpretive guide.
In general, long note values should be played at a restrained dynamic level in order that
more important musical information be audible.



If your part is important, make it heard. There are a variety of musical circumstances
which may require the player to project his or her part into the foreground. These
include when the player has:

a) a melodic line or theme

b) a rhythmically active or moving line

¢) a chromatic line

d) new material

e) a dissonant moment

f) a solo passage

g) a syncopated moment

To show phrase direction, make clear the function of every note in the system. Every
note in a musical line has a function: on the way to a goal, as a goal itself, or exiting a
goal.

In slow-tempo music, use the active passages to provide expressive shaping. All rhythms
have an intellectual component (duration) and a feeling component. The intellectual
component is simply about counting. The feeling component is richer in implication and
has to do with shape, direction, and intent. In music which moves at a slow tempo, it is
usually the moving line(s) or active passages which provide the opportunity for revealing
musical direction. In this environment, trying to arbitrarily “gush” on long notes wrongly
directs the listener’s attention to background musical material and, in the bargain, can
mask or obscure important musical ideas which need to be heard.

In fast-tempo music, use the long notes as anchors. Here, active rhythms are organized
around longer note values, sometimes referred to as Agogic accents (stress based on the
notes of longest duration). Intelligible phrasing and interpretation now depend on a
dynamic profile whereby the “big” notes provide landing pads for the more florid rhythms
which surround them. Even in this situation, however, it is rarely necessary to do more
than “lean” on the long note, as opposed to artificially inflating it so as to seem more
musical. Finally, when a fast-note passage follows a long note, it is often helpful to
slightly shorten the long note, thereby creating a space before launching the passage.

Beware the metric accent trap. Arsis and Thesis (literally “lifting” and “lowering,” terms
derived from Greek poetry) is a concept of phrasing designed to counter what is
sometimes referred to as the “tyranny of the bar line,” or the tendency to organize musical
interpretation based on the patterns of stress suggested by the meter. In a piece written in
common time (4/4), the normal accents would fall on beats 1 and 3. In that context, beats
2 and 4 are seen as afterthoughts, or weak beats. Following that line of reasoning, there is
a danger of applying excessive weight to the strong beats, while the weak beats are
neglected. This overt adherence to metric stress can result in a kind of ponderous and
labored interpretation which lacks flow and continuity.



In the arsis/thesis concept, the normal focus of attention is reversed, so that weak beats are
seen not as endings, but as beginnings which then lead to subsequent strong beats. Thus,
beat 1 is felt as an ending, beat 2 leads to beat 3, and beat 4 is directed at the following
downbeat. On a more micro level, the same concept can help reshape thinking in a
rhythmic situation involving many notes per beat. In a passage comprised of 16" notes,

instead of thinking, “1 ee and uh, 2 ee and uh, 3 €€ and uh, 4 ee and uh”, etc., in which each
“ee and un” is treated as falling away from the beat, imagine feeling it as “1, ee and uh 2,

ee and uh 3, ee and uh 4, ee and uh 1,  etc., where each mini-phrase starts with “ee” and
lifts to the next beat.

Of course, arsis/thesis can be applied in any meter and in music of virtually any tempo.
Executed with care and control, it can liberate not only the bar line, but, as well, all
musical situations in which the grouping of rhythmic values can become enslaved by
metric overemphasis.

Newton’s laws of motion apply to music. There are many reasons for rhythmic
imprecision in an ensemble. Some of these are due to sheer technical issues while others
are more conceptual in nature. In fast tempo music, it is generally the case that the
players with the more active rhythms will tend to rush, and conversely, those who have
slower-moving rhythms will tend to lag. This is largely because Newton’s laws of
motion apply to music. If one is resting or playing relatively inactive stuff, inertia sets in.
(Bodies at rest want to remain so.) Meanwhile, the folks with the quicker rhythms too
easily pick up a head of steam, and in so doing want to move ahead. (Bodies which are
in motion can easily get out of control.)

Articulation

In staccato passages where all of the players have the same rhythms, those who have
repeated pitches will have to play extra short to match those who have changing pitches.
This is because the ear tends to connect repeated notes unless there is a well-defined gap
between them.

In staccato, there must be a space before, as well as after the note. In sostenuto, the
player must have an inaudible but unmistakable feeling of crescendo inside each note
and, also from each note to the next.

An accent is achieved not only by applying stress to a given note, but also by taking
weight off the notes around it.

Dynamics

Dynamics are about context. Whereas it is possible to have perfect pitch, it is not
possible to have perfect dynamics. Therefore, the conductor can greatly enhance the
audibility of changes in dynamic by careful management of the context. As an example,
it is not possible to create a crescendo unless there is room for dynamic growth. Thus,
one could say that “crescendo” means “play soft,” or at least, “play softer.” Similarly,
“diminuendo” could mean “play loud.” “Subito forte” could mean “stay soft,” etc.



6. Energy in Music
Music may be seen as a process of creating and releasing energy over time. Some ways
of describing this phenomenon are:

Inhalation Exhalation
Tension Relaxation
Compression Expansion

Moving forward Holding back
Gathering (energy)  Dispersing (energy)
Building (energy) Releasing (energy)
Pushing Pulling

There are many ways to gather and release these fields of energy. The following are
some of the devices or mechanisms for doing so:
Increasing or Building Energy Comes From:
Rising pitch content, melodies, or themes
Getting louder
Rhythmic acceleration
Increased rhythmic complexity
Syncopation
Dissonance
Contrary motion
Chromaticism
Expanding the overall range or ambitus of pitches in the texture (soprano line and
bass line reach extremes of register)
Enlarging the orchestration
Releasing or Letting Go of Energy Comes From:
Falling pitch content, melodies, or themes
Getting softer
Rhythmic deceleration
Rhythmic simplification
Consonance
Parallel motion
Diatonicism
Contracting the overall range (ambitus) of pitches in the texture (soprano line and
bass line converge on the middle register).
Decreasing the orchestration

The composer employs these devices to provide a sense of direction, purpose, and drama
in a piece of music. The conductor (interpreter), too, manipulates these devices in order
to make even clearer the composer’s intentions. These devices may work in tandem or
even in opposition. Climaxes are typically staged by getting louder, increasing
dissonance, expanding the orchestra, and, as well, rhythmic acceleration. Yet, ata
penultimate moment (in a piece, phrase, section, movement, etc.), it is often helpful to
pull back on or stretch the tempo and, in effect, slow down not only the pace but the
underlying rhythmic momentum in order to allow sufficient time for a final crescendo to
create a truly fulfilling climax. In this case, then, the conductor chooses to exploit the
epic power of dynamics to increase energy while holding in check the locomotive value
of rhythmic acceleration and complexity.



7. Tempo and Character
One of the greatest challenges for conductors has to do with choosing tempi. Beyond
any marked tempo indications, there seems to be some elusive but organic feeling about
how fast a piece should go. When a piece “feels” out of Kilter, the tendency is to assume
that the problem is tempo. The piece (movement, section, etc.) can feel too fast, even
frantic. Or, conversely, it can feel lumbering, even somewhat inert. While tempo is a
critical issue unto itself, when the tempo is right, one usually does not notice it. When
one’s attention is drawn to the tempo, there is a problem, but maybe not with the tempo.
The cause of noticing tempo has as much to do with character as it does with speed. For
example, much fast-paced music is linked to basic dance impulse. If the piece “dances,”
it can go at a variety of tempi. If it does not “dance,” the temptation is try to fix it by
adjusting the speed of the beat, commonly to go faster. Actually, the core solution may
require a revision of articulation, rhythmic interpretation, and/or overall style of
execution. On the other hand, slower-paced music, which derives its essence from vocal
traditions, may appear to drag. This may not be so much because the tempo is too
deliberate, but rather, because the music is being expressed in a prosaic manner: it does
not “sing.” Again, trying to rectify the problem through tempo alone can lead to an
endless set of misestimates about pacing, none of which is really satisfying. The answer
might better be found through phrasal shaping, dynamic refinements, and/or changes in
timbre more likely to produce a lyrical character.

8. Shape and Line
Music which is built primarily on sustained thematic gestures requires careful handling in
order not to interrupt the feeling of flow. The propagation of line is critically dependent
on creating expansive musical arcs which do not contain inappropriate accents. Said
more simply, to create a long line, one must not “sit down” or make stress points along
the way. In wind playing, because of the natural tendency for breath and fingers to
punctuate the sound, creating a long line is especially difficult. To overcome this
problem, it is important to understand two core concepts:

a. To make a sustained line, each note must grow into the next. That is to say, there
must be a subtle crescendo from note 1 to note 2, from note 2 to note 3, from note
3 to note 4, etc. Otherwise, the phrase will sag in transit.

b. Second, but just as important, there must be a subtle quieting of dynamic at the
precise point of shift from one note to the next, in order to cushion the impact.
Otherwise, an unintended accent will occur at the attack point of the new note,
because of the immediately preceding crescendo.



Beyond Measure 7: Lessons that Linger
Philosophical Premise
Larry J. Livingston

For whom are we doing this?

We are doing it for our students.

What do we want for them?

We want to make each of our students independent of us and independent of the
ensemble, in order to make possible for them a lifelong love affair/involvement with
music.

We want to enlighten and enable each of them to seek musical nourishment as a doer,
maker, and listener, and to become a carrier of the magic into the world.

We want to make a contribution to their lives which will leave them better adults, better
able to cope, and inspired to pass on to their children the irreducible miracle of music.
Ultimately, we want to help them forge their own legacies of goodness across the land.

How can we do this?

We need to create experiences which are so compelling that the students will be able to
harvest them forever.

What objectives best serve that goal?

Through conceptual teaching, to illuminate/show/demonstrate how music works, how
musicians acquire skill, interpret notation, interact in a musical environment, and develop
sophisticated auditory cognition.

To link music to the larger mysteries of the universe.

To lay the groundwork for ongoing participation in doing or making music.

To grow enlightened and motivated listeners/consumers of music.

To demonstrate by our behavior the possible congruence of doing well and doing good

How do we realize these objectives? We must develop pedagogies which:

Focus on concepts rather than on specific circumstances

Free students from the need for a teacher

Engage the mind on a musically holistic level

Find truths, ideas, and/or premises in music which are also relevant to other disciplines or
pursuits (e.g., the Fibonacci series, golden mean, phi, Newton’s laws of motion)
Establish music-making configurations which are individually- or small group-based
Make composition a core part of the program

Make improvisation a core part of the program

Encourage multiple instrument study

Take an eclectic approach to repertoire

Ask everyone in the ensemble to be a “conductor” as an integral part of rehearsals
Include analytical and historical information as core in the daily lesson plan

Merge performance-based rehearsing/teaching with analysis

Teach students to read a musical score

Embrace the reality that teaching music is a subset of the larger phenomenon, teaching
life

Make a priority out of helping each student become the best version of his or her unique
self

Remember, it is about them.



