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ABSTRACT

This study is an exam nation of the music for wi nd ensenbl e
by Joseph Scwhantner. It is divided into two parts: a
transcription of the conposer’s New Morning for the Wrld
(originally for Narrator and Orchestra), and a study of the
conposer’s four original works for winds: ...and the nountains
ri sing nowhere, Froma Dark MIlennium In evening s
stillness..., and Recoil, with enphasis on guiding the conductor
t hrough the many chal | enges presented by Schwantner’s nusic.



CHAPTER ONE

Bl OGRAPHI CAL | NFORVATI ON

Early Life and Education

Joseph Schwant ner was born in Chicago, Illinois, on 22

March 1943, to Jeanne and Joseph Schwantner. Hi's first nusical

i nstrunment was the guitar, which he began studying with Robert

Stein at the age of eight. It was Stein who, after noticing

Schwantner’s tendencies to enbellish the nusic he studi ed,

suggested that conposition mght be a nore suitable outlet for

his creative energies. The conposer observes, “What | thought

was advanci ng ny technique on the guitar was actually conposing.

Eventual ly | became nore interested in creating than recreating”

(Hi gbee, 2003). Schwantner credits Stein as the nost inportant

i nfluence of his young nusical |ife (Renshaw, 1991). O his

initial experiences on the guitar, Schwantner wites:

| didn’t realize until many years later just how inportant
the guitar was in nmy thinking...to get to the bottomli ne,
when | think about my nusic, its absolutely clear to ne the
prof ound influence of the guitar in ny nusic. Wen you | ook
at ny pieces, first of all is the preoccupation wth color.
The guitar is a wonderfully resonant and col orful

i nstrunment. Secondly, the guitar is a very highly
articulate instrunment. You don’t bowit, you pluck it and
so the notes are very incisive. My nusical ideas, the world
| seemto inhabit, is highly articulate. Lots of percussion
where everything is sharply etched, and then finally, those
sharply articulated ideas often hang in the air, which is
exactly what happens when you play an E nmgjor chord on the
guitar. There are these sharp articulations, and then this
ki nd of sustained resonance that you can easily do in

percussion - a favorite trick of mine! | think it is right
in my bone marrow. | don’t think there is any question
about that. | think my nusic would |l ook differently if |

were a clarinet player. So it doesn’'t nmean | sit around
t hi nki ng about the guitar when | amwiting a piece. Not at
all! There is sonething fundanmental about how I think about



music, that | think cones fromny experiences as a young
kid trying to play everything I could on the instrunent
(Popej oy, 2000).

Adel i ne Anderson, Schwantner’s grade school nusic teacher
contributed to his early nusical experiences as well, inviting
himto play tuba in the band at Warren Pal m School in Hazel
Crest, Illinois. Schwantner continued playing the tuba when he
attended Thornton Township H gh School in Harvey, Illinois,
where he al so studied nusic theory, sight-singing, history, sang
in the chorus, and played the guitar in the school jazz band. He
was encouraged by his high school band director, Lyle Hopkins,
to conpose, initially doing so for various ensenbles at the
school. He writes:

It was a suburban high school, and we had a very |arge
musi ¢ programw th orchestra, band, and jazz ensenble. |
even had ny own jazz group. It was the closest thing to

being a nmusic major in high school at that tine. | also had
theory courses, and studied conposition with the band
director. | used to wite all the nusic for the student

shows (Popej oy, 2000).

H's first serious attenpt at conposition, the jazz-
i nfluenced O fbeat, won the 1959 National Band Canp Award
(Ni epotter, 2004). O fbeat was a byproduct of Schwantner’s
interest in experinental (sonetinmes known as “free”) jazz. It
was a twelve-tone work for jazz ensenble, witten in 5/4. The
Nat i onal Band Canp Award gave Schwantner the opportunity to
attend the Stan Kenton Jazz Canp, where he studied arrangi ng and
conposition with Russ Garcia, noted jazz arranger and film
conposer (Popej oy, 2000).

Fol | ow ng graduation from high school in 1961, Schwant ner
enrolled at the American Conservatory in Chicago, where his
primary teacher was Bernard Diester. It was here that Schwantner

wote his first piece for orchestra, the Sinfonia Brevis. Here



he al so di scovered the conpositions of Luciano Berio and George
Rochberg, whom he cites as two of the nost influential conposers
in his nusical life. He was especially inpressed with the nanner
in which both Berio and Rochberg suddenly veered away from
serialismand simlar techniques, in order to begin exploring a
nore tonal |anguage late in their careers (H gbee, 2003). This
was a stylistic choice that Schwantner hinself was to make in
the late 1970s and early 1980s, cul mnating with New Mdrning for
the Wwrld (Chute, 1991).

After graduating fromthe American Conservatory, Schwantner
enrolled at Northwestern University to pursue graduate study
with Alan Stout and Ant hony Donato. While a student here
Schwant ner earned three BM Student Conposition Awards. The
first award cane in 1965 for a Concertino for alto saxophone and
t hree chanber ensenbles. The second award canme in 1966 for
D aphonia Intervallum scored for alto saxophone, flute, piano,
and a full string section. The final BM Award canme in 1968 for
the work Chronicon, witten for bassoon and piano and prem ered
at the Tangl ewood Festival. Although each one these works was
highly atonal and witten with strict serial nethods, his future
conpositions would begin to evolve away fromfirmtwel ve-tone
framewor ks toward a nore flexible technique. In 1966 Schwant ner
received the Master of Misic degree, and in 1968 he received the

Doctor of Musical Arts, both from Northwestern University.

Pr of essi onal Life

Fol |l owi ng his graduati on from Northwestern, Schwantner
accepted the position of Assistant Professor of Conposition at
Paci fic Lutheran University in Tacona, Washi ngton. The foll ow ng

year (1969) he accepted a simlar position at Ball State



University in Mincie, Indiana, before settling at the Eastnman
School of Misic on the canpus of the University of Rochester in
New York the follow ng year.

From 1970 until 1973, he collaborated with Ri chard Pittnman
and a new nusi c performance ensenbl e from Boston, Mssachusetts,
t he Boston Miusic Viva. Many of his works for this group reveal
t he devel opnment of an energing style, utilizing techniques that
grew nore and nore progressive, including having the perforners
pl ay secondary instrunents, having themsing or whistle, and
usi ng nonstandard instrunments for effect, such as “water gongs”
and gl ass crystals (Briggs, 1984).

In 1977 he was a Resident Fellow at one of the oldest arts
colonies in the United States, the MacDowel|l Colony in
Pet er bor ough, New Hanpshire (founded in 1907). Because the
average stay at the Colony is only four to five weeks, it
al l oned Schwantner to attend without having to mss tine at the
East man School. It was at the Col ony that Schwant ner conposed
WIld Angels of the Open Hills, a song cycle for soprano, flute,
and harp, with texts by science fiction author Ursula K LeQuin.
(Folio, 1985; Schwantner, 2007).

In 1979 Schwant ner was named the chairperson of the
Conposition departnent at the Eastman School of Misic. During
sabbaticals, Schwantner al so taught for one year at the
Juilliard School (1986), was the Karel Husa Visiting Professor
at Ithaca Col |l ege (1987-1989), and taught at the University of
Texas in Austin (1993). He retired fromthe Eastman faculty in
1999, and joined the faculty of Yale University in New Haven,
Connecticut. In 2004 Schwant ner was conposer-in-residence at the
University of North Texas during their recording sessions of his
exi sting music for wind ensenble, for the Klavier |abel. Notable
former students include Daniel Kellog (Conposition Faculty,

Uni versity of Col orado), Kevin Puts (Conposer), Christopher



Theof ani dis (Conposition Faculty, Peabody Conservatory), Daron
Hagen (Conposer), Eric Ewazen (Conposition Faculty, Juilliard
School ), and M chael Torke (Conposer). As of this witing,

Prof essor Schwantner still teaches at Yale University.

Awar ds, Comm ssions, and Recognition

Schwant ner received his first major professional
recognition in 1979 with the Bearns Prize, awarded by Depart nent
of Music at Colunmbia University. The Bearns Prize goes annually
to an Anerican conposer who is between 18 and 25 years of age.

It was founded by Lillia Bearns as a nenorial to her father,
Joseph Bearns, an ardent and enthusiastic supporter of new nusic
(Col unbi a University, 2007).

In 1970, the sane year that Schwantner joined the faculty
of Eastman, he received the first Charles Ives Schol arship, a
$7500 prize presented by the Anerican Acadeny of Arts and
Letters. The National Endowrent for the Arts has presented him
with grants on four occasions: 1974, 1977, 1979, and 1988, and
in 1978 he was the recipient of a Guggenhei m Foundati on
Fel l owship (Ball, 1992).

In 1978 Schwantner al so received his first conm ssion, from
the American Conposers Orchestra. The resultant conposition,
Aftertones of Infinity, was premered by Lukas Foss and the
Ameri can Conposers Orchestra at Alice Tully Hall in New York, on
29 January 1979. Aftertones earned Schwantner the 1979 Pulitzer
Prize in Music and hel ped cenent his reputation as one of the
bri ghtest young Anerican conposers of the tine.

As with many of his works, Aftertones was inspired by his
own poetry. Schwantner states, “l enjoyed reading and witing
poetry as a boy, and find that poetic ideas often produce



nmusical ones. | like the rhythm texture, flow, and tension
created by the inmagery poetry evokes and often find nusical
paral |l el s” (Renshaw, 1991). The particul ar poem used woul d al so
foreshadow the title of a conposition he would conplete the
foll ow ng year (enphasis added):

Dreans froma dark m || enni um—

enpyreal visions, vague nyriad tendrils floating
on an eternal voyage,
journeying prinordial pathways
t hrough cosm ¢ caul drons,
to afterworl ds beyond the edge of
forever.

Cel estial voices echo the |ost dreans

of the children of the universe—

the aftertones of infinity.

The Pulitzer Prize hel ped popul arize Schwantner’s nusic,
whi ch was not particularly well known at the tinme. It is of
interest that the Pulitzer, and the resulting success that
acconpanied it, came about after Schwantner’s witing style
underwent certain stylistic changes, nost notably the bl ending
of serial techniques with nore tonal elenments (Briggs, 1984).
Schwant ner st at es:

The transformation of ny work, froma concentration on
the use of serial procedures to a nmusic that engages a
broader range of techniques and which attenpts to
incorporate a nore diverse stylistic | andscape, was a
gradual and a continually revelatory one for ne
t hroughout the seventies (Briggs, 1984).
In 1981 he received First Prize fromthe Kennedy Center
Fri edhei m Conpetition for his chanber work Misic of Anber (the
second novenent of which would later be transfornmed into the
wi nd ensenble work Froma Dark MIlennium. At the invitation of
Leonard Sl atkin, Schwantner served as the Conposer-in-Residence
for the Saint Louis Synphony Orchestra in 1982, a position nmade

possi bl e by the Exxon Corporation’s “Met the Conposer” program



and one he held until 1985. Slatkin and the Saint Louis Synphony
Orchestra would | ater record two of Schwantner’s works,
Magabunda: Four Poens of Agueda Pizzaro (1985), and A Sudden

Rai nbow (1987), both of which were nomi nated for “Best New

Cl assi cal Conposition” G amy awards (Renshaw, 1998).

Schwant ner has referred to the experience as “one of the
nost productive periods in ny life” (Renshaw, 1991), and praises
Leonard Sl atkin's | eadership, as well as his willingness to
conmm ssion and pronote new nusic. John Duffy, founder and
Presi dent of “Meet the Conposer,” wote about Schwantner’s
partici pation:

After the first two years of the program | got a letter

fromJoan Bricetti, the manager of the Saint Louis

Synmphony. She was concerned about | o0sing [Joseph]

Schwant ner as Conposer-in- Resi dence. She asked “Is there

life after Schwantner?” That was [a] nice verba

mani festation that sone orchestras felt they couldn’t do

Wi t hout a resident conposer, that it was as essential as

having a nusic director or a concertmaster (Canpbell,

1988).

In addition to nunerous awards, Schwantner has received CAP
(Conposer Assistance Progran) Grants in 1975 and 1977, a Martha
Bai rd Rockefeller Foundation Gant in 1978, the Fairchild Award
in 1985, the Alfred |I. Dupont award for outstandi ng conposers in
1995, and nunerous honorary doctorates. He was featured in the
tel evi si on docunentary Soundi ngs, produced by WEBH i n Boston for
nati onal broadcast, and in 2007 the Anmerican Synphony O chestra
League and “Meet the Conposer” announced that Schwant ner was
selected as the second Ford “Made in America” conposer. The
foundati on gives orchestras with small budgets representing al
50 United States an opportunity to conm ssion Anerican conposers
of international reputation. The new work, as of yet untitled,
Wll receive its premere with the Reno Chanber Orchestra in

Sept enber of 2008. The work will subsequently be perforned by



orchestras in each of the fifty United States (emil
correspondence, 12 March 2007).

O her notabl e conm ssions include the National Synphony
Orchestra, the New York Phil harnonic, the Boston Synphony
Orchestra, the Saint Louis Synphony Orchestra, the San D ego
Synmphony, the Los Angel es Chanber Orchestra, the St. Paul
Chanber Orchestra, and the Canton Synphony. Al so, the Eastnan
W nd Ensenble, the University of Connecticut Wnd Ensenble, the
M d- Aneri can Band Directors Associ ation, the Eastnman
Phi | harnmoni a (through a grant by AT&T), the Anmerican Heritage
Foundati on, the Barl ow Endowrent for Muisic Conposition, Meet the
Conposer, Naunburg Foundation, Solisti New York, and Boston
Musi ca Vi va.

Joseph Schwantner was el ected into the American Acadeny of
Arts and Letters in 2002 (N epotter, 2004), and his nmusic is
publ i shed by the Schott Helicon Misic Corporation of Valley
Forge, Pennsylvania. He has two children, Christopher and
Jennifer, and currently resides in Spofford, New Hanpshire with
his w fe Janet (Schwantner, 2004).



CHAPTER TWO

COVMON ELEMENTS
Not ati onal El enents

There are several distinct elements that can be found
t hroughout Schwantner’s works, especially in his conpositions
for winds. Most inmediately perplexing to nost conductors
unfam liar with Schwantner’s conpositions is his use of “open”
or “French” scoring, (sonetines also referred to as “cut-out
scoring”). This is a type of score layout in which staves of
instrunents that rest do not appear at all in the score until
they are called for again. This neans that staves can al so
appear md-page for a few short neasures and vani sh again. This
type of scoring tends to create | arge open gaps throughout the
pages of the score (see Figure 1) that can be a distraction to

those not famliar with this technique.
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Figure 1: Open Score Layout.



O this practice, Schwantner has said:

George Crunb al ways drew his scores by hand. Hi's publisher

C.F. Peters, eventually asked himif they could take charge

of the copying. “Absolutely not,” he said. He felt that how

the nusic | ooked was a key part of the art. He once said to
me “Music that | ooks beautiful often sounds beautiful.” |

| i ke the | ook of the open score. Eventually, though, it

began to take longer to copy a piece than to conpose it! |

woul d still use open scoring today if | could, but in this
day, with conputers and copyists, it’s a matter of

practicality (H gbee, 2003).

This type of scoring is not used for the sake of difficulty
or non-conformty, but rather for the sake of efficiency,
according to Schwantner (email correspondence, 18 March 2005).

Al t hough he di scontinued the use of open scoring around 1990, it
is present in both ...and the nountains rising nowhere and From
a Dark MIlennium as well as in the wi nd version of New Mrning
for the World. Sone conductors have stated that once one gets
past the initial novelty of an open score, it is actually easier
to follow the flow of the work, especially in the areas of
texture and dynam c wei ght.

Anot her conmon el enent in many of Schwantner’s conpositions
is the use of nonstandard nmensural notation, whether expressed
t hrough spatial notation, tine-franmed notation, or M cro-

. . . . . 2 3 7 5 4
notation, in which tine signatures of g, g, g, 15, and ), appear
frequently, wth subdivisions at the 32" and/or 64'" note
enpl oyed often. Nonstandard nensural notation is used in four of
the five conpositions studied within this dissertation (only
Recoil, the nost recent of Schwantner’s works for w nds, uses
traditional neter notation).

Nonst andard not ati onal devices are another trademark of a
Schwant ner conposition, such as the follow ng, found in the
preface to ...and the nmountains rising nowhere (Schwantner,

1977)
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X

= Cancels neter. This is found in ...and the nountains
ri sing nowhere, and denotes an area of the conposition
where the nmusic is franed in seconds (indeterm nacy).
Each rhythmis therefore interpreted by its position
and pl acenment of the notes.

= Assigns the duration of pitches in any indetermnate
section (as above). The duration is determ ned by the
beam s | engt h.

= The dot before the note subtracts half the
value that is added by the dot follow ng the note.

= 4 second fermata. Alternately, this synbol (when
used wi thout a nunber value) is also used to denote a
“long fermata” during which the narrator speaks in New
Morning for the Wrld.

= As fast as possible. This is used both in sections
with indeterm nate nmeter and those with a set neter
and is designated by the slash running across the top
corner of a beam

Desi gnat es an accel er ando.

Desi gnates a ral | ent ando.

Figure 2: Prefatory Key, ...and the mountains...

In addition to the above, Schwantner frequently wites

nonst andard directions in the score and parts, such as “catch

resonance” and “slightly depress all keys between indicated

pi t ches,

then apply sostenuto pedal” in the piano part for
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...and the nountains rising nowhere, directions to coordinate
bow articul ations for percussionists in Froma Dark M Il ennium
and indications to begin grace notes on the beat in New Mrning
for the World.

Orchestrati on

Schwantner is able to achieve startling sonorities in part
due to the creative orchestration he enploys. H's use of unusual
i nstrunmental conbinations, coupled with his creative percussive
witing, tends to give the inpression of rich orchestral color.
Sanuel Adl er once said of Schwantner: “H's nmain concern is the
beauty of sound and progression that will nake sense to the
|istener” (Stearns, 1979). Hi s choice for orchestral w nds
(instead of the nore traditional wi nd band instrunentation,
whi ch incl udes saxophones and euphoni uns) was born out of his
hope that synphony orchestras woul d programthese worKks:

Synmphony Orchestras will play Messiaen’s Et Expecto
Ressurecti onem which doesn’t have strings, but the worlds
bet ween the wi nd band and the orchestra are really
dissimlar. The piece is certainly available, but there
hasn’t been a lot of interest from professional orchestras
(Mont gonery, 2005).

The piano plays an inportant role in all of Schwantner’s
nmusic for w nds, and has been descri bed by Schwantner as a
“spine” running through the “poetic trilogy” (...and the
nmount ai ns rising nowhere, Froma Dark M Il ennium and In
evening’'s stillness). The piano is al so used extensively in New
Morning for the Wrld (both the original version for orchestra
and the wi nd ensenble transcription) and Recoil. The piano part
is typically challenging, wwth a great degree of rhythmc
security needed fromthe perforner, as well as considerable
finger technique. Schwantner calls for the piano to be anplified

12



so that it can be heard even when the percussive textures are
thick and | oud (email correspondence, 12 March 2007).

Anot her feature of Schwantner’s conpositions is the use of
non- st andard, extended duties for the perforners, such as the
i nclusi on of singing, whistling, humm ng, and the use of gl ass
crystals in the wind parts. This is a reflection of Schwantner’s
early association with new nusic ensenbl es (see Chapter One).
Schwant ner coments:

...and the nountains rising nowhere was conpleted at a tine

when | was writing chanber nusic for such groups as the

Cont enporary Chanber Ensenble, the Boston Misica Viva, the

Twentieth Century Consort, and the New York New Misic

Ensenble. | wanted to explore ways small ensenbl es produce

sound by giving individual nusicians nore to do. For

exanple, a clarinetist mght play other instrunents such as
crotales, triangles, or crystal goblets. This idea of
augnenting perforners’ roles led to a simlar strategy with
concert band in which nusicians sing and whistle. The
anplified piano and | arge percussion section are treated
equally with winds and brass and state many of the work’s

primary el enments (Renshaw, 1991).

By adding an extra |level of responsibility to the w nd
pl ayers, Schwantner is able to achieve unique sounds, as in his
“celestial choir” sections in ...and the nountains and From a
Dark MIlennium or his use of the narrator in New Mrning for
the Wrld. The percussion is put on “equal footing with the
woodwi nds and brass” (Renshaw, 1998) through Schwant ner’s
virtuosi c percussion witing, as well as the many different
percussion instrunents and part conbi nations.

Schwantner often initiates nelodies and nel odic fragnents
with the mall et percussion because of the sharp and cl ear
attacks that these are capable of. This responsibility makes it
i nportant that attacks be precise: two wind instrunents
attacking an entrance incorrectly m ght not stand out as woul d

mel odi ¢ percussion with hard mallets (Renshaw, 2000).
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The stage setup for the percussion section can have an
i nportant effect on the bal ances, both within the ensenble and
bet ween the ensenble and the anplified piano. Setup is also an
i nportant factor due to the sharing of certain instrunents anong
the players. Al though Schwantner has only specified a
reconmended setup once (In evening' s stillness...), interviews
of the conposer by Jeffrey Renshaw (noted Schwantner schol ar)
have yi el ded several suggestions for the best bal ance and
sonority of the ensenble. These are exam ned in further detai
in Chapters 3-5.

Conposi tional Techni ques

Schwantner often utilizes what he calls “static pillars” of
har nmoni es, in which bl ocks of sound may be held unchanging for a
|l ength of tinme, a reflection perhaps of Schwantner’s experiences
with the guitar and its sustaining capabilities. Over these
pillars of sound Schwantner often wites other instrunental
parts engaged in what he calls “shared nonody.” This is a
techni que that is described by Schwantner as “a nel odic idea
shared by partial doublings anong several instrunental voices”
(Hi gbee, 2003). The conbi nation of the two concepts entails
several players entering and then sustaining on a different
pitch of the nmelodic idea (in jazz, this is often referred to as
a “pyram d”’). These notes becone one single |ine shared by
several players, as opposed to a single player on a solo line as
shown in Figure 3.

Schwantner also utilizes these techniques as a nethod of
“clarifying” the sound of inner voices in chords spanning three
or nore octaves. By articulating each note of the chord
successively, the ear is forced to perceive each note and its
sust ai ned resonance. This hel ps give definition to the harnonic
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identity, but nakes the players role nore difficult, for the
perception nmust shift fromthe individual part’s inportance to
the view that the part is but a conponent of a larger nelodic
tapestry. Renshaw (2000) summarizes the issue, stating, “For an
entrance that is only the third part of a triplet, the perforner
nmust understand that he or she is participating in a ‘solo’ -1like
nmel odic line that nay even be one conponent of four lines.”

Fi gure 3: Shared Monody.

None of the works examned in the current study display a
dependence on key signature nodality or tonic-dom nant function,
yet the conposer’s nusic cannot be called dissonant or atonal.
For Schwant ner, tonal centers are highlighted by pitch enphasis,
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not keys or cadential progressions. Oten, the main thematic

el ements of his works can be found in the first few bars of the
work, as is the case with the sustained pitches of the glass
crystals in ...and the nountains, the opening 16 pitches in the
pi ano part of Froma Dark M Il ennium and the opening piano and
horn chords fromln evening s stillness.

Certain rhythmc elenents also feature promnently in his
conpositions, such as the nultiple articulations of nelodic
lines found in Froma Dark M Il ennium New Mrning for the
Wrld, and In evening's stillness. These nultiple articulations
are sel dom qui ck enough to necessitate the use of nultiple
tonguing (with the exception of flute solos in MII|ennium and
New Morning), and if the proper tenpo is taken can be executed
easily and effectively (see figures 4 and 5). This figure is
often used in conjunction with a formof shared nonody in which
one instrunental line carries the entire idea, while two to
three other instrunments carry fragnents and repose (sonetines
only briefly) on pitches that we have already heard in order to
gi ve them enphasi s.

In the first neasure of Figure 4, the piccolo 1 and flute 1
parts carry the entire line while the piccolo 2 and flute 2
parts carry off-set fragnments of the line (if we were to isolate
just these two parts, we would hear the main nelodic fragnent
with a hint of sustain). This effect imtates what woul d happen
if the line were played on a piano with the sustain pedal down.
Schwantner will sonetines then switch the parts around for the
second neasure, the third, and so forth, to achi eve anot her
change of color. Figure 4 shows this practice; Figure 5 shows an
unchangi ng pattern. In effect, these two figures are a form of
shared nonody wi thout the acconpanying static pillars it is

often paired wth.
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Picec. 1

Picc. 2

FI. 1

Fl.2

Rhythmically

(2+2+2+2+3)
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Fi gure 4: Doubl ed Notes Rhythnic Device (1).
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Cresc. poco
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Crese. poce

poco

Fi gure 5: Doubl ed Notes Rhythnic Device (2).

Tinbre and col or are inportant considerations in all

Schwant ner’ s conpositions,

Many of his creative solutions to issues of bal ance and

orchestra
Briggs (1984) states that

color are evident as trademarks in his nusic.
“orchestration is a controlling
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el enent in Schwantner’s conpositional technique. Mdst sections of
his nmusic seemto have been designed to exploit his coloristic

imagination.” Hs |ater works exhibit the influence of
m nimalism nost noticeable in In evening's stillness... and
Recoi | .

The appeal of his nusic, both in the realmof the w nd
ensenbl e and in that of the synphony orchestra, m ght have best
been sunmmed up by Briggs, who listed the follow ng as reasons:
“The richness of instrunental color that is inherent in his
scoring. Abundant in unusual instrunents and nodes of
performance, including whistling, singing, etc. These speci al
effects are not overenphasi zed, but rather nade to seem natural
and just a part of the texture.” Schwantner wites:

| like to think of conposing like an artisan, building a

fine piece of cabinetry. Sonebody calls you up and wants a

pi ece, and you get down to work... It would be difficult

for me to point to a single source of influence, since I,

| i ke so many nusici ans today, share an enornous collective

nmusi cal experience. My own work springs froma deep desire

to engage the perfornmer with all of his (her) skills,
abilities, and sensitivities...the nusical |anguage |I use
is not new, but putting divergent nusic together in the
sane piece could never have been done forty years ago. Now,

Wi th mass conmunication, it’s part and parcel of the world

we live in (Ball, 1992).

Har nmoni cal Iy, Schwantner has utilized different techni ques
over the course of his career. H's early conpositions are narked
by strict adherence to twel ve-tone ideals. Diaphonia
Intervallum his first published conposition, was replete with
extended twentieth century techni ques and dense twel ve-note
chords. Wth ...and the nountains rising nowhere, Schwantner
began m xing tonal techniques within the |arger context of
atonality. By the time New Morning for the Wrld was conposed,
Schwant ner had begun using mninmalismand diatonic materials to

establish tonality. In this context, Schwantner’s nusic has
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earned several |abels over the years, including New Sinplicity,
New Romanticism or New Tonality. These | abels were not al ways
enpl oyed kindly. Schwantner’s effects were often seen by critics
and fell ow conposers as gi nm cks (Briggs, 1984).

Schwant ner’ s music, however, is not limted to any one
style. It is a blend of different twentieth century techni ques
along with pre-existing concepts to yield a unique harnonic
| anguage. Briggs (1984) states:

H's nmusic is somewhat eclectic in the sense that it adheres
to no technique blindly and uses whatever is necessary;
serialism pandiatonicism functional tonality, or any

ot her techni que or procedure, past or present, is enployed
to achieve its expressive goals.

Despite his use of these different techni ques, one conmon
har moni ¢ el enent can be found in nost of the conpositions
examned in this dissertation: the use of sepatatonic or
octatonic scales to provide pitch sets, many of which are then
transposed. This tendency provides perhaps the only recurring
harmoni c frame of reference, an elenent every bit a part of his
witing as is the use of shared nonody or pillars of harnony.
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CHAPTER THREE

... AND THE MOUNTAI NS RI SI NG NONHERE (1977)

Background and Not es

Comm ssi oned by Donal d Hunsberger and the Eastnman W nd
Ensenble with a grant fromthe National Endowrent for the Arts,
...and the nountains rising nowhere was Joseph Schwantner’s
first work for wind ensenble. The prem ere was given in College
Park, Maryland, at the 1977 Nati onal Conference of the College
Band Directors National Association (CBDNA) by the Eastnman W nd
Ensenbl e, Hunsberger conducting. It is dedicated to children's
author Carol Adler, and the title is inspired by a line in her
poem “Ari oso” (see Appendix A). The work is published by the
Schott-Helicon Miusic Corporation and is distributed by European-
American Music Distributors.

The conposer intended to create a conposition for w nds and
percussion that “did not sound |like the typical band piece”
(Renshaw, 1998). In Schwantner’s own words:

Wien | first started to wite for wind ensenble there
wasn’t nmuch to | ook at other than H ndemth and
Schoenberg. My whol e band experience in the public
school s had been nostly third-rate nusic and
transcriptions. | grew up with a certain envy of ny
col | eagues who were in orchestra: they got great nusic
to play and we got bad transcriptions and this third-

rate “educational” nmusic. You Il notice in ...and the
nount ai ns rising nowhere that I go a long way to avoid
typi cal band sounds. | had to overcome ny schoo

experi ence (H gbee, 2003).

Schwant ner al so desired for the percussion section to play
a nore promnent role than typically found in standard band
conpositions up to that tinme. In essence, Schwantner wanted to

el evate the percussion section to the sane | evel as the brass
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and woodwi nd sections in ternms of inportance. This accounts for
t he extraordi nary anount of percussion (50 instruments) used in
...and the nountains rising nowhere (Renshaw, 1991).

In order to expand further the tinbres that are typically
avail able to the wind ensenbl e, Schwantner called for unusual
perform ng techniques fromthe w nd players thensel ves, such as
whi stling, singing, and the sounding of glass crystals. The
percussioni sts are asked to bow various netall ophones and use
“wat er gongs” (in which a gong is struck and then lowered into
or raised out of a tub of water). The piano part in this work
calls for anplification (generally achieved by the use of
m crophones) as it does in all of Schwantner’s w nd conpositions
and several orchestral conpositions as well. It also serves as a
tinbral bridge between the percussion and wi nd choirs.

Al t hough the work is often perforned by coll ege and
prof essi onal bands (as well as advanced hi gh school groups), it
is not strictly a “band work,” but rather a work for expanded
orchestral wnds. It is in an experinental vein, calling for
unusual performance devices and unusual instrunentation, and is
wi dely consi dered one of the nost innovative and chal |l engi ng
works for the wind ensenble witten in the last thirty years.

The instrunentation is as foll ows:

* 6 Flutes (4 doubling Piccolo)

= 2 B-flat arinets

= 4 (boes (2 doubling English Horn, 4 doubling on gl ass
crystals)

» 4 Bassoons

= 4 B-flat Trunpets

= 4 Horns

= 3 Tenor Tronbones

= 1 Bass Tronbone

= 1 Tuba

= Contrabass

= Anplified Piano
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» 6 Percussionists (playing a total of 46 percussion
instrunments. For conplete list of percussion
i nstrunent ati on, please see Appendi x B)
The pl acenent of the percussion is an inportant variable to
successful performance of this composition. Renshaw (1991)

suggests the foll ow ng stage setup:

Percussion 1 Percussion 3

P_ercus_sion6
Percussion 5 Tt mpani
XXXXX Pi ano
-
¥ XXXXXXXX 58
S92 @ o
28 XX XX XXX X X 08
35 =e)
P «Q S
S.’g X X X X X X X X XX o
Podi um
Fi gure 6: Ensenble Setup, ...and the nountains...

This arrangenent all ows the percussion players to share
instrunents as needed (e.g., Percussion 4 playing the vibes of
Percussion 1 and the tamtam of Percussion 5, and Percussion 5
pl ayi ng the tubul ar bells of Percussion 4). Renshaw al so
suggests placing Percussion 4 and 2 on the outside of the setup
adds “visual inportance” to the water gongs (Renshaw, 1991). For
addi tional setup suggestions, refer to Chapter Four.

The preface of the score contains a nunber of explanations
regardi ng the uni que el enents of notation enployed in ...and the
nount ai ns rising nowhere (see Figure 2). It is recomrended t hat
t he conduct or make copies of this information to hand out to the

menbers of the ensenble, especially the percussionists, in order
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to acquaint themw th some of Schwant ner’s unusual notationa
practi ces.

The score itself is an oversized concert pitch score,
engraved fromthe conmposer’s manuscript, with all transpositions
at the octave or double octave notated at their witten pitch.
One aspect of the score that will be inmediately vexing to sone
conductors is Schwantner’s use of open scoring (Mason, 2004),
previ ously discussed in Chapter Two. Another challenge for the
conductor is Schwantner’s use of both conventional neter and a
spatial notation that uses tinme frames of specific duration
each of these interpreted by the conductor. A good exanpl e of
this formof nmetric notation exists on the very first page,
where the first neasure divides into five different sections,
each adding up to thirty-five seconds of nusic. Seanl ess
navigation in and out of both types of neter can be chall engi ng
to conductor and perforner alike (Mason, 2004).

Schwant ner uses m cro-notation in ...and the nountains
ri sing nowhere, as well as visual note representations for the
neters (instead of the bottom neter nunber typically seen in
nost neter designations). Wile this type of notation is easily
overcome with careful study and planning, it can be even nore
confusi ng when Schwant ner enpl oys asymetrical neters (such as
the alternating i-ki bars that begin the section at neasure
91), or the triple-feel i_bars at neasure 59.

The conposition is not strictly aleatoric. Although there
is the element of chance in sone passages, the episodes of
i ndeterm nacy occur in the mdst of strictly netered passages,
and managenent over much of the indeterm nacy of this work is
the responsibility of the conductor. The piano part also
contains a great deal of creative |icense, although it is not of
an inprovisatory nature. Modst of this |icense occurs as episodes

of precisely notated rhythnms that are contained within an
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overall framework of indeterm nate |ength (Mason, 2004). Because
of these episodes, perfornmance length is variable can range
between 11 and 12 m nutes (Corporon, 1996; Hunsberger, 1990;
Troyka, 2004).

El enents and Structure

The overall formof ...and the nountains rising nowhere is
best described as A-B-C. Sone schol ars have | abel ed the form as
A-B-Al, but there is little about the third section of this work
that resenbles what exists in the first section. Wthin this
broad A-B-C formis contained an introduction, nine distinct

sections, and a coda. The structure can be descri bed as:

A

| ntroduction: Masure 1
Section |: Measures 2-7
Section |1: Measures 8-26
Section |11: Measures 27-37

B

Section |V: Measures 38-51
Section V: Measures 52-84
Section VI: Measures 85-90
Section VII: Measures 91-119
C

Section VIII: Measure 120 and Vari ations
Section I X Measures 121-133
Coda: Measures 134-137

Wthin this overall structure are six notives and two
prom nent variations on these notives fromwhich derive nost of
t he harnonic, nelodic, and rhythm c | anguage found in the
conposition. Renshaw (1998) identified these notives as foll ows:
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Figure 7: Mtive 1, ...and the nmountains..

Motive 1 (Figure 7) serves as an anacrusis into six of the
sections of ...and the nountains rising nowhere. It is a seven-
stroke figure appearing in non-pitched percussion, nost notably
as the first sounds heard in the conposition. Al though Renshaw
identifies Motive 1 as occurring before sections 1, 2, 4, 7, 8,
and 9 (1998), there is only evidence of it used (in the manner
descri bed) as an anacrusis before section 1. If we renove the
requi renent for seven strokes, the argunent can be nmade for the
presence of this notive before sections 2 and 4 as well, but no
evi dence of a non-pitched percussion figure of this sort exists
before sections 7, 8, or 9.

Al t hough Schwant ner explains in the introduction that
sl ashed figures should be perforned “as fast as possible,” it is
inmportant to not let this type of figure becone distorted. It
should retain the feeling of an anacrusis, and (especially at
t he begi nning of the work) multiple players should al ways be in
rhythm This is not as inportant a factor in the anacrusis to
Section IV, in which different players are asked for essentially

different rhythnms, framed within a 1-second tinme w ndow.
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Figure 8: Mtive 2, ...and the nmountains..
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Motive 2 (Figure 8) is presented by the glass crystals
during the introduction, and it is used throughout the A
section. In this presentation, the B-natural is made the pitch

of enphasis because it is the |owest tone, and the first pitch
sounded by the crystals.

A _.Lj!t st
rr + Lo ®
L r 2
"
Figure 9: Mtive 2a, ...and the nountains..

Motive 2a (Figure 9) is the first of the notivic
vari ations, appearing frequently in the piano and nall et
per cussion parts throughout Sections Il and Ill. The pitches
derive fromthe pitch set of the glass crystals. Clear cues are
necessary fromthe conductor to ensure clarity for the pianist
and percussionists in this section, as they are energing froma
section of tinme-franmed notation.
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Figure 10: Mdtive 3, ...and the nountains..
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Motive 3 (Figure 10) appears in neasure 1 and is referred
to by Schwantner as the “bell chord.” This chord al so appears in
Sparrows, a work for soprano and chanber ensenble from 1979.
Folio (1985) theorizes that this m ght signal a programatic
connection or association with the word “bell” fromthe Carol

Adl er poem since this chord appears repeatedly on the word

“bell” within the lyrics of Sparrows.
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Figure 11: Mdtive 3a, ...and the nmountains..

Motive 3a (Figure 11) derives fromthe pitches of the *bel
chord” (Figure 10). It is the last notive introduced in the
wor k, and provides the pitch material for Section IV. It is
first presented unbroken in the piano, and taken up by the w nds
i n shared nonody.

5
£ Ab'j,ﬁ,hg % .
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Figure 12: Mdtive 4, ...and the nountains..
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Motive 4 (Figure 12) appears initially in the piano, and is
based on an octatonic scale in alternating mnor and ngjor
seconds. The notive is transformed throughout the work, using
different rhythnms and pitches. The pitches are sustained by use

of the dampen pedal, creating a cluster chord (Folio, 1985).

A e — e, i!t::
— - s —
~D—t» »
v
Figure 13: Motive 5, ...and the nountains..

Motive 5 (Figure 13) appears in three different forns,
first appearing untransposed in the form above at neasure 2,
|later with the pitch A-flat as its | owest note (neasure 56), and
finally in canon, with the original part in the piano right hand
and in canon at the interval of a tenth in the left hand

(nmeasure 135).
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Figure 14: Mdtive 6, ...and the nountains..

Motive 6 (Figure 14) introduces another pitch class. It is
presented in the nusic by the chord above, but the pitch C on
top is repeated several tines in rallentando. It is the only
pitch of the chord to do this.
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Rehear sal Consi derati ons

The Introduction (nmeasure 1) is preceded by Mdtive 1 (see
Figure 7). This opening percussive figure |eads into a section
of time-franmed notation, 35 seconds’ worth of tine, with smaller
di visions of 10 seconds, 4 seconds, 4 seconds, 5 seconds, and 12
seconds. The first 10-second section consists of the entrance of
Motive 2 in the oboes, doubling on glass crystals.

The tuning of the glasses is inportant. As previously
di scussed, they set up the pitch class (see Figure 8) that
Schwantner utilizes throughout the A and C segnents. It is
inportant to find a reliable nmethod of producing the correct
pitches (i.e., getting the correct anount of water into the
gl asses). One suggestion is to use a pernmanent marker to
delineate the “fill line” for each glass. However, many
“permanent” markers will snudge or even wipe off entirely from
gl ass, especially if the crystal gets wet.

Anot her suggestion is to use tape; however, tape may nuffle
the sound of the glass, and is not recomended unless there is
no other nethod available. In order to provide sone sort of
stability, nmount the glass crystals onto a stable platform such
as a small stool that can be then placed next to the oboists. To
guard agai nst accidentally tipping over the glass, it should be
affixed to the top of the stool.

The oboi sts’ hands/fingers should be free of oils that
coul d danpen the sound of the crystal or prevent it from
occurring altogether. Ask the perforners to carry with thema
small cotton cloth with which they can renove any excess oils
fromtheir skin prior to each entrance of the crystals. In sone
recorded versions (Corporon, 1996; Hunsberger, 1990; Troyka,

2004), this opening section is held |onger than 10 seconds in
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order to allow the glass crystals to be heard after the
i ntroductory percussion figure.

At the 14-second mark (Motive 3, Figure 10), the piano is
asked to “catch [the] resonance” (Schwantner, 1977) while
sustaining a trenmolo fromB to Csharp. As indicated in the
preface to the score, this technique is achieved by attacking
the notated chord with the sustain pedal off, then quickly
rel easing the keys and depressing the sustain pedal in enough
tinme to catch the rebound of sound that ensues. The water gong
al so nmakes its first appearance here, being struck lightly and
then dipped into a | arge container of water. At the sane tine,
the tamtamis bowed. At the 18-second mark, and then again at
the 23- and 28-second marks, the ensenble is presented with
interjections fromthe percussion (triangles and nallets) while
the piano unfolds the tone clusters that formthe harnonic
tenplate for the rest of this section (Mdtive 4, Figure 12).

Beginning with Section | (neasure 2), the node shifts from
tinme-franmed notation to traditional netric notation, although
Schwant ner chooses to use the actual note head instead of its
numeri cal counterpart ( 1 i nst ead of 3 ), previously expl ai ned
in Chapter Two. The brass are added here, swelling fromniente
to forte over the course of the next six bars, and ending a
gradual swell with a 32" note rel ease-attack. Because Schwant ner
chose to use mcro-notation as the basis in this section’s
neter, there is a period of nmental adjustnment that nust take
place. It mght be useful for the players to create a nenta
conversion table (i.e., to think about the rel ationship of g
to 1 Cwith JoJ, d=d, A2D ., etc))

Measures 6 and 7 build in intensity, with the piano
begi nning a series of 32" notes in accel erando, culmnating in
4” of silence fromall instrunentalists except the gl ass
crystals at neasure 8. Section Il, frommnmeasure 8 to neasure 27,
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is domi nated by the piano, vibraphone, xylophone, gl ockenspiel,
and crotal es and Mdtive 2a (see Figure 9). Adding to the
“Ethereal, distant” feel called for at neasure 8, the woodw nds
are now asked to becone part of what Schwantner calls his
“celestial choir.” This section of the nmusic is in free rhythm
each singer is instructed to “sing independently” (Schwantner,
1977).

Wi stlers are added at neasure 16, contributing to the
overall nood. Although not indicated in the score, it is safe to
assunme that the whistlers are also in free rhythmso as not to
establish a recurring pulse at any time. This is supported by
the simlarity of the notation of the whistlers to that of the
singers. Male wind players may have to sing falsetto in order to
achieve the indicated pitches; at no tinme should any voice take
a pitch down an octave to fit their vocal range. It should be
noted that the oboe players are asked to both sing and play the
glass crystals at the sane tine.

At Section IIl (measure 27) the septuplet piano figure
(Motive 2a, Figure 9) is joined by the woodwi nds in shared
nonody. Anot her exanple of this technique can be found at
measure 36 in the woodwinds, and it is a prom nent feature of
Section |V (particularly neasures 38-41).

Prior to neasure 38 there is a section of tine-franed
notation in which the tons, bass drum and tinpani play a series
of nine attacks, notated as an accel erando i ndicated by the
conductor. Each of these attacks is marked trenol o and
sf or zando- pi ano (sfz/p). An accel erando begins at neasure 39 and
serves as a bridge to a faster version of the shared nonody
concept at neasures 48-50.

The frantic pace of these neasures disappears into a six-
second gestation area (neasure 52) that serves to reduce the

tenpo and restore the feeling of calm This neasure is the
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begi nning of Section V. This is a devel opnental area, a fantasia
in which thenes and thene fragnents are explored and enbel |l i shed
upon. One of the fragnents that is developed is the triplet

notive (see Figure 15) that appears at neasure 54.
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Figure 15: Mdtive 5 derivation, ...and the nountains...

This triplet notive is derived fromMtive 5 and is first
performed by the piccolo, English horn, piano, and nall et
i nstrunments. Throughout this section Schwantner utilizes Mtive
6 (see Figure 14) to conclude this triplet notive. The segnent
effectively ends at nmeasure 79 with the entrance of the oboes.

. . . 4
It is inmportant to recognize that the dotted 32" note in 5 I's

4
4

32" notes in each pul se-beat conducted. Attention nust also be

akin to the 16'" note in time, and there wll be four dotted
paid to the trunpet figure at bar 83: Because of its unusual
notation and the hocket-like weaving of the line, it is
potentially m splayed, yet it is fundanental to setting up the
new t hene, ponposo con forza e naestoso (Figure 16) in Section
VI (neasure 85).

This new thene begins with the horns playing the mgjestic
line in atriple feel time while the tronbones provide chord
tones in thirds and the piano (and mallet instrunents) trenolo
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rapidly. The melody grows in intensity, and is joined by the

trunpets and tuba at neasure 88.
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Figure 16: ponposo con forza e nmestoso, ...and the nountains...

The next section (VIl1) features the percussion in a |ong
series of accented attacks, with the directions brutale con
forza given (see figure 17). The constantly shifting neters are
chal I engi ng, and tenpo nust be mai ntai ned steady through the
vari ous changes.

Measure 100 introduces another aleatoric device, with the
four piccolos and two flutes asked to play fromthe given pitch
set, but with no nensural direction given other than to play the
notes as fast as possible. Schwant ner expects that each player
will play the notive at varying speeds according to their

ability, creating a blurred effect.
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Figure 17: Percussion brutale section, ...and the nountains...

At nmeasure 108 we see a variation of the earlier notive
fromSection IV (Mdtive 3a, Figure 11), this time performed by
t he bassoons, tronbones, and tuba, and | ater joined by the horns
and trunpets as the figure grows in intensity and brutality to
mat ch the percussion. Just as the section reaches the hei ght of
its intensity, it quickly dissolves into three seconds of
silence, and then a new idea is introduced. This new i dea at
Section VIII1 (neasure 120) is actually divided into seven

di fferent subsections that can be broken down as foll ows:

* 120A: Upper woodw nds trenol o at piani ssissinm dynamc
| evel . Bassoons are asked to play a series of 32" notes as
fast as possible in a whispering (bisbigliato) manner,
fading to nothing. The tubular bells (chines) intone a soft
ri ngi ng passage remni scent of far-away church bells. This
section lasts roughly fifteen seconds.
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120B: Wiistlers and glass crystals join the flutes. Both
the whistlers and the flutes bend the pitch/glissando to a
new trenolo while the piano rings its quintuplet notive.
Bowed crotal es take over for the tubular bells with a
simlar notive. The water gongs are noved in and out of
wat er, and many netal | ophones are bowed. This section is
approxi mately thirteen seconds | ong.

120C. The whistlers and flutes glissando upward to arrive
at the same note they played at the beginning of 120B. This
section is nostly a repetition of 120B, and is roughly
twel ve seconds in | ength.

120D: The whistlers are given specific pitches while the
tremol o gli ssando passages continue. The piano begins to
play a series of notated cross-staff figures that speed up
and alternate between | egato and marcato, sounding |ike
raindrops falling onto glass. This section takes about
twenty-six seconds to conpl ete.

120E: The flutes begin an ad-lib, quasi-glissando section
that is notated as nothing nore than a series of
“scribbles” that outline the speed at which Schwant ner
desires each individual part to be taken. Wistlers are
asked to whistle in a staccato manner, each set of two
entering one second apart from each other. The xyl ophone
and marinmba play a series of 32" notes with the indication
to performthemas fast as possible. This section is

ei ght een seconds | ong.

120F: The flute quasi-glissando continues as does the
staccato whistling and the xyl ophone/ marinba figure. These
two are joined by a second xyl ophone and by the suspended
cynbal s, whose roll signifies the conclusion of the

section. This section is eight seconds |ong.
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e 120G The suspended roll from 120E cul m nates into a
fortissino release, with the piano, triangles, tenple
bl ocks, tamtam and contrabass fading away and setting up
the new i dea at neasure 121

The new i dea at neasure 121 has a slightly faster feel, due in
part to the flute and piano 32" note notive. The other flutes
share sone of the line, holding individual pitches and form ng
pillars of harnony while other parts nove in differing rhythns.
No two neasures are alike for the individual flute parts, adding
difficulty and the possibility of interesting textural and
timbral changes with each pitch that is held. Mllet instrunents
join at measure 126, and the tinpani serves to both cl ose out
this introduction and to introduce the new, nore violent and
biting section.

The Coda begins at neasure 130 as a continuation of the piano
notive, but is broken down anong the perforners of the ensenble
i n shared nonody. The glass crystals are asked to begin chimng
even before the |ast brass fragnent is finished, in order to set
up the sound in advance of the sudden rel ease of sound at
neasure 134, where everyone stops after playing a fortississin
swell, leaving only the glass crystals, the piano, and the
hor ns.

W return once nore to tinme-franed notation as the coda w nds
down and instrunents decrescendo to niente. The celestial choir
used once, entering after the pitches of the glass crystals are
est abl i shed, singing on B-natural and F-sharp. The singers
crescendo briefly before fading to niente. Thirteen seconds
before the piece ends, as all sounds are fading away, the piano
pl ays a nostal gi c, somewhat norose triplet figure. This | eads
into one | ast appearance of mallet percussion, while the

pi ccol os, flutes, and glass crystals |l ead us out into

36



not hi ngness. The | ast sounds one should hear are the singers and
gl ass crystals.

This fade to nothing is foreshadowed in the title of the work,
t hough one shoul d not perceive the conplete work as a reflection
of the poem Regarding ...and the nountains rising nowhere,
Schwant ner not es:

While the work is not specifically progranmatic, the poem
neverthel ess acted as the creative inpetus for the
conposition and provided for me an enigmatic, conplex, and
powerful imagery creating a wellspring of nusical ideas and
feelings in synpathetic resonance with the poem (Briggs,
1984).

37



CHAPTER FOUR

FROM A DARK M LLENNI UM (1980)

Background and Not es

After the success of ...and the nountains rising nowhere,
Schwant ner found interest anong band directors for a second w nd
ensenble work. This interest resulted in Froma Dark M Il ennium
conmm ssioned by a consortium of college band directors fromthe
M dwest in 1980 (the M d-Anmerica Band Directors Association), and
prem ered by the University of Northern Illinois Wnd Ensenble in
1981 (Renshaw, 1989).

Schwant ner was very interested in witing a second pi ece
for winds after his initial success working with the Eastman
W nd Ensenbl e:

| was al ways positive about the wind ensenble after ny

experience with the first piece. It was such a good

experience wth the response and recognition of the first
piece that | was interested in giving it another go

(Popej oy, 2000).

Publ i shed by Scott-Helicon and distributed by European-
Anmerican Miusic Distributors, Froma Dark MIlenniumis a re-
wor ki ng of a novenent from Schwantner’s earlier chanber work
Musi ¢ of Amber. This work nmarks the only occasion in which
Schwant ner has used the sanme source material for two different
wor ks. When asked if he was careful to avoid letting people know
that he had used the same material in tw different
conposi tions, Schwantner has responded, “It didn't matter.
wasn't trying to hide anything, but | also wasn't trying to
pronote one over the other” (Popejoy, 2000).

Wil e Music of Anmber was conposed for a snmall chanber group

(consisting of flute, clarinet, bass clarinet, violin, cello,
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pi ano, and percussion), Froma Dark M| ennium once again

enpl oys the expanded orchestral w nd section (no saxophones or
euphoni um). The percussive demands (in terns of instrunents) for
this work are fewer than those of Schwantner’s first work for

wi nd ensenble, but there is the addition of an anplified celesta
part that needs to be taken into consideration.

Like its predecessor, Froma Dark M Il ennium asks the
perfornmers to whistle and sing, and enpl oys an anplified piano
that serves to link the notives together; unlike ...and the
nount ai ns rising nowhere, there are no water gongs or gl ass
crystals.

The instrunentation is as foll ows:

» 3 Flutes (2 doubling on Piccol o)

= 2 (boes

= 1 English Horn

= 3 B-flat arinets (1% doubling on E-flat, 2-3"% doubling on

Bass)
= 3 Bassoons
= 4 Horns

= 3 B-flat Trunpets
= 3 Tenor Tronbones
= 1 Bass Tronbone
= 2 Contrabasses
= Anplified Piano
» Anplified Celesta
= 5 Percussionists (playing a total of 31 percussion
instrunments. For conplete |list of percussion
i nstrunentati on, please see Appendi x B)
It is helpful to have extra players cover the E-flat and Bass
Clarinet parts. It is also recommended to add a second tuba
pl ayer to hel p bal ance. Additional percussionists may be
considered to help with the demands for rapidly changing
i nstrunments.
In contrast to the chanber version, the percussion plays a

| arger role in this conposition, and is of a nore aggressive
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quality, especially in the section which begins at nmeasure 121

(see Figures 18 and 19).

(piano: right hand - tacet 1 time.)
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Figure 18: Percussion, Misic of Amber.
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Figure 19: Percussion, Froma Dark M| ennium

The transposed score is 12" x 16” and is of open design. It is
reproduced fromthe conposer’s manuscript. Schwant ner again
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uses mcro-notation and visual note representation for the
nmeters, but there is not tinme-franed notation. In the preface to
the score, Schwantner also notes that square noteheads in the
contrabass parts indicate pizzicato, and that a dot preceding a
not ehead subtracts half the value of the dot that follows the
not ehead (giving the exanple d.o= DD ).

Both this work and the previous one are in one continuous
novenent, wth simlar performance tines (12-13 mnutes). Wile
Schwant ner does not consider this work to be progranmmtic, he
has witten: “The nysterious and shadowy atnosphere of Froma
Dark M1l enniumsprings fromimages drawn froma brief original
poem that forms the poetic backdrop for the work. The poem
hel ped to stinulate, provoke and enhance the flow of ny nusical
i deas” (Popejoy, 2000). For the full text of the poem see
Appendi x A

El enents and Structure

The overall formof Froma Dark MIlenniumis essentially
rounded binary, with a calmA section, a nore aggressive B
section, and a brief return of calmwth a coda. Wthin this AB
formis contained an introduction, nine distinct sections, and

the coda. The structure can be descri bed as:

A

| ntroduction: Measures 1-16
Section |: Measures 17-34
Section I1: Measur es 35-53

B

Section I11: Measures 54-64
Section |V: Measures 65-74
Section V: Measures 75-94
Section VI: Measures 95-108
Section VII: Measures 109-120
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Section VIII: Measures 121-132
Section | X Measures 133-138
Coda: Measures 139-159

Each section is unified using a different conpositional
devi ce, transfornmed through rhythm pitch, and dynam c texture.
The main nel odic and harnonic notives stemfroman octatonic
pitch set of alternating major and m nor seconds (Figure 20),
reveal ed in the opening ostinato (Popejoy, 2000). As in the
previ ous work, there are several notives that can be identified,
fromwhich derive nost of the nusical material of From a Dark

M Il ennium
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Fi gure 20: Cctatonic pitch set, Froma Dark MI I ennium
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Figure 21: Motive 1, Froma Dark M| ennium

Motive 1 (Figure 21) consists of two groups of unequal
| ength, the first consisting of nine 8" notes (F-F#- C Eb-D A-B-
G#- F#) and the second group consisting of seven (F-C Eb-D A-B-
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G#). The feeling of nine plus seven is achieved by alternately
reversing the F-natural and F-sharp in each neasure, and al ways
accenting only the F-natural. This notive appears eight tines.

I n discussing his choice of an octatonic pitch set for the
basis of the work, Schwantner has said: “There aren't really any
big, long tunes. It’s not about tunes, it’s nore about color.
It’s about obsessing over the octatonic. It’s about el evating
this sinple device. It’s about putting it in context to give it

forward propul sion” (Popejoy, 2000).

Figure 22: Motive 2, Froma Dark M| ennium

Motive 2 (Figure 22) occurs at neasure 20, and is presented
by the flutes, oboes, English horn, clarinets, and bassoons, who
are asked to sing the pitches. This notive is also present in
the whistler choir that enters at neasure 27, and again at
nmeasure 96, where it appears in a slightly different rhythm a
different neter, and at a faster tenpo (Figure 23). This notive
is also used in neasures 57-61 and 78-89, presented in the
woodwi nds as a flowing chorale-like nelody in triplets. The
final statenment of this notive occurs in the coda, perfornmed in
its original rhythm by whistlers and highlighted by bowed

vi br aphones (nmeasure 145).
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CE R E L E L,

Figure 23: Motive 2 transformation, Froma Dark M IIennium

Figure 24: Motive 3, Froma Dark M| ennium

Motive 3 (Figure 24) is presented first by the piano at
nmeasure 38, then in succession by the clarinets, tronbones,
horns, oboes, and English horn, who build the dynamc intensity
to forte. The parallel fourths and fifths used in these
instrunents are underlined by a B-flat which is used as a pedal
in the | ower voices, changing briefly on the |ast pul se of the
nmeasure to D-flat. This notive reappears in the Coda wthout a

crescendo, serving as an ostinato until the final four neasures.
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Figure 25: Motive 4, Froma Dark M| ennium
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Motive 4 (Figure 25) is presented in the netall ophones and
keyboards and is also included in the shared nonody of the
woodwi nds i n neasures 54 through 56, and nmeasures 62 through 64.
These parts are witten to enulate the effect of continuous 32"

notes (Figure 26).

:

Figure 26: Mditive 4 in shared nmonody, Froma Dark M I I ennium
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Figure 27: Mtive 5 Froma Dark MIIennium

Motive 5 (Figure 26) is closely related to Mdtive 2a from

...and the nountains rising nowhere. The seven-note idea is
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altered in pitch and rhythm by the trunpet and horn solo parts
in nmeasures 69 and 70 and again in nmeasures 73 and 74. The final
notive, Mdtive 6 (see Figure 19) is the percussion rhythm

begi nning at measure 117 and conti nui ng t hrough vari ous
repetitions until neasure 135. Al of the rhythm c and pitch
materials of this conposition are derived fromone of these six

noti ves.
Rehear sal Consi derati ons

In the Introduction, neasures 1-16, care nust be taken to
keep the vi braphone, celesta, and piano sostenuto pedal down so
that the individual instrunent note sounds bl end together. The
opening pitch is doubled by the horns, notated in a triplet 16'"
figure that inplies an echo. This opening pitch is also doubled
by a choir of 12 singers, all on a unison F. This is an exanple
of the device Schwantner calls a static pillar of harnony (see
Chapt er Two).

Wil e each repetition of the pitch set is being sounded by
the anplified piano and vi braphone, the first ten neasures
enphasi ze the accented note F by its continuing presence in the
choir of singers, the horns, and the chinmes. In effect, this F
beconmes a pedal tone during the introduction.

The rest of the brass section enters on neasure 11,
introducing different pitches and obscuring the harnonic center.
This creates tension, also achieved by having the brass enter
with a < > (crescendo and decrescendo) dynam c notive on each
measure, swelling to ever-Ilouder dynam cs on each of the six
repetitions of this figure. This gradual crescendo | eads
directly into Section I, in which all of the notes in the

octatonic pitch set (see Figure 20) sound simultaneously.

46



Motive 2 is introduced in neasure 19 by changi ng the
articulation of the celestial choir holding the F, from*“tah” to
“00—ah—-eh—e0—ah” (on nultiple pitches), and repeating the two-
nmeasure phrase eight tinmes. The new notive mrrors the
syncopated rhythm from the opening of the work (on the beat, off

the beat, repeat — see Figure 28).

E F'!:-’
o - '

& - — o 7
oh oo--ah oh  00----ah_

Figure 28: Choir Rhythm Froma Dark M I I ennium

At neasure 20 two new i deas are introduced: One is a series
of chords in the percussion, performed by bow ng on the
vi braphone the pitches of the octatonic set (F#-G#- A B-C D Eb-
F). The second idea is introduced by a flute solo, and is
acconpani ed by the piano and celesta. The flute continues until
measure 27, at which tinme the phrase is joined by a choir of
whi stlers. The nood is augnented by two interjections of piano
and celesta, playing a quintuplet figure simlar to Mdtive 4 in
...and the nountains rising nowhere.

Section Il is marked dark and forebodi ng, and begi ns at

measure 35. Here Schwantner introduces a conposite neter, with
11
16 '
a neter signature that would |ikely cause nore probl ens than

3 1
each nmeasure organized H + 5 . This is in effect a bar of
Schwantner’'s choice in this instance. The section i s best

conducted in a four pattern with the first three beats receiving

three 16'" note pul ses, and the |l ast beat receiving only two.
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Renshaw (1989) suggests conducting it so that the rebound of
each of the first three beats takes place on the second triplet
of the beat, while there is an even rebound on the fourth beat
duplet. Alternatively, the conductor could give very dry beats
with little rebound and allow the players to feel the
triplet/duple pulse on their own, giving definitive downbeats
for themto neasure against.

The new notive (Mdtive 3, Figure 24) grows as instrunents
add to the texture, creating not only a sonic crescendo, but a
visual one in the score as well. It is in this section of nusic
that Schwant ner’ s use of open scoring nmay be nost effective.
Over the course of this section, all 12 pitches wll be
utilized, presented either by the parallel fourths and fifths,
the use of the pedal in the |ow voices, or the brass entering at
measure 48. This entrance of the brass, which is dramatic and
aggressive, cones after two bars of stringendo. This syncopat ed,
of f-the-beat pattern is difficult to count and may require sone
extra work with the players. It would be a good idea for the
performers to draw lines in the bar to show where each beat
shoul d be pl aced.

The climax of this section is the silent fermata at the end
of neasure 50. There shoul d be enough space in between each beat
of neasure 51 to allow each chord to ring. Section Il begins at
nmeasure 54 with the introduction of Mtive 4 (see Figure 25). It
is presented in the piccolo 1, netall ophones and keyboards, the
woodwi nds present it in shared nonody in measures 54 through 56,
and neasures 62 through 64. A brief interruption of the line
occurs at neasure 57 as the flute plays an altered fragnment of
Motive 2; however, the inplication of the ostinato is still in
t he background as the triangle continues the pul se and
f oreshadows the upcom ng repetition of the ostinato frombars 62
to 64.
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Section |V serves as a devel opnental section, featuring
Motive 5 repeatedly while the horns and trunpets add a variation
of this motive, a 32" note figure that Schwantner marks
“incisive.” The opening ostinato (Mdtive 1, Figure 21) returns
in Section V at neasure 75, but this time it is acconpani ed by
the msterioso figure that was played by the solo flute at
nmeasure 57. This variation on Mdtive 2 is now expanded upon and
given to the woodw nd choir.

Schwant ner returns once nore to the feel of 3.4- i at the
end of Section V, with the brass used in shared nonody to
continue the ostinato (in the keyboards and mallets) that ends
at nmeasure 91. Qut of the nmassive sounds that result, the
woodwi nds energe pianissino fromthe | ast brass note, playing
the ostinato in a slightly nodified fb version. This is Section
VII, and it functions as anot her devel opnental section. The
brasses now whi stle the nel ody alongside the flutes while the
ostinato pattern transfigures to produce two attacks on each
pitch, using 32" notes. The rest of this section, until measure
108, features a call-and-response between woodw nds, brass, and
percussion choirs, with the percussion section at neasure 101
f oreshadowi ng an inportant rhythm (Figure 29) that will be

presented later in Section VIII.

Figure 29, Percussion, m 101, Froma Dark M| ennium
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Section VIl features two different rhythns: one is
presented in the upper register instrunents, and one is
presented in the | ower register instrunents. Both are conbi ned
to give the inpression of continuous 32" notes, another exanple
of shared nonody. This section ends with a snmall coda presented
by brass and percussion, with the percussion using this coda as
a springboard into the next section.

Section VIII repeats four tinmes, with entrances in order as
foll ows: 1-Percussion, 2-Piano, Tuba, Tronbones, and Bassoons,
3-Trunpets and Horns, and 4-Remaining instrunents. The
percussion nust not be allowed to get too loud or to rush during
any of the four repetitions. For a better understandi ng of how
to approach this section, it mght be wise to exam ne how
sparsely Schwantner scored it in the chanber version (see Figure
18) .

The penultimte section, nmeasures 133 to 138, serves as the
musi cal and enotional climx of the work, with the brass
presenting a pattern of 32" notes that leads to a fortissino
tamtam and suspended cynbal roll, swelling in dynamc intensity
until it releases into the Coda, a reprise of the Mtives 2 and
3. A startling sound is achieved by pairing the whistlers with
bowed vi braphones, an effect that gives the inpression of
nystery Schwantner has achi eved throughout the work. The figure
repeats until the last four measures, where the full w nds m nus
flutes and trunpets sound an F m nor chord.

It was not until In evening s stillness... that Schwant ner
addressed the issue of stage set up, therefore, stage setup for
this work can prove tricky. Schwantner conceived From a Dark

M Il enniumas an interaction between separate choirs of

woodwi nds, brass, and percussion instrunments (with the anplified
keyboards serving as a unifying elenent). It is wise to keep

this in mnd when setting up the ensenble. A stage arrangenent
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resenbl i ng the one suggested by Schwantner for In evening’ s

stillness... (see Figure 33) is not out of the ordinary. Factors
such as size of the stage, acoustics of the hall, and bal ance
and blend are all issues that should be addressed when

considering the setup. From experiences garnered while preparing
the piece for performance, Schwantner has suggested the

followi ng type of setup (Figure 30):
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Fi gure 30: Setup #1 (Schwantner), Froma Dark M| ennium

This setup presents the choirs as separate el enents, and
uses the anplified instrunents as a unifying factor visually as

as sonically. The percussion instrunents assune visual
roomto work (Renshaw, 2000).

wel |
i nportance and receive plenty of
One major problemof this setup may be the difficulty in
bal anci ng the woodwi nds to the brass. An alternative is the
traditional wind ensenble set up, with the percussionists
setting up behind the ensenble, and the anplified piano and
celesta setting up on the side of the stage. This setup
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el i m nat es nost bal ance i ssues, but the keyboard instruments no

| onger occupy center stage (see Figure 31).
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Figure 31: Setup #2 (Traditional), Froma Dark MI I ennium

Renshaw presents the following as an alternate setup

(Figure 32) to the two descri bed above:

Figure 32: Setup #3 (Renshaw), Froma Dark M| ennium
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This setup gives visual inportance to all groups, and by placing
the piano and celesta in the center helps solidify the ostinato
patterns. Bal ance between the brasses and woodwi nds is not a
probl em but bal ance between the w nds and the percussi on now
becomes problematic due to their distance (Renshaw, 2000).

Al'l three setups have their positive and negative effect on
t he performance. Extra-nusical factors such as the size of the
stage, the acoustics of the hall, and the abilities of the
perfornmers are all going to have to be addressed by the ensenbl e
and conductor.
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CHAPTER FI VE

I N EVENING S STILLNESS. .. (1996)

Background and Not es

In evening’s stillness... was conm ssioned by the Illinois
Col |l ege Band Directors Association in 1996. It was prem ered at
the M dwest Misic Educators National Conference convention in
Peoria, Illinois, by an ensenble nade up of students fromthe
ten universities that participated in the consortium Donald
Hunsber ger conducting. As in his previous two works for w nd
ensenble, In evening' s stillness... was inspired by poetry, in
this case Schwantner’s own (see Appendix A). O In evening' s
stillness... Schwantner has said:

...the piece is the third of three works |I have
witten for w nds, brass, percussion, and piano. It
forms the mddl e novenent of a trilogy of pieces that
i ncludes ...and the nountains rising nowhere and From
a Dark MIlennium In all three works, the piano is
responsi bl e for presenting the primry nel odic,
gestural, harnonic, and sonoric elenents that unfold
in the nusic. Wile each work is self-contained,

al ways envi sioned the possibility that they could be
conbined to forma |larger and nore expansive three
novenent fornmal design” (Popejoy, 2000).

The wind instrunentation for In evening’s stillness... is
different conpared to the two works that precede it. Although
Schwant ner still does not call for saxophones or euphoni uns,
this work marks the first tine that Schwantner wites for three

non-doubling clarinet parts in his wind conpositions. The

instrunentation is as foll ows:

= Pjiccolo
= 3 Flutes
= 3 (hoes

»= 1 English Horn
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= 3 Carinets

= Bass C arinet

= 3 Bassoons

= Contrabassoon

= 4 Horns

= 3 Trunpets

= 3 Tronbones

» Tuba

= Anplified Piano

= 4 Percussionists (playing a total of 23 percussion
instrunments. For conplete |list of percussion
i nstrunment ati on, please see Appendi x B)

For the first time, Schwantner calls for a specific stage set-
up in the score (Figure 33), asking for colums of w nd players

in choirs instead of the typical arc form

Perc 3
Perc 2 Perc 4
Perc 1 P Timpani
O I
5 ©O Oo o A 0 00O
o O O o 00O
5 O Oo o 0O0O0O0

/’ o © ‘\
Woodwinds Podium Brass

Figure 33: Setup, In evening’s stillness..

This is the first of Schwantner’s scores for w nds that
does not enpl oy open scoring, a change that was pronpted by an
i ncreasi ng workload, and is the first of Schwantner’s w nd works

to be digitally engraved. It is in concert pitch, with
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instrunments that transpose at the octave or doubl e octave
notated at their witten pitch. In evening’s stillness... is
publ i shed by Helicon Misic and distributed by European-Arerican
Music Distributors. It is Schwantner’s third work for w nd
ensenbl e. About the prem ere, Schwantner states:

[When it was premiered] In evening's stillness... was the
only piece this group perfornmed at the concert. It was fun
to have Donal d [ Hunsberger] there, sort of an old,
steadfast, trusted colleague. | cane to the rehearsals with
i deas about seating arrangenents and such, but a | ot canme
together during the three days of rehearsals (Hi gbee,

2003) .

Al t hough the conposer suggests that the work is actually
the m ddl e novenent of the trilogy, he has received enough
f eedback from conductors who feel that it serves better as the
final novenent to convince himthat the order should be left to
each individual conductor (email correspondence, 12 March 2007).
Schwant ner al so concedes that “as far as | know, no one has
perfornmed it as a trilogy” (Hi gbee, 2003).

From a standpoint of accessibility and practicality, it is
easier to introduce an ensenble to this work than to ...and the
nount ai ns rising nowhere or Froma Dark MIlennium First, the
instrunmentalists are not required to do anything unusual, such
as singing, chanting, whistling, or playing of glass crystals.
Secondly, there is a nore traditional approach to the score and
parts. Schwant ner di spenses with visual notation, using
traditional numerical designations in the neter signatures, and
this is nore famliar to perfornmers of wi nd ensenbl e nusic.
There is no mcro-notation, and tonality is nore preval ent than
in the previous two works.
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El ements and Structure

The overall structure of this work as descri bed by Renshaw
(2000) is ABBABB. However, Higbee (2003) describes it as a
ternary form an ABA arrangenent with segnents that yield

aabbcbbc/ d/ aabccb. To mai ntain consistency with previous

chapters,

section structure:

A

| ntroduction: Measures 1-9
Section |: Measures 10-35
Section |1: Measures 36-67
Section I11: Measures 68-79
Section |V: Measures 80-111
Section V: Measures 112-132
B

Section VI: Measures 133-151
Section VII: Measures 152-167
Al

Section VIII: Measures 168-199
Section | X Measur es 200-211
Section X Measures 212-251
Coda: Measur es 252-267

t he conposition was analyzed to yield the foll ow ng

Li ke the two earlier conpositions, each section is unified

using a different conpositional device. These sections are

transforned through rhythm and pitch. Mst of the nelodic and
harnmonic material is presented by the piano in the Introduction

(see Figure 34). Unlike the previous tw works, however, there

are relatively few notives to transform and | ess nusi cal

mat eri al overall.
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Figure 34: Motive 1, In evening’s stillness..

The first notive (Figure 34), derived froma septatonic

scal e (Bb-Ch-Db-Eb-F-G), is presented by the piano. In between

5
4

nmeasur e of 3 , in which the piano continually asserts an A-fl at

each neasure of that serves to unfold the scale there is a

pedal (serving to verify the basic tonality of the

i ntroduction).
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Figure 35: Motive 2, In evening's stillness..

Motive 2 (Figure 35) is an ostinato presented in the piano
and mal |l et percussion. The ostinato is also built on the sane
septatonic scale introduced earlier. The seventh note of the
scale is not heard until the final (239 note. This notive also
occurs as shared nonody in the woodwinds. It is transposed
several tines over the course of the work, beginning on Cflat,
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C natural, E-flat, F-flat, F-natural, and A-flat. Each of these
tonal centers is repeated at |east once. At the Coda it is
transposed to begin on B-flat, the rhythm pattern changing for

the first time as well (Figure 36).
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Figure 36: Motive 2 transformation, In evening's stillness..
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Figure 37: Motive 3, In evening's stillness..

Presented in conjunction with Mdtive 2 (during the repeat
of Section Il), Mdtive 3 (Figure 37) presents one of the nost
difficult rhythm c chall enges encountered in Schwantner’s w nd
musi c. The horns and tronbones are responsible for the
i ntroduction of Mdtive 3, a chorale-like theme. The chal |l enge
lies in the entrances of the brass chorale, nost of which fal
on different beats than the downbeats of the woodw nd/ percussi on
ostinato of Mdtive 2.
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Figure 38: Motive 4, In evening's stillness..
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Motive 4 (Figure 38) is the last “new notive introduced,
and it occurs in the B segnent (Sections VI and VIl). It too is
based on the septatonic scale presented earlier. These four
notives represent nost of the source material of this

conposi tion.

Rehear sal Consi derati ons

The first section is a slow and m sterioso introduction,
hal f note equals 66 beats per mnute. It begins with a 20-second
bass drumroll that crescendos and decrescendos into the piano’ s
entrance in neasure 2. The piano sounds a figure that involves
muffling the low F-flat by placing the fingers of the right hand
on the strings near the bridge. As this is an inportant part,
care nust be taken to ensure that the grand piano used has cl ear
access to the strings fromthe seated position on the piano.
There are instrunments that have bars or other obstacles that
prevent the pianist fromreaching into the soundboard area. For
t hese types of pianos, the lid may need to be renoved.

The horns, bassoons, bass clarinet, and bass tronbone enter
on the pitch F-flat wwth the directions niente and oscuro. These
entrances swell fromniente to a piano dynam c and then back
down to nothing. Each tinme the figure is repeated, a new chord
tone is added and the dynam c |evel of the swell increases
(niente to nmezzo-piano, niente to nezzo-forte, etc.) During its
final iteration, the full chord is finally reveal ed (Fb-Ab- Eb-
Bb). The piano now presents the main nel odic and harnonic notive
(Motive 1) at neasure 10. This notive reveals the harnonic
foundations hinted at by the final chord in the w nds (Fb-Ab-Eb-
Bb plus a Cb not revealed until now). In between each of these

triplet figures is a restatenent of the F-flat pedal by the
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pi ano, suggesting the basic tonality of the work. These triplet
figures are expanded upon while the percussion plays a rhythmc
notive consisting of a bass drumtrenolo (two bass drumnms) and a
triangle accent (two triangles, preferably of differing sizes).

Schwant ner begins slowy adding |layers to the conposition,
starting with a bass drum pul se and the addition of woodw nds in
a scal ed-down version of shared nonody where by the woodw nds
enter on the last note of the piano figure and hold the note.
This idea grows to a climax in nmeasure 27 wth thunderous
attacks fromthe percussion and a clear visual exanple of shared
nonody. This leads to a fortissino chord that swells into the
next idea, a fragnent of Mdtive 1 that is presented by the brass
i nstead of the piano. This fragnent at neasure 30 is in 4/4 and
feels twce as fast as the original, however, it should be
repeated that all the tenpo markings in this work are related
through ratios. The basic tenpo sections are J=66, J:132, and
J; 88, producing a unified eighth note pul se of 264.

As the feel of the pulse shifts into a higher gear, the
brass present a fanfare-like notive that is an outgrowth of the
earlier piano presentation (using the sane notes and basic
patterns but presented in rhythm c dimnution). The challenge in
this section is to create subdivision so that the entrance on
the second triplet of the figure is accurate. Care nust al so be
taken to give clear beats so that the percussionists can
accurately performthe doubled 16'" note accents on beats one and
three wi t hout condensing the beat.

The main ostinato figure (see Figure 29) is revealed in the
pi ano and vi braphone, repeated eight tinmes. Each repetition is a
four - measure phrase consisting of bars of 5, 6, 5, and 7 (with
the 8" note as the pulse) in sequence. Weaving in and out of the
ostinato are the woodwi nds (m nus bass clarinet and bassoon),

adding to the line and sustaining certain pitches but never
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continuing with the full idea. A sustained triad in the trunpets
underlines the entire process during the first repetition of
Section Il1. The second repetition of these neasures reveals the
previ ously discussed challenge of lining up the ostinato with
the brass chorale thene (Figure 39). The brass chorale notive is
essentially in a i “feel” (except for the final bar) but has
been nade to fit into the nmeter of the ostinato (see Figures 39
and 40).
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Figure 39: Ostinato and chorale, In evening's stillness..
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Fi gure 40: Brass chorale “feel”, In evening’'s stillness..

Wi | e sone conductors have re-barred the brass passage to nmake
the counting easier, the section is easily handled wth accurate
counting and subdivision, and the issue of re-barring should not
be encouraged in performance practice. This ostinato/chorale
section gives way to a variation of the ostinato at neasure 68,

presented by brass in nonody with only the trunpet 1 presenting
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the entire line. This is Section Ill. The percussion figure is
especially challenging here, and clearly defined beats nust be
given to help themin every manner possible. This section | owers
the tonal center of the work down a mnor third; subsequent
iterations of this staccato 16'" note notive serve to raise or

| ower the center by a mnor third.

The B segnent of the conposition (Sections VI and VII) is
in alternating g and g time, and is a variant on the earlier
septatonic scale in a slower tenpo and in shared nonody. The
slow tenpo and the overall static notion of this section nmakes
intonation difficult. Care should be taken to ensure that the
trilled notes do not becone overpowering, particularly on the
dynam c swells beginning at neasure 132. The “passing off” of
the trilled notes, between the clarinets and flutes (starting at
nmeasure 133) should be snpboth and connected, with the sounds
bl endi ng i nto one anot her.

The nel ody, Mdtive 4 (Figure 38) also swells and di m ni shes
in dynamc intensity, and these nust not be allowed to get too
| oud. Pay close attention to the “lift” or release at neasure
139. This should not be treated as an actual breath mark, but as
a brief pause in the nelodic line. As nore voices join this
notive in measure 146, ensure that the dynam cs are ensenble
dynam cs, and that individual parts do not stick out of the
ensenbl e due to the rapid changes in intensity.

After a presentation of the opening material (but one whol e
step higher) and a fortissino percussion and brass accent, the
ostinato material returns as does the brass chorale, only this
time without a repetition and without the static triads in the
trunpets fromearlier sections.

Anot her repetition of the staccato 16'" variation serves to
nove the tonal center again, and the conposition shifts down a

m nor third once nore. The ostinato grows in dynamc intensity
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until the coda at neasure 244, at which point the ostinato is
slightly changed and the brass, bassoons, and bass cl ari net
present a fortississino apotheosis, dimnishing with each of its
five repetitions until it is reduced to only stopped horn at
nmeasure 260. The | ast four nmeasures are marked piani ssino and
feature only the piano and triangles. Here at last there is a
deviation fromthe strict tenpo, slow ng down gradually as the
evening's stillness is finally upon us.

Because of the simlarity of many of the sections in this
pi ece, the nuances of rhythmand pitch patterns, once achieved,
are easily transferred to follow ng sections. This is especially
true upon return to the A! segment of the work. It is perhaps not
surprising that In evening's stillness... stands so far apart
fromits predecessors in the ways discussed in this chapter,
given the length of tinme between its conposition date and that
of Froma Dark M Il ennium

Central to each of Schwantner’s first three works for w nds
is the idea of poetry providing nusical inspiration and inmagery,
as well as the use of the anplified piano, which Schwant ner has
used to link the brass, percussion, and woodw nds choirs through
each of the three conpositions. The three works al so share
simlar durations, a fact that the conposer attributes to his
desire not to give any of the three works precedence over the

ot hers.
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CHAPTER SI X

RECO L (2004)

Background and Not es

Recoi |l was conmi ssioned through the Raynond and Beverly
Sackl er New Musi ¢ Foundation by the University of Connecticut.
It was given its premiere on 3 Novenber 2004, at the Isaac Stern
Audi torium of Carnegie Hall, in New York, by the University of
Connecticut Wnd Ensenbl e, Jeffrey Renshaw, conductor.

Schwantner wites:

“Recoil is nmy fourth work for wind ensenble in a
series of pieces that span twenty-nine years. The
ot her works are: ...and the nountains rising nowhere

(1977), Froma Dark MIIlennium (1980), In evening' s
stillness... (1996). Wile Recoil enploys a |arger
instrunentation than the earlier works, they all share
simlar characteristics in that each is franed in a

si ngl e conti nuous novenent and each exploit the rich
tinmbral resources of an expanded percussion section
that includes anplified piano” (Adsit, 2007).

Recoil is simlar to Schwantner’s previous works for w nds
inits length (12 to 13 mnutes) and structure (one novenent);
however, poetry did not inspire the conposition of Recoil, as it
did the previous three. Recoil also nmarks the first tine
Schwant ner has witten parts for the saxophone choir and the

euphoniumin his wind works. The instrunmentation called for is:

= Piccolo

= Flute I-11

= (boe I-11

* English Horn
= Bassoon |-11

= Contrabassoon
= Bb Carinet I-11-111I
= Bass d arinet
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= Soprano Saxophone

= Alto Saxophone

= Tenor Saxophone

» Baritone Saxophone

= Horn I-1V

= Trunpet |-1II

» Tronbone I-11

=  Euphoni um

= Tuba

= Anplified Piano

= 4 Percussionists (playing a total of 29 percussion
instrunments. For conplete |list of percussion
i nstrunent ati on, please see Appendi x B)

Wth Recoil, Schwantner decided to utilize a very limted
pal ate and forego certain el enents which characterized his first
three works for winds. Like In evening' s stillness..., there is
no use of mcro-notation, “visual tinme signatures,” or
unconventional nusical notations. Unlike Stillness, however,
Schwant ner once again asks the wind players to sing. The title
of the work is in reference to the properties exhibited by
matter involved in any sort of recoiling notion, such as a
rubber band or a spring. Schwantner contributes the follow ng:

“lI had a clear, intentional, and rather obsessive
strategy to severely restrict the nunber of nusica
materials (pitch, gesture, register, rhythm and
tinmbre) enployed in Recoil, in an effort to nmake the
nmusi cal systemnmaximally efficient. In other words, to
make nmore wth [ ess” (Adsit, 2007).

Recoil is challenging on many | evels, not the |east of
which are the nmultiple nmeter changes, rhythm c patterns that
repeat and change often, rapidly changing patterns of
articulation, and extrenes of tessitura in all of the wind parts
as well as extrenely active percussion parts (Renshaw, 2006).

Unlike In evening’ s stillness..., and perhaps owing to the
nore conventional instrunentation, there is no stage setup

i nformation provided by the conposer. The introduction of the
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saxophones and euphoni uns inhibits the use of the setups shown
previously (Figures 6, 30, 31, 32, and 33), at |east in an exact
facsimle, though the setup depicted in Figure 5 m ght be the
best option, with sone nodifications to nake roomfor the saxes
and euphoni um

Recoil is published by Schott-Helicon and Atherton Hill
Press of Atherton, New Hanpshire, and is distributed by
Eur opean- Anerican Music Distributors. It is Schwantner’s nost

recent work for wi nd ensenbl e.

El ements and Structure

Recoil is constructed of fifteen different sections (see
Figure 35), each containing content that is essentially
devel oped froma previous section or notive. Renshaw (2006)
describes the structure as containing 21 different sections,
wth sections 6, 8, 12, 13, 17, and 18 being replicas of
precedi ng sections. To maintain consistency across this project,
the score was anal yzed to yield a structure nore in line with

t hat of previous works.

1 2 3 4 5 6 7 8 9 10 11a 11b

N —
I 12 13 14 15a 15b 16

17 18 19/ Coda

Fi gure 41: Recoil |ayout (Renshaw).
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The structure can be descri bed as:

A

| nt roducti on:
Section |:
Section I1:

B

Sect i
Sect i
Sect i
Sect i
Sect i

C

Sect i
Sect i
Sect i

Al

Secti
Secti
Secti
Coda:

on
on
on
on
on

on
on
on

on
on
on

I
| V.
V.

Vi
VI

VITI:
| X:
X

Xl
Xl
Xll:

Measur es
Measur es
Measur es

Measur es
Measur es
Measur es
Measur es
Measur es

Measur es
Measur es
Measur es

Measur es
Measur es
Measur es
Measur es

1-40
41-58
59- 87

88-112

113-148
149- 186
187- 210
211- 237

238- 265
266- 285
286- 308

309- 326
327- 347
348-378
379-392

Once again enploying mnimalismof materials and pitch

coll ection, nost of Recoil is derived froma set of very few

noti ves and notive transformations.
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Fi gure 42: Mdtive 1, Recoil.
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Motive 1 (Figure 42) is the basic foundation for the entire
conposition, providing the hexachord (Eb-C- G D F#-B) from which
Schwant ner draws many of the nelodic and harnonic thenmes. This
hexachord is repeated three tinmes in nmeasures 6-20, and each
time the hexachord is transposed: Atritone the first tinme
(nmeasure 6), up a mnor third the second tine (neasure 11), and
up a major sixth the third (neasure 16).

Fi gure 43: Mdtive 2, Recoil.

The second notive (Figure 43) is presented by the tinpani
and transposes three tines in neasures 6-20, just |like Mtive 1.
Mtive 2 is altered rhythmcally in neasure 37 and used by the

percussion as a bridge fromthe Introduction into Section |

h 1 by ® b"!
A e e g .,
17N 5 % [ %]

y — i

Figure 44: Mdtive 3, Recoil.

Motive 3 (Figure 44) presents the 12-tone row used as an
ostinato in Section |I. This notive is transposed over the course
of nmeasures 47-52, until it reaches the original pitch set,
transposed up an octave.
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Fi gure 45: Mdtive 4, Recoil.

Motive 4 (Figure 45) provides the msterioso pulse in
Section |1V, the beginning of the B segnent. It is present in the
tinpani part and piano left hand as the full rhythm but used in
nonody in the bassoons, bass clarinet, baritone saxophone, and
t uba.

Rehear sal Consi derati ons

The Introduction of Recoil begins with the announcenent of
the “Recoil Mdtive,” (see Figure 36) a hexachord consisting of
Eb- G- F-D F#-B. In nodern usage, a hexachord consists of any six-
note segnent of a twelve-tone row. This is not the sane thing as
a hexad, which is a six-note pitch collection that is not
necessarily a contiguous segnent of a scale or a tone row. The
difference is inportant because the term hexachord has cone to
define the latter instead of the forner (Randel, 2001).

Schwant ner’ s hexachord is used obsessively and altered

t hroughout the 392 neasures of this work, serving as the common
el enent that ties the conposition together (Schwantner, 2004,
Renshaw, 2006).

The first five neasures of Recoil serve to introduce the
different notives that are utilized throughout the work. In

addition to the hexachord (introduced by the anplified piano and
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pi tched netal | ophones), Schwantner introduces Mtive 2, a
rhythmthat is used in various choirs of the ensenble.

The “echo” of the hexachord (starting on its last pitch)
serves to introduce the brass. In essence, the brass highlight
the chord created by the hexachord (measure 2). The triplet
percussion figures serve as a release for the brass echo and an
i ntroduction of the battery drum sonority. The woodw nd
sextuplet flourish to close out the nusical idea, anticipating
t he next hexachord in the series by disguising it in the
ar peggi ati on of the woodw nds.
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Fi gure 46: Fanfare notive

At nmeasure 20, a fanfare-like notive (Figure 46) is
i ntroduced, using pitches of the original hexachord in a
bounci ng, repeated sixteenth note pattern simlar to patterns
explored in Froma Dark MIlennium In evening s stillness...,
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and New Morning for the World. This pattern is acconpani ed by
aggressi ve percussive interjections (Mtive 2). This pattern is
altered, both in rhythm and pitch, throughout the next 16
nmeasures, leading into Section |

Section | contains an ostinato figure based on a twelve-
tone set (see Figure 44). This ostinato transposes by ni nor
thirds every other neasure until it reaches neasure 53 and
returns to the original set transposed an octave higher. It is
mar ked aggressivo and is in alternating neasures of 2 and S
time, with the quarter note pulse equal to 168 beats per m nute.
The ostinato grows in dynamc intensity until it reaches the
begi nning of the next section at nmeasure 59.

Section Il is a transitory section, utilizing Mtive 2
(Figure 43) to nove toward a restatenent of the hexachord in the
trunpets and tronmbones (neasure 68). The woodw nd sextuplet is
utilized once nore, serving to |lead into the hexachord notive
(Figure 41) before arriving at Section |11

The pul se (Figure 45) provided by the | ow reeds, tuba,
pi ano, and tinpani is a foreshadow ng of the rhythmused in
Section IV (Figure 47). In conjunction with this pulse is
presented a choral e variant of the hexachord, provided by the
horns, trombones, and euphonium By the tine the pulse arrives
at Section IV (nmeasure 113), it has been rhythmcally altered to
fit into a two-neasure segnent of ; + S (see Figure 47). Once
agai n a quasi-choral e based on the hexachord is presented in
conjunction with this new pul se. The texture of the “chorale”-
| i ke figure thickens as nore voices are added, leading to a
gesture in measures 145-148 that anticipates the coda at the end

of the conposition.
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Figure 47: Rhythnic transfiguration, Recoil.

The pul se continues in Section V, while the chorale figure
frombefore is now transfornmed into a recoiling notive that
“bounces” off of the second note to return to the first pitch
(see Figure 48).
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Fi gure 48: Recoiling notive, brass, Recoil.

This recoiling notive is sinply a transfiguration of the
openi ng hexachord (Mdtive 1). It continues to appear in

different pitch configurations fromneasure 167 until neasure
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177. Here the recoiling concept is applied to the woodw nds, who
present a variation on the fragnent presented by the brass (see
Figure 49).
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Fi gure 49: Recoiling notive, woodw nds, Recoil.

7
8

al so doubl ed in shared nonody by the woodwi nds. The section is

Section VI reveals an ostinato in in the piano that is
mar ked Meno noso and subito delicate. As in every instance of
shared nonody, it is inportant to hear each entrance and ensure
that the sustaining instrunents do not crescendo (if anything,
sust ai ni ng notes shoul d decrescendo, as they would if they were
struck on chinmes or the guitar). The tenpo qui ckens near the end
of the section, leading directly into the new tenpo.

Section VIl (measure 211) returns to the msterioso notive
first observed in Section IIl. The tenpo is once nore quarter
note equal s 168 beats per mnute. This time the notive (Figure
45) is conplenented not only by the recoiling brass notive
(Figure 48), but also by a variant of Mdtive 2 (Figure 43) in
t he pi ano and upper woodw nds. This section devel ops the bundl ed
notives into Section VIII, the beginning of the C segnent. This
segnent begins in i time, quarter note equals 66 beats per
m nute, and reintroduces the idea of extended perforner

t echni ques by asking the woodw nd players to sing (Figure 50).
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(lontano e sospeso)
Instrumentalist Choir
N. B.: All singing is at pitch. (Men may need to sing falsefto in order to sing in the indicated register.)
The vocal effect should be delicate but with presence - (like a children's choir.)
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Fi gure 50, Beginning of C Segnent, Recoil.

As in other instances of singing in Schwantner’s
conpositions, all singing is done at the notated pitch. Men may
have to sing falsetto in order to achieve the indicated
register. No performer should ever sing at an octave not
indicated in the part, as this will underm ne the effect
(delicate but with presence, like a children’s choir).

The C segnment of Recoil is marked by a drastic decrease in
tenpo. The first section (VIIl) is notated “lontano e sospeso”
(as froma distance and suspenseful ). The acconpanyi ng
met al | ophone and piano figures are rem ni scent of simlar
patterns in Schwantner’s New Morning for the Wrld (neasure
348), including simlar directions in the score and parts (“play
the grace notes on the beat”). This practice yields somewhat
unpredi ctable rhythm c and harnonic results, and is perhaps a
brief nod to indeterm nacy within the | arger tonal and
m nimalist framework of Recoil

Section | X begins at neasure 266 with the clarinets
trilling on a unison Gwith the direction bisbigliando (whisper-
like). This section also introduces an octatonic notive
consisting of mnor and major seconds in the woodw nds, over

whi ch solo instrunents performyet another rhythmc
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transformation of the hexachord notive (see Figure 51). This

transitional section accel erandos into the final section of the

5
8

tenpo than any other material of this segnent. It closes out the

C segnent, Section X. This section is in time and in a faster

C segnent and transitions into the return of Mdtive 3 to open
the A' segnent.
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Fi gure 51: Cctatonic and hexachord notives, Recoil.

Al of the material in the A' segnent has been presented in
previ ous sections. Measures 208-308 are a mrror inmage of
measures 19-40, whil e neasures 309-327 are an exact replica of
nmeasures 41-58. Measures 328-347 are simlar to the previous
i nstance of the recoil notive, clinbing by mnor thirds, and
nmeasures 348-378 are a note-for-note replication of neasures
113-143. Finally, neasures 379-382 are simlar to 144-147. The
brief coda starting at neasures 379 concl udes the work.
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CHAPTER SEVEN

NEW MORNI NG FOR THE WORLD (1982)

Background and Not es

New Morning for the World: Daybreak of Freedom for Narrator
and Orchestra was comm ssioned by the Anerican Tel ephone and
Tel egraph Conpany for the Eastnman Phil harnonia, David Effron,
conductor. It was prem ered on 15 January 1983, at the Kennedy
Center for the Performng Arts in Washington D.C., with
Pittsburgh Pirates baseball star Wllie Stargell narrating
(Chute, 1991). In a recent correspondence, Schwantner wote:

Robert Freeman, then director of the Eastnman School of
Musi c, who hoped to initiate a project to honor the nmenory
of Martin Luther King Jr., first proposed the genesis of
the work to me, in 1981. | was excited by the opportunity
to engage ny work with the profound and deeply felt words
of Dr. King, a man of great dignity and courage whom | had
|l ong adm red. The words that | selected for the narration
were garnered froma variety of Dr. King's witings,
addresses, and speeches, and drawn froma period of nore
than a decade of his |ife. These words, eloquently
expressed by the thrust of his oratory, bear witness to the
power and nobility of Martin Luther King' s ideas,
principles and beliefs (email correspondence, 1 June 2007).

The orchestral score exists in two versions, a facsimle of
t he conposer’s handwritten autograph score, and a revised score
(digitally engraved) that fixes sone of the errata in the
original. The autograph orchestral score is 97 x 12”7 and is
hal f way between a fully notated score and a cutout score, as
there are nmany instances of open scoring paired (sonmetinmes on
the sane page) with notated neasures of rest (Figure 52). The
revision (11" x 17") is available as a rental performance score,

and di spenses with open scoring altogether. It was digitally
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engraved using the Score™application. Both are transposed
scores, but only the autograph score nmakes this clear.
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Figure 52: Original score, New Mdrning for the Wirld

The wi nd ensenbl e version was created over a five-nonth
period in the spring of 2007. It was prem ered by the Florida
State University Wnd Orchestra on 20 April, 2007, at OCpperman
Music Hall in Tallahassee, Florida. The prem ere was conducted
by the transcriber, the narration was provided by David Eccl es,
a doctoral candidate in nusic education at Florida State
University. The score, which will be available in the fall of
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2007, reverts to the open scoring |layout used in earlier
Schwant ner scores, a nethod that was approved by Schwantner. The
transcription also follows Schwantner’s recent usage of the ful
wi nd band (in Recoil) by including parts for saxophone choir and
euphoni uns.

Wth this work, Schwantner established a new conpositional
aesthetic, enbracing tonality and incorporating mnimlismin
the formof repeated figures and sections. A great nunber of
dramati ¢ passages are constructed froma relatively few nunber
of patterns, nost of these being ostinati of varying degrees of
conplexity and substance. Contrast in New Morning is achi eved by
altering the context of the patterns, through articulation,
dynam cs, phrasing, register, and the relationship to the
narrator’s text. His interest in the percussion section is stil
evident, however, as is his use of extrenme instrunental
tessitura.

The rel ati onship between orchestra and narrator is kept
sinple, with alternating sections that allow the speaker to be
heard. Wen the narrator and the orchestra are used
concurrently, the orchestration is thin and the dynamc |evel is
kept to a m ni mum

Al t hough the work is in one continuous novenent, the text
is presented in three different sections: the oppression of the
past, the present and continuing struggle for equality, and the
desired future outconme of Dr. King's “dream” O the subject
matter, Schwantner writes:

As one of the great orators of the 20th century, King was
acutely aware of the dramatic inmport and enotional affect
his words and ideas possessed. Corretta Scott King once
nmentioned to nme that he woul d rehearse his speeches
repeatedly, often nodifying the words and nodul ating his
presentation in order to further enhance their
effectiveness. It is interesting to note that King' s "
have a dreant theme was central to his work throughout his
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life and provided himw th the opportunity to consider a
multiplicity of thematic variations that he could
continually refined as the fabric of his ideas changed and
devel oped. Prior to nmy beginning the actual conposing of
"New Morning,"” | spent the summer of 1982 exam ning MK
Jr.’s work and assenbling texts froma variety of his
writings, addresses and speeches- all drawn froma period
of nore than a decade of his life. This research hel ped ne
create and further illum nate the formal nusical design of
NVFW It was through this culling of a | arge of anount
material that | was able to synthesize the text into a
coherent narrative that encapsul ates King's, principle
beliefs and ideas. (email correspondence, 1 June 2007).

The original orchestral instrunentation is as foll ows:

Nar r at or

Piccolo I-11 (doubling Flute I11-1V)

Flute I-11

Ghoe |-11

Engl i sh Horn

Bassoon |-11-111

Bb Clarinet I-11-111 (Il doubling Bass O arinet)
Horn I -1V

Trunmpet in C1l-111

Tronbone | -1V

Tuba

Amplified Piano

Amplified Cel esta

Har p

Strings

5 Percussionists (playing a total of 27 percussion

instrunents. (For conplete |ist of percussion
i nstrunent ati on, please see Appendi x B)

The instrunentation of the wind transcription is:

Nar r at or

Piccolo I-11 (doubling Flute I11-1V)
Flute I-11

Goboe |-11

Engl i sh Horn

Bassoon |-11-111

Eb Soprano C ari net
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e Bb darinet I-11-111
* Bass darinet

» Contrabass C arinet
e« Soprano Saxophone

» Alto Saxophone I-11
* Tenor Saxophone

« Baritone Saxophone
e Trunpet in CIl-I11

e Horn I-1V

« Tronbone |-1V
 Euphonium I -11

* Tuba

e String Bass

e Amplified Piano
 Amplified Celesta

e Harp

e 6 Percussionists (playing a total of 30 percussion

instrunments. For conplete list of percussion
i nstrunent ati on, please see Appendi x B)

Schwant ner notes that over the years, New Mrning for the

Worl d has becone one of his nobst popular works. It has received

many performances worldwi de in part due to its political subject

matter, as well as a host of past narrators that include Danny
d over, Robert Cuillaunme, Janmes Earl Jones, Vernon Jordan,
Coretta Scott King, Yolanda King, Sidney Poiter, WIIliam
Warfield, and Al fre Wodard, anong ot hers.

El ements and Structure

The overall structure of this work is ABAL.. The sections

break down as foll ows:

A

| nt roducti on: Measures 1-17
Section I|: Measures 18-35
Section I1: Measur es 36-56
Section I11: Measures 57-71
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Sect i
Sect i
Sect i
Sect i

Secti
Secti

Secti
Secti
Secti

on
on
on
on

on
on

on
on
on

Coda:

Mbst of the nusical

| V:

AV/ I
A/

VITI:

| X:

X:
Xl :
Xll:

Measur es
Measur es
Measur es
Measur es

Measur es
Measur es

Measur es
Measur es
Measur es
Measur es

mat eri al

72-97

98- 151
152- 163
164- 202

203- 244
245- 285

286- 327
328- 345
346- 381
382-406

in

New Morning for the World

derives fromthe main notives presented in the Introduction
measures 1-17. Motive 1 (Figure 53)

t he percussion but also figures promnently in the w nds and

secti on, is introduced in
percussion in various transformations throughout the

conposi tion.
(Figure 54),

The notive is extended during each repetition

and often signals the beginning of a new section of

nmusic (specifically, Section Il, Section IV, and Section VIII)
Timpani = t i 7-“
)
3 Tom-toms Vibes, motor off A
Percussion | | HE = g = = ':’,3
S =s= i
2 prs. timbales| . [Glockenspiel]
Percussion Il | H =z ;‘ = = 7t
=== o
Sq=ar
3 Tomboms . [Crolales] |,
Percussion lIl | = ——r
= o
S =
[Bass Drum]
Percussion IV | HE z —_——r=

Figure 53: Motive 1, New Morning for the Wrld.
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Figure 54: Mdtive 1 extension,

New Morning for the Wrld.
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Fi gure 55:

Motive 2, New Morning for the Wrld.
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Motive 2 (Figure 55) consists of a series of triplets
presented in the harp, keyboard instrunents, and netall ophones.
Motive 2 is used several tinmes, nost often in its original form

but twice in transposed forns (m 153 and m 286).
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Fi gure 56: Mdtive 3, New Morning for the Wrld.

Motive 3 (Figure 56) is first presented in the horns at
measure 3, with bassoons and tronbones (and sonetines tuba)
addi ng parallel perfect fifths underneath. Mdtive 3 is usually
expanded t hroughout each of its appearances in the score, as is
Motive 1 (see Figure 54). The three preceding notives present
the majority of the source material throughout the work.

c'!""'__'_'__"'__"'___"__"'_T.'_ ____________
3 q =g -
- " - e - = —
— ! [— — - = v SR —
b= f- ¥ =
il f 1 ¥ I s
L 1 . ™ R il
1 — E ¥ !
j-jjj CREEC. ooca 8 poco
-
, . = J
. i : - =
Ll o —
1 |
o 1 # I ra

Figure 57: Mdtive 4, New Morning for the Wrld.

Motive 4 (Figure 57) is an ostinato first appearing in the

pi ano, celesta, harp, and vibes at neasure 57 (starting Section
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[11) and at nmeasure 98 (starting Section V). The ostinato is
based on an artificial seven-note scale: Bb-C Db-Eb-F-GA
Throughout the work, this ostinato will appear in different
rhythm c and harnonic transformati ons, such as the 1% nmeasur es
begi nni ng at measure 115.

Motive 5 (Figure 58) is a slow, nournful nelody beginning
in the B segnent, neasure 203. In the original orchestral
version it is presented in the strings, in the transcription it
is presented by the saxophone choir, the contrabass clarinet,

and the string bass. Each iteration of the nelody ends with a
7 6

suspension leading into fermata in either a , Or - neasure.
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Figure 58: Motive 5, New Morning for the World.

Motive 6 (see Figure 59) is the bright triplet gesture that
will later be paired with Dr. King’ s powerful words: “lI have a
dream” The notive first appears at neasure 218. The fi nal
notive (Motive 7) is a devel opnment of Mdtive 5, constructed from
a synthetic scale: F-CGb-Ab-Bb-Cb-Db-Eb. It is first introduced
at neasure 254. Every other neasure (in the 3 bars) the thene
ends in a suspension by which Schwantner affirns the tonality
for each two-neasure phrase (Figure 60). The tonality travels
upwards in fifths, fromF Mjor (nmeasures 254-255) to C mjor
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(measures 256-257) to G Maj or (258-263),

flat m nor

at neasure 264.
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Fi gure 59: Motive

6, New Morning for the World.
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Fi gure 60, Mdtive 7, New Morning for the World.
In addition to these notives, there are several recurring

rhythm c notives that feature prom nently throughout the

conposi tion.

The first

the trunpets as an anacrusis to neasure 4:
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Figure 61: Rhythnmic Mtive A, New Morning for the World.
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Fi gure 62: Rhythnmic Mtive B, New Morning for the Wrld.

The second rhythmc notive (Figure 64) appears frequently
with Motive 1. It makes its first appearance at neasure 73 in
t he upper woodw nds and xyl ophone. Rhythm c Mtive C (Figure 55)
Is a transformation of Mdotive B. It is first presented by the
bassoons, saxophone choir, and | ow brass at neasure 288:

Ten. Sax |Hes=ddadd g o i g o ig o it

THE® W L e e e L

Bari. Sax

Fi gure 63: Rhythnmic Mtive C, New Morning for the Wrld.
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The ot her nmjor conponent of the work is the text spoken by
the narrator. Al though New Morning for the World is in one
conti nuous novenent, the text essentially divides the work into
three major segnents with special enphasis on the past, the
present, and the future. The opening, full of tension and
aggression, is paired with words of defiance and frustration
(“there cones a tinme, when people get tired”). The tension and
aggression fade into a calmstring-only section as the text
begins to shift into the present time (“Nowis the tine”).
Schwant ner even hints at the enphasis on the present tense by
underlining the word “now’ during each occurrence. Finally, as
the text begins to approach a future tense ("Wen the history
books are witten...”), the wnds and percussion re-enter the
texture. For the full text, please see Appendix C

Rehear sal Consi derati ons

There are several challenges in the performance of New
Morning for the Worl d, perhaps none nore inportant than the
mul tiple neter changes applied throughout the work. In the w nd
transcription, every instance of conposite neter (e.g., an ﬁi
measure) that has a nonstandard subdivision (3+3+3+2) is
acconpani ed by the pul se marking above the first staff (Figure
64), mdway through the score, and near the bottomstaff. The
original scores also have pul se indicated, but the practice is
not applied consistently to all neasures. The players may find
it useful to draw a small line in pencil in the places where the

beat - pul se is unclear, especially in the asymmetrical neters.

88



=66 (333 (21243

J~ o
p Q. - 43— 4
Piccolo |/ 1l | == — = = === '
v/ 8 f S marc. _,: }J}:
4 1. mae ,.;:—;"_"“*r"_‘“‘
Fiute 1/l |E= £ = ’s i f £
b 3 fp — n

Fi gure 64: Conposite neter indications, New Morning for the Wrld.

The openi ng nust not be rushed, or the triplet Mtive 2
will not be clear. Schwantner has indicated the dotted half note
receives 66 beats per mnute. Atenpo faster than this risks
|l osing the clarity of any appearance of Mtive 2, and will cause
problens with the articulated parts in the trunpets begi nning at
nmeasure 4. The percussion section’s tendency will be to rush the
Motive 1 figures. Clear, solid beats are a necessity throughout.

As di scussed previously, the three main notives for the
entire work are presented in the opening neasures (Ilntroduction,
1-17). Each one of these notives nust be heard above any
background textures. It is advisable to raise the dynamc |evel
of the horns in the instances where they play Mtive 3,
particularly as they extend the line to the climx at neasures
15-16.

Section | begins with a long fermata that is marked sospeso
(suspenseful). Piccolo 1 and flute 3 carry the nelodic |ine,
augnent ed by bowed vi braphones and crotales, until the flute 1
solo interrupts the serenity. This solois simlar to the flute
solo in Froma Dark MIlennium requiring a player who is adept
at nultiple tonguing. Reiterations of Mtive 2 dom nate the next
few neasures (27-30) until a pulse (Figure 65) in the harp,
piano |l eft hand, tinpani, and string basses is established in

the anacrusis to neasure 31. This notive can be chal |l engi ng
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because of where the enphases lie. The nmeter through this notive
8
is g and it is subdivided 3+3+2.
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Fi gure 65: Pul se Motive, New Morning for the World.

Section Il begins with the percussion providing an
abbrevi ated version of Mdtive 1 before the wi nds expand on it.
In between each iteration of the notive, the narrator speaks the
opening texts. Although the narrator is anplified, care nust be
taken here to not overpower the spoken words. Each |long fermata
must begin at its designated dynam ¢ and must not crescendo too
quickly. This is especially inmportant on the |ast fermata at
measure 40, during which the text is |onger than any previous
point. The rest of the section, follow ng the words of the
narrator, develops Mdtive 1 and increases rhythm c denmands,
culmnating in a challenging pattern of sixteenth notes in the
upper woodw nds (neasures 53-54) that dimnishes into Section
[1l. This section introduces the ostinato (Mtive 4, Figure 57)
that will become inportant in |ater sections. The section
culmnates in a chall enging g measure that requires |ight
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articul ation and nust not be taken too fast, or the effect of
the repeated notes in the woodwi nds will be |ost.

Section |V begins at neasures 72. Fromthis nmeasure through
86, the percussion and brass present Mtive 1 in several stages
of devel opnent. As in all former instances of nonody, care
shoul d be taken to ensure that the effect is as Schwant ner
i nt ended: hol ding down the pedals on a piano while articulating
the recurring sixteenth note notive. Section IV al so enpl oys
Rhythm c Motive B (Figure 62), which is changed slightly at
measure 87 to fit into the new %L meter. Both Rhythm c Mtive
B and the trunpet, horn, and tronbone |line are based on the sane
not es: Gb- Ab- Bb- C- Db- Eb- Fb. Measures 93-97 serve as a bridge
into a new version of the ostinato and the next.

Section V re-introduces Mdtive 4, adding the narrator. The
ostinato and the acconpanying clarinet and nuted trunpet figures
must be played lightly here in order to avoid overpowering the
narration. The ostinato uses the nearly the sanme pitches of the
section preceding it, changing Db to a D natural and the Fb to
an F-natural. The horns outline the first four notes of the new
scal e t hroughout neasures 98-105, and their entrances shoul d be
heard clearly, but the rem nder of the note should be piano.
This concept is expanded at neasure 110, where the woodw nds

take over the ostinato figure in nonody.

S S

Fi gure 66: Horns outline, New Morning for the Wrld.

91



At neasure 115, the ostinato nakes a drastic transformation
into sixteenth notes (Figure 67), while still using the pitches
of the synthetic scale identified earlier. The brass al so
outline this scale by playing every one of the pitches in
outline, measures 116-117. Measure 118 changes the ostinato
slightly (D E-F#-G#- A#-B-C#), and the brass acconpani nent
follows suit. Measures 124-151 are transitional, utilizing
fragnents of Mdtive 4 at measures 138-139 and 142-143 before
comng to an end at neasure 151

Figure 67: Transformati on of ostinato, New Mrning for the Wrld.

Section VI introduces the speaker once again, acconpanied
by Motives 2 and 3. The narration at measure 155 is |ong, and
may prove problematic for the wind players, who need to ensure
they take a | ong enough breath or enploy staggered breathing.
The concl udi ng section of the A segnent is Section VII,
begi nni ng at nmeasure 164, and affirmng E-flat as the tonal
center by its constant repetition in the trunpet, vibes,
mari nba, and harp parts. Starting at neasure 166 the neter
begins to shift from pul ses of two eighth notes to pul ses of
three, tenpo nust be accurately naintained for clarity in the

si xteenth notes as the neasures of i give way to the neasures
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of g . Beginning at neasure 187 the woodw nds, trunpets, and

horns begin to expand a variant of Mtive 1, which | eads
directly into the B segnent.

Section VIII begins at neasure 203 and features the
saxophone choir (replacing the strings in the original). The
choir introduces Mdtive 5 (Figure 58). This slow noving notive
grows and dimnishes in dynamic intensity until neasure 218,
when Motive 6 (Figure 59) is introduced by the flutes and
clarinets. Mdway through Mdtive 6, the narrator re-enters. The
tense of the text is nowrooted firmy in the present as the
narrator repeats the word “now several tines. Mtive 5
reappears briefly before giving way to the next section.

Section | X begins at neasure 245 and presents Mdtive 1 in
rhyt hm c augnentation in the horn solo (Figure 68). This is
acconpani ed by the netal |l ophones, piano, celesta, and harp, and
is perhaps intended to be the sonic equival ent of church bells
ringing. This brief episode gives way to the final notive,
Motive 7 (Figure 60), presented in the bassoons and cl arinets.
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Fi gure 68: Mdtive 1 augnmentation, New Morning for the Wrld.

At measure 276 Mdtive 7 begins to grow in dynamc intensity
as the narration becones nore enphatic. The notive is
transforned and grows even | ouder as the tinpani and bass druns
provide dramatic swells, perhaps reflecting the runble of
t hunder. The notive (and the B segnent) ends with a brilliant

chord in the | ow reeds and brass at neasure 284.
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The bul k of the C segnent is material that has been
previously presented. Section X reintroduces nmaterial from
Section VII, with the addition of a new rhythmc notive (Figure
63). This idea transitions into nmeasure 293, where the tonality
is shifted up one half-step, and Motives 1 and 3 are presented
along with Rhythm c Mdtive A As in nost appearances in this
work, Motives 1 and 3 are expanded throughout the follow ng five
neasures, |eading into nmeasures 300-327, which are identical to
neasures 65-92 except for the half-step difference discussed
previ ously.

Section Xl begins at neasure 328, affirmng B-natural as
the tonal center by the repeated patterns in the horns,
tronbones, nmarinba, piano, and harp (Figure 69). Rhythm c Motive
Cis used as an ostinato here, while a brief quote of Mtive 1
is used at neasure 331 to introduce Mtive 7 in the brass for
the first time. The pairing of Mtive 7 and Rhythmc Mtive C
creates rhythmc tension that grows in dynamc intensity unti
the final statenent at measure 345. This final fortisissinop

gesture leads directly into Section XlI.
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Figure 69: B-natural tonal center, New Mdirning for the Wrld.

The narrator returns mdway through the next section
(XI1'1), and the tense has now shifted into the future. Mtive 5

returns in the clarinets and string bass, used in a simlar
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manner as was enpl oyed for Section VIII, before Mdtive 6 is
finally paired with the historic words “I have a dreani at
nmeasure 362. This section builds in textural and dynam c
intensity until the climx at neasure 381.

The Coda begins at measure 382. The percussion instrunents,
pi ano, celesta, and harp are asked to play grace notes that
“begin on the beat — other than the initial first pitch, grace
not es need not be coordi nated” (Schwantner, 1982). This | ends an
aspect of indetermnacy in this section, while the flutes and
clarinets performa variant of Mdttive 7. The narrator intones
the final words of the text beginning at neasure 394 and
concl udi ng by neasure 397. The final ten neasures feature a
greatly augnented version of Mtive 2 while the ensenble is
asked to sing (Figure 70). The singing and triplet notive grows
fainter until just the singers are left, dimnishing to niente.
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Figure 70: Mdtive 2 augnmentation, New Morning for the World.
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CHAPTER EI GHT

DI SCUSSI ON

Need for the Study

A conpositional voice as inportant as that of Joseph
Schwantner is worthy of nore performances in any nedium Since
1977, there have been hundreds of performances of ...and the
nount ai ns ri sing nowhere by professional, collegiate, and even
hi gh school ensenbl es worl dwi de. Likew se, performances of From
a Dark MIlenniumand In evening’s stillness... are nunerous,
and Recoil, though a relatively new conposition, is also
garnering nuch attention in the world of the wi nd ensenbl e.

In an age where a new orchestral work is considered
successful if it receives 10 performances, New Mrning for the
Wrld has proven to be a rare exception. It is estimted by
Schwant ner and Hel i con-Schott Music Corporation that New Mrning
has received over a hundred performances since its premere in
1982.

In addition, works for wind ensenble by Pulitzer Prize-

W nni ng conposers are relatively rare, and include conpositions
by John Corigliano, Mrton Gould, Gunther Schuller, WIIliam

Bol com John Har bi son, Bernard Rands, M chael Col grass, Sanuel
Barber, WIIiam Schuman, and Aaron Copl and, anong ot hers.

Al t hough this may suggest a |arge body of repertoire, sone of

t hese conposers (e.g., Barber, Copland, Corigliano), have
witten only one work for winds. To have avail abl e anot her
conposition froma respected and i nportant Anerican conposer isS

an opportunity that cannot be overl ooked.
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Backgr ound

The genesis of this project has its roots in a performance

of In evening's stillness... by the J.P. Taravella H gh School
Wnd O chestra on 28 February, 2004 at the Bands of Anerica
Nat i onal Concert Band Festival. In preparation for this

per f or mance, Joseph Schwant ner was contacted via email to
i nqui re about sone of the nore subtle aspects of the
conposi tion. Schwantner not only responded in a tinely manner,
but al so provided inval uabl e assi stance and suggesti ons over the
course of the following nonth. At all tinmes he was open to
guestions about style, articulation, and tenpi, and was happy to
gi ve direction when asked of him His assistance led to a
successful performance, and established Schwant ner as an open,
accessible, friendly, and supportive voice.
In the spring of 2005, the conposer’s assistance was once
again required during the final project of a wnd literature
cl ass. As before, Schwantner was glad to be of help, and the
final project, a study of Schwantner’s works for w nds up until
that time (the “poetic trilogy”), was presented at the Southern
Di vision Coll ege Band Directors National Association convention.
In the fall of 2006, while exploring topics for a
di ssertation, the idea of sonmehow addi ng anot her Schwant ner
conposition to the wind repertoire energed. Initial conpositions
considered for transcription included numerous chanber works,
but orchestral conpositions were largely ignored due to the
idiomatic witing for strings that could not successfully be
transferred to winds. It was this dissertation’s directing
prof essor, Richard Cary, who suggested a close | ook at New
Morning for the Wirld as a possible candidate for transcription.
The conposer was contacted via enmail to inquire about the

feasibility of a transcription. The response received was:
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The transcription of "New Mrning" is an excellent idea as
a part of your doctoral dissertation project at FSU "New
Morning is one of ny nost performed works and over the
years |'ve received nunerous inquiries about a wind version
of the piece but never had the tinme to consider it myself.

I f your transcription is successful, it may be that ny
publ i sher m ght be interested in making it avail able for
rental perfornmance? Since Helicon owns the copyright, you
w Il need to contact Schott, requesting permssion to nake
a transcription of "New Mdrning” for wind ensenble. It
seens to me that a transcription fromorchestra to w nd
ensenble is perfectly realizable and you have ny perm ssion
to proceed (email correspondence, 21 Septenber 2006).

Upon securing scores fromthe conposer, and after carefu
study of the nusic, it was decided that with nmuch of the
enphasi s al ready placed on wi nds and percussion, this work woul d
make a successful transition to the wind ensenble. The string
parts contained very little that could not be readily
transcri bed for wi nds or percussion, and the only question was
whet her the publisher would give perm ssion for such an
endeavour. On 16 Decenber 2006, the publishing conpany gave
perm ssion to transcribe the work, and the official contract was
executed on 22 February 2007 (see Appendix F).

Met hod

The process of transcription began in Novenber of 2006 with
the recei pt of two scores sent by the conposer: the autograph
manuscri pt edition and the revised edition used by Schott-
Hel i con as the performance score. The scores were studi ed and
notes were taken regarding sone of the intricacies to be
encountered. Especially inportant to note were string parts that
were idiomatic to the instrunent and m ght prove difficult to

transcribe into a wind or percussion instrunent.
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After careful consideration, it was decided to input the
exi sting wind and percussion parts first. This would allow the
transcriber to see clearly where the string parts were already
covered in the existing wind parts, and which string parts were
still in need of transcription. It also allowed the transcri ber
to remain faithful to the original intent of the conposer. The
process of entering the wind and percussion parts began on 8
Decenber 2006, and was conpl eted on 26 January 2007. The initi al
i nput was done using Final e™2006, MakeMusic Inc.’s nusic
not ati on software, and was upgraded to Finale™2007a in January.

After a three-week period of editing and proofing what had
al ready been inputted, the process of transcribing the string
parts and adjusting voicing and orchestrati on was begun on 16
February 2007. The process was finished on 10 March 2007.

Foll owi ng the conpletion of the transcription, several weeks
were spent proofing and editing to ensure the absences of
errata. A rough version of the finished score was presented to
Joseph Schwantner at the Coll ege Band Directors National

Associ ation convention in Ann Arbor, M chigan, on 31 March,
2007.

From t he begi nning, the issue of how to transcribe the
strings and howto alter the orchestrati on when needed were
paramount. General |y speaking, the contrabass parts were given
to the contrabass clarinet, the tuba, and the string bass part
(witten for two players). The cello parts were distributed
bet ween the bass clarinet, the tenor and baritone saxophone, and
t he euphoni um depending on tessitura and orchestral color
requirenents in the original. The viola parts were generally
di vi ded anong the clarinet, alto saxophone, and horn parts, and
the violin parts were given to flutes, clarinets, trunpets
(muted and non-nmuted), mallet percussion, and piano, again

dependent on the type of sound desired.
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When idiomatic string witing was encountered (such as
harnmoni cs or glisses), it was transcribed in different manners
according to the overall color of the section being transcribed.
For exanple, the violin harnonics found in the Introduction
section were transcribed using a conbination of piccolo, flutes,
E-flat clarinet, and soprano saxophone. The artificial harnonics
found in Section I, however, were transcribed using upper
woodwi nds and bowed netal | ophones (Figure 71). This techni que
was used not only for the effect it lent to the section and the
hi gh harnonic partials the vibraphone and crotal es are capable
of , but al so because they are elenents found in previous
Schwant ner conposi ti ons.
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Figure 71: Bowed netal | ophone, New Morning for the Wrld.

Anot her idiomatic problemencountered was the strings’
usage of glissando in neasures 100 to 105 (Figure 72), which
underline the narrator’s text. Due to the nature of string
instrunments, these glissandi can be perforned exceedingly soft,
as indicated in the original score. The performance of glissandi
on awnd instrunent is quite different, as there is no
i nstrunment (other than the tronbone) that is capable of a
continuous gliss in the manner called for in the original nusic.
The solution to this dilema proved difficult to cone by.
Schwant ner hi nmsel f suggested: “I would avoid the glisses
al together, it's just not possible for the winds to imtate this

string technique effectively. | would score the string chords
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into the winds (wthout the glisses)” (enmail correspondence, 21
February 2007).
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Figure 72: String glissandi, Oiginal, New Mirning for the Wrld.

It was a comm ttee nenber, Dr. Patrick Dunnigan, who
suggested that the gliss mght be approxi mted by using a
techni que used in a transcription of Mchael Daugherty’ s Red
Cape Tango. In this transcription, Mark Spede chose to
transcribe the string glisses as tuplets. The solution arrived
at for these particular glisses took the technique one step
further. By utilizing different types of tuplets (sextuplets,
quintuplets, triplets) in conmbination with eighth and sixteenth
notes, a blurred effect was achieved that hel ped approxi mte the
effect of a glissando. The instruments used were clarinets and
nmut ed trunpets (Figure 73).
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Figure 73: diss effect, New Morning for the World.

The section that begins with nmeasure 203 was originally
scored for strings. In deciding which instrunments to use for
this section, replicating the sound of the string section was
not an inportant consideration, however. Desiring a different
sonority to highlight the arrival of the B segnent, and taking a
cue from Karel Husa's transcription (fromband to orchestra) of
his own Music for Prague 1968, the B segnent was given to the
saxophone choir, paired with contrabass clarinet and string bass
to augnent the | ow tones.

Measure 218 proved a difficult challenge. It was inpossible
to use the bowed netal |l ophones because of the faster tenpo, and
using the sane instrunentation as in the previous instance of
har moni cs would yield too thick a texture. The decision was nade
to forego the faithful replication of the register used in the
original, and an approxi mati on of the sound was arrived at by
using only flutes and clarinets. It may be that bowed
net al | ophones coul d have been enpl oyed at the start of each
measure to assist wth the effect; future revisions of the score
may take a close | ook at that option.
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At measure 267, the addition of the nmuted trunpets to the
choir of saxophones yielded a slightly different col or than was
previ ously heard at neasure 203. This section was initially
transcribed into just the saxophones; the trunpets were |ater
added to help thicken the texture and provide an “edge” to the
sound that the saxophones could not provide adequately.

Measures 347-361 feature a conbination of clarinets and
horns that produces a nellow, warm sound greatly resenbling the
overall nood of the original string parts. The euphoni um part
was added |l ater on to hel p bal ance the sound and provide a | ow
voice that replicates the violoncello part fromthe original
score. The contrabass clarinet and string bass part substitute
the contrabass part.

The Coda proved to be the nost difficult section to
transcri be because of a conbination of soft dynam cs, natural
and artificial harnonics, and ability to sustain (Figure 74). A
variety of options were discarded as being too | oud, too thick,
and sinple not feasible. Using nmallet percussion was consi dered
to be too different a color fromthe original, even if
met al | ophones were bowed. In the end, a conbination of flutes
and clarinets was used, with flutes substituting for the upper

strings and clarinets substituting for the cello (Figure 75).
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Figure 74: Strings, Coda, New Mdrning for the Wrld.
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Fi gure 75: Wbodw nds, Coda, New Morning for the Wrld.

Schwantner’s nusic, as previously discussed, contains many
nonst andard notational devices and ideas. In sone cases these
“Schwant neri snms” proved difficult to recreate through the nusic
notation program and required |earning nore about the software
and its capabilities (or limtations). First and forenost of
these problens was the task of fitting 41 separate staves on an
117 x 17" sheet of paper without losing legibility. The solution
proved difficult and entailed “optim zing” the staves that were
not being used. This process renoves a stave froma page if the
instrunment is not being used. Using this process allowed for a
reduced nunber of staves on each page, but still presented
| egibility problens, especially in areas of the music where
there was nuch tutti playing.

To solve this dilema, it was decided to conbine parts when
rhythms were favorable (e.g., the trunpet 1, 2, and 3 parts were
all conbined on one line in several pages, as their rhythns were
simlar — see Figure 71). Unbeknownst to the transcriber, this
practice would | ater present nmjor problenms with part extraction
as a result of the software upgrade (Finale™2007a) and the new

“Li nked Parts” feature it offered. This solution allowed for an
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average of 33 staves to be presented on a page, maxim zing

legibility.
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Figure 76: Part Conbi nation, New Mdrning for the Wrld

Fol |l owi ng the usage of optimzation, it was realized that
it would be possible to recreate Schwantner’s previous use of
t he open score |ayout. After sonme correspondence with the
creators of the software, and consultation with an internet
forum dedi cated to Final e™ software, it was di scovered that
staves coul d be nade to di sappear and reappear within a given

page by using a function known as “staff styles.” Unfortunately,
to be effectively used, the entire docunent had to be un-
optim zed and the process had to be recreated.

The hiding of staves through staff styles created nore
problens than it solved. In certain cases, hiding certain staves
also hid the neter signatures. Additionally, instrunments that
began m d-page entered without a | abel or a clef (Figure 77),
whi ch woul d prove confusing to the conductor. Methods of
| abeling the instrument and addi ng the clef needed to be
expl or ed.

In order to | abel the instrunents, the software’s “Title”
text tool was used. For each and every m d- page appearance of an
instrunment (436 in total), a text |abel had to be generated. In
the cases of instrunents where clef could be an option (e.g.,
tronbone, bassoon, and euphoni um coul d be tenor or bass clef,
percussion could be null or treble clef, etc.), newclefs had to

be added by creating the needed clef as an articul ation, then
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using the articulation tool to apply the clef to the staff. In
the interest of continuity, a clef was added to all m d-page

entrances.

Pice. 1-2

F.1-2
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Figure 77: Md-page entrance, no |abel, New Mdrning for the Wrld.

The neter signatures in the transcription are |arger than
conventional usage normally requires, and generally appear in
three different places in the score: the top staff, a staff
| ocated near the mddle of the page, and a staff appearing
approximately three to four inches fromthe bottom of the page.
The | arger size was used for inproving legibility and to aid in
clarity with the 196 neter changes throughout the conposition.

The size and the placenent of the nmeter resulted in
unforeseen difficulties as well. In order to present only three
neter signatures, the neter signatures on every other staff had
to be renoved. However, there were many tinmes when the staff
that was designated to contain the neter signature was m ssing

on a page due to optim zation. The solution canme in the creation
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of another staff style that would “force” a meter signature on a
staff that did not have one.

Hi di ng staves al so created problens with the nunbering of
nmeasures. Because the neasure nunbers always occur at the bottom
of the page on the final staff, when any neasure on that staff
was hi dden, so was the nunber (see Figure 73). These m ssing
measur e nunbers were added back in by creating yet another staff
style that allowed a neasure to be hidden, but showed the
nmeasure nunbers, clefs, and tine signature. These then had to be
covered up by a blank text box so that a clef, for exanple,
woul d not appear in the mddle of a blank space.
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Figure 78: M ssing neasure nunber, Froma Dark MIIennium

Due to the nunerous neter changes and the use of
conpound asymetrical neters, pulse indications were inserted
above each instance of these neters. In nost cases, these were
indications originally given in the orchestral version by
Schwantner. There is one exception: The (2+2+3) indication for

the 7/8 neasure at 49. The pattern is not easy to discern from
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t he beam ng of the neasure in the original, as there is

conflicting information (Figure 79).
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Figure 79: 7/ 8 beaming, Froma Dark M| ennium

The bottomline (Violin |I) suggests a pattern of 2+2+3, but
the upper line (Trunpet |) confuses the issue, as it is barred
3+1+3. This was solved in the transcription by breaking the
first quarter note in the trunpet line into two eighth notes
tied together (Figure 80).
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Fi gure 80: Re-beaning, 7/8, New Morning for the World.
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These i ssues were overconme over the period of a couple of
weeks. The single nost difficult task that energed fromthis
transcription was the extraction of the individual instrunent
parts in preparation for perfornmance. Problens arose because of
the practice of conmbining parts within one stave (see Figure
76). Additional problens were encountered when naki ng changes in
the parts that were “linked” to the score using the new Finale™
feature. Essentially, when a hidden stave was renoved on a part,
the change also affected the score. In the end, each
instrunmental part had to be extracted separately, and changes
had to be nmade on a case-by-case basis. The nost tinme-consum ng
changes dealt with m ssing staves on instrunmental parts that had
to be restored so that the players could count the correct
nunbers of neasures of rest.

The process of part extraction and editing took an
addi tional two weeks, and continued through the rehearsals
| eading up to the perfornance, as errata were found. The final
revision of the score and parts, in preparation for publication,
was conpleted on 9 June 2007.
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APPENDI X A

PCETI C | NSPI RATI ONS

..and the nountains rising nowhere

ARl OSO
nowher e
rising
nount ai ns
t he
and

ari oso bel | s

sepi a

noon- beamns

an afternoon sun bl anked by rains
and the nountains rising nowhere
t he sound returns

t he sound and the silence chines

-Carol Adler

Froma Dark M I | enni um

SANCTUARY...

Deep forests
a play of Shadows
nost anci ent nurnmuri ngs
froma dark m | ennium
the trenbling fragrance
of the music of anber
-Joseph Schwant ner

In Evening’'s Still ness

In evening’ s stillness
a gentle breeze,
di stant thunder
encircles the silence.
-Joseph Schwant ner
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APPENDI X B

PERCUSSI ON EQUI PMENT

...and the nopuntains rising nowhere (1977)

Si x Percussionists playing a total of 46 percussion instrunents,
i ncl udi ng):

Bass Drums (3)

Bell Tree

Crot al es

G ockenspiels (2)

Mar i mba

Suspended Cynbal s (10)
Tamtans (2)

Ti nbal es

Ti npani

Tom Tons (3 sets of 4, 4, and 3)
Triangl es (6)

Tubul ar Bel |'s

Vi br aphones (2)

Wat er Gongs (2)

Xyl ophones (2)

Froma Dark M| enni um (1980)

Si x Percussionists playing a total of 31 percussion instrunents,
i ncl udi ng):

Bass Drum (Large)

Bass Drum ( Medi um Lar ge)
Crotal es

G ockenspi el

Mar i nba

Reno Rototons (6 drumns)
Suspended Cynbal (Large)
Suspended Cynbal (Medium -2)
Suspended Cynbal (Small)
Suspended Triangl e (Large)
Tam tam (Lar ge)

Tamtam ( Medi um Lar ge)

Ti mbal es (4)

Ti npani

Tom Tons (1 set of 3)
Tubul ar Bel I's
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Vi br aphone (2)
Xyl ophone

In evening' s stillness... (1996)

Fi ve Percussionists playing a total of 23 percussion
i nstruments, including):

Bass Drum (2)

Bongos

Crotal es

G ockenspi el

Mari nba (2)
Tamtam (2)

Ti mbal es

Ti npani

Tom Tons (1 set of 4)
Triangle (4)

Tubul ar Bel |'s
Vi br aphone (2)
Xyl ophone

Recoi |l (2004)

Fi ve Percussionists playing a total of 33 percussion
i nstruments, including):

Anvi |

Bass Drum (2)

Bongos

Brake Druns (4)

Conga drum

Cowbel I (I arge)

Crot al es

G ockenspi el

Mar i nba

Suspended Cynbal (I arge)
Suspended Cynbal (nedi um
Suspended Cynbal (small)
Tam tam (Lar ge)

Tam tam (medi un
Tamtam (snal | )

Tenor Drum

Ti nbal es

Ti npani
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Tom Tons (1 set of 4)
Triangl e (nmedium
Triangle (small)
Triangl es (Large -2)
Tubul ar Bel I's

Vi br aphone

Xyl ophone

New Morning for the Wrld (O chestra Version, 1982)

Fi ve Percussionists playing a total of 25 percussion
i nstruments, including):

Bass Drum (2)
Crotal es

G ockenspi el

Mar i nba

Smal | button Gong
Suspended Cynbal s (2)
Tam tam (3)

Ti nbal es (2 pairs)

Ti npani

Tomtons (2 sets of 3)
Triangle (2)

Tubul ar Bel I's

Vi br aphone

Xyl ophone

New Morning for the Wrld (Wnd Version, 2007)

Si x Percussionists playing a total of 29 percussion instrunents,
i ncl udi ng):

Bass Drum (2)
Crotal es

G ockenspi el

Mari mba (2)

Smal | button Gong
Suspended Cynbal s (2)
Tamtam (3)

Ti nbal es (2 pairs)

Ti npani

Tomtons (2 sets of 3)
Triangle (2)

Tubul ar Bel |'s

Vi br aphone (2)

Xyl ophone (2)
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APPENDI X C

NEW MORNI NG FOR THE WORLD TEXTS

There cones a time when people get tired — tired of being
segregated and humliated, tired of being kicked about by the
brutal feet of oppression.

We are going to walk non-violently and peacefully to let the
nation and the world know that we are tired now. W’ve |ived
with slavery and segregation threeEPundred and forty-five years.
W waited a long tinme for freedom

Before the pilgrinms | anded at Plynouth, we were here. Before the
pen of Jefferson etched across the pages of history the majestic
words of the Declaration of |Independence, we were here. For nore
than two centuries our forefathers labored in this country

wi t hout wages — and built the homes of their masters in the

m dst of brutal injustice and shaneful humliation. And yet out
of a bottomess vitality, they continued to thrive and devel op.
If the inexpressible cruelties of slavery could not stop us, the
opposition we now face will surely fail. We will win our freedom
because the sacred heritage of our nation apd the eternal wll

of God are enbodied in our echoing dermands.

Now is the tinme to make real the prom se of denbcracy. Now it
the tine to rise fromthe dark and desol ate val |l ey of
segregation to the sunlit path of racial justice. Now it the
time to lift our nation fromthe quicksands of racial injustice
to the solid rock of brotherhood. Nowis the tinme to nmake
justice a reality to all of God's children. W cannot wal k

al one. As we wal k, we must nake the pledge that we shall al ways
mar ch ahead. We cannot turn back. No, no, we are not satisfied
and we will not be satisfied until justice rolls_down |ike

wat ers, and righteousness |ike a m ghty stream i

We're on the nove now — neither the burning of our churches nor

the beating and killing of our clergy men will stop us. W’'re on
the nove now — ny people listen! The battle is in our hands — |
know sone of you are asking “How long will it take?” | cone to

say to you however difficult the nmonent, however frustrating the
hour, it will not be |ong because truth pressed to the earth

From STRI DE TOMRD FREEDOM by Martin Luther King, Jr. © Copyright 1958
From BEHI ND THE SELMA MARCH by Martin Luther King, Jr. © Copyright 1965

From LETTER FROM Bl RM NGHAM JAIL by Martin Luther King, Jr. © Copyright 1963, 1964
From| HAVE A DREAM by Martin Luther King, Jr. © Copyright 1963

A W N P
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will rise again. How I ong? Not |ong because no lie can live
forever. How | ong? Not | ong because you will reap what you sow.
How | ong? Not | ong because tﬁe arm of the noral universe is |ong
but it bends toward justice.

When the history books are witten in future generations, the
historians will have pause and say, “There lived a great people
— bl ack people — who injected new neaning and dignity into the
vei ns of civiliéation.” This is our challenge and our
responsibility.

o

| have a dream

The dreamis one of equality of opportunity, of privilege and
property widely distributed; a dreamof a | and where men w ||
not take necessities fromthe many to give luxuries to the few,
a dream of a |land where nen do not argue that the color of a
man’s skin determ nes the content of his character; a dreamof a
pl ace where all our gifts and resources are held not for

oursel ves al one but as instrunments of service for the rest of
humanity; the dream of a country where every nan will respect
the dignity and worth of all human personality, and nen wl|
dare to live together as brothers. Wenever it is fulfilled, we
will energe fromthe bl eak and desol ate m dni ght of man’s

i nhumanity to man into the bright and gl owi ng Eﬁybreak of
freedomand justice for all of God’ s children.

Al texts used by perm ssion of Joan Daves.

From BEHI ND THE SELMA MARCH by Martin Luther King, Jr. © Copyright 1965
From STRI DE TOMRD FREEDOM by Martin Luther King, Jr. © Copyright 1958
From| HAVE A DREAM by Martin Luther King, Jr. © Copyright 1963

© Copyright 1958, 1963 by Martin Luther King, Jr.
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APPENDI X D
SELECTED WORKS BY JOSEPH SCHWANTNER

Angel fire "Fantasy"” for Amplified Violin and O chestra
conmm ssi oned by the Howard Hanson Menorial Institute of the
University of Rochester's Eastman School of Misic.

2-1-E. Hn-2(2Bs.cl)-2; 4-2-2-; anp. pf; hp; tinp; perc (3); solo
anp. vln; strings [18] [Helicon]

Beyond Autumm "Poent for Horn and Orchestra

conmm ssioned by the International Horn Society with and the
Dal | as Synphony. 2-picc-2-E Hn-2-Bs O -2-C bsn; 4-3-2-Bs tbn-1;
perc (3); tinp; anp pf; hp; solo Hn; strings

[19'] [Helicon]

"Eveni ng Land" Synphony

conmmi ssi oned by the Barl ow Endowent and the St. Louis Synphony
3(3.pic)-3(3.E HN)-3(3.bs.cl)-3(3.chbsn.); 4-3-3

1; pf/ harpsichord; tinp; perc(3); str;soprano solo (novenent two)
Text by Par Lagerkvist fromhis collection of poens,

"Aftonland,"” translated by WH. Auden and Leif Sjoberg [30'] [EA
781 Study Score] [Helicon]

Concerto for Piano and Orchestra

conmm ssi oned by the Chase Manhattan Bank for The New York
Festival of the Arts 2(2.picc)-2(2. EH)-2(2.Bs.d)-2; 2-2-2-
1; cel; perc (2); strings

[29'] [EA 802 Study Score] [Helicon]

D stant Runes and Incantations for Piano solo (anplified) and
Orchestra comm ssioned by the Los Angel es Chanber Orchestra
2(2.pic)-2(2.E hn)-2(2.b cl)-2; 2-2-0-0; cel; perc (2);strings
[15'] [EA 541 Study Score] [Helicon]

Dreantal | er- Three Songs for Soprano, Violin solo and Orchestra
comm ssioned by the St. Paul Chanber Orchestra

1(al fl)-2(2.E hn)-1(b cl)-2; 2-1-0-0; 2-1-0-0; pf/cel; perc;
strings [21'] [Helicon]

Freeflight "Fanfares" & "Fantasy"

commi ssi oned by the Boston Pops Orchestra, John WIllianms Misic
Director 3(3.picc)-3-3(3.bs cl)-3(3.cbn); 4-3-3-1; pf; hp;
tinmp; perc (3); strings [6'] [Helicon]
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From Afar..."A Fantasy for Guitar and Orchestra"

commi ssioned by the St. Louis Synphony Orchestra

3(3.picc)- 3(3.E HN)-3(3 b cl)-3(3.cbsn); 4-3-3-1; pf/cel, hp;
tinp, perc (3); strings, anped guitar [16'] [Helicon]

Magabunda (W tchnonad) "four Poens of Agueda Pizarro" for
Soprano and Orchestra comm ssioned by the St. Louis Synphony
Orchestra

4(3.al fl, 4.picc)-3(3.E hn)-3(2.E-flat, 3.b cl)-3(3.cbsn); 4-3-
3-1; anp pf/cel, hp; tinp, perc (4); strings [29'] [EA 516 Study
Score] [Helicon]

A Play of Shadows for Flute and Chanber Orchestra
Consortium Commi ssi on from Ransom W1 son, Paul a Robi son, and
Carol Wncenc 2(2.picc)-2-2(2.bs cl)-2; 2-1-1-0; pf; hp; perc
(3); strings; solo flute [15'] [Helicon]

A Sudden Rai nbow

Sai nt Louis Synphony Orchestra, February 1986

Meet the Conposer Residency Conmi ssion

3(3.picc)-3(3.E hn)-3(3.b cl)-3(3.cbsn); 4-3-3-1; pf, cel, harp;
tinmp, perc (3); strings

[15'] [EA 558 Study Score] [Helicon]

Towar d Li ght

conmmi ssi oned by the Canton Synphony Orchestra
3(3.pic)-3-3-3; 4-3-3-1; pf (2), hp; tinp, perc (3); strings
[22'] [EA 701 Study Score] [Helicon]

Aftertones of Infinity

conmi ssi oned by the Anmerican Conposer's Orchestra
2(2.picc)-2(2.E Hn)-2-2 4-2-3-1; T, Pf/Cel, hp; tinp; perc (3);
strings [14'] [P66790 Study Score] [CF Peters]

(Wnner: The 1979 Pulitzer Prize in Misic)

Modus Cael esti s

12 flutes, 12 strings, 3 percussion, Celeste and Piano
prem ere performance- Eastman School of Music Nov,. 1972
[12'] [Helicon]
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APPENDI X E

SELECTED DI SCOGRAPHY

..and the nountains rising nowhere

EASTMAN WIND ENSEMBLE ,
r»'\m.. '\I_"‘\.cE_nLi -ﬁ

%

E)f}rz?‘/n wers

Rel ease Date: 05/19/1992

Label : |[Sony C assical| Catal og #: 47198 Spars
Code: DDD

Conduct or: |Donal d Hunsber ger |

Orchestral/ Ensenbl e: [East man W nd Ensennbl e
Nunmber of Discs: 1

Recorded in: Stereo

Length: 1 Hours 16 M ns.

Rel ease Date: 11/19/1996
Label : [Klavier Records| Catal og #: 11079 Spars
Code: DDD

Conduct or: [Fugene M gli1aro Cor poron|

Orchestra/ Ensenble: North Texas University Wnd |
Ensenbl e

Nunber of Discs: 1

Recorded in: Stereo

Length: 1 Hours 13 M ns.

Froma Dark M I I ennium

Rel ease Date: 11/24/1998

Label : Kl avier Records| Catalog #: 11089 Spars
Code: DDD

Conduct or: [Eugene M gliaro Cor poron|

Orchestra/ Ensemble: North Texas University Wnd |
Ensenbl e
Nunber of Discs: 1

Recorded in: Stereo
Length: 1 Hours 11 M ns.

In evening's stillness...

Rel ease Date: 11/18/1997
Label : Kl avier Records| Catalog #: 11084 Spars
Code: DDD

Conductor: [Eugene M gliaro Corporon
O chestral/ Ensenbl e: ri exas University
nse e

Nunmber of Discs: 1
Recorded in: Stereo
Length: 1 Hours 13 M ns.
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http://www.arkivmusic.com/classical/Label?label_id=1066
http://www.arkivmusic.com/classical/Drilldown?&name_id=56116&name_role=3
http://www.arkivmusic.com/classical/Drilldown?&name_id=61832&name_role=4
http://www.arkivmusic.com/classical/Label?label_id=1203
http://www.arkivmusic.com/classical/Drilldown?&name_id=106830&name_role=3
http://www.arkivmusic.com/classical/Drilldown?&name_id=65166&name_role=4
http://www.arkivmusic.com/classical/Drilldown?&name_id=65166&name_role=4
http://www.arkivmusic.com/classical/Label?label_id=1203
http://www.arkivmusic.com/classical/Drilldown?&name_id=106830&name_role=3
http://www.arkivmusic.com/classical/Drilldown?&name_id=65166&name_role=4
http://www.arkivmusic.com/classical/Drilldown?&name_id=65166&name_role=4
http://www.arkivmusic.com/classical/Label?label_id=1203
http://www.arkivmusic.com/classical/Drilldown?&name_id=106830&name_role=3
http://www.arkivmusic.com/classical/Drilldown?&name_id=65166&name_role=4
http://www.arkivmusic.com/classical/Drilldown?&name_id=65166&name_role=4

Recoi |

Rel ease Date: 05/09/06

Label : Catal og #: BOOOF9RLIO Spars Code: DDD
Conduct or: Eugene M gliaro Corporon

O chestra/ Ensenbl e: North Texas University Wnd |
Ensenbl e
Nurmber of Discs: 2
Recorded in: Stereo

Per cussi on Concerto

Rel ease Date: 02/19/05

Label : Catal og #: K 11153 Spars Code: DDD
Conduct or: Eugene M gliaro Corporon

Orchestra/ Ensenbl e: North Texas University Wnd |
Ensen‘ol e
Nurmber of Discs: 1
Recorded in: Stereo

New Morning for the Wrld

Rel ease Date: 09/16/1997

Label : Cat al og #: B000003G77 Spars Code: DDD
Conductor: Leonard Sl atkin

O chestral/ Ensenbl e: National Synphony Orchestra
Nunber of Discs: 1

Recorded in: Stereo

Rel ease Date: 01/17/1995

Label : Catal og #: 000001SI5 Spars Code: DDD
Conduct or: James DePri est

O chestral/ Ensenbl e: Oregon Synphony Orchestra
Number of Discs: 1

Recorded in: Stereo
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http://www.arkivmusic.com/classical/Drilldown?&name_id=65166&name_role=4
http://www.arkivmusic.com/classical/Label?label_id=1203
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http://www.arkivmusic.com/classical/Drilldown?&name_id=65166&name_role=4
http://www.arkivmusic.com/classical/Label?label_id=1203
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APPENDI X F

PERM SSI ON TO ARRANGE

February 21, 2007

Mr. Nikk Pilato
103 Barbara Strest
Tallahassee FL. 32304

RE: Joseph Schwantner NEW MORNING FOR THE WORLD
Dear Mr. Pilato:

Thank you for your e-mails requesting permission to amange the above mentioned work for
Wind Ensemble/Wind Orchestra plus narrator. We are pleased fo let you know that you may
perform your Arrangement under the following conditions:

L The Arrangement may be performed at Florida State University on or about April 20,
2007, only. No more than one (1} copy of the Arrangement may be produced for such
purpose. It is understood that you are creating this Armengement as a project for your
doctoral dissertation being completed at Florida State University.

! No rght to record or to reproduce copies excepl as provided for you in paragraph 1 of
this agreement iz granied to you. You agree not to sell, loan, lease or distribute in any
manner (except for the use of the copies as provided for in peragraph | of this
agreement), copies of the Armngement to any individual or organization,

3, The Arranger is not entitled to collect any income samed in connection with the use of
the Arrangement, including but not limited 1o mechanical, small rights, synchronization
and performance income.

4. All copies of the Arrangement shall bear the following copyright notice, displayed
prominently:

Joseph Schwaniner NEW MORNING FOR THE WORLD

© 1982 by Schott Helicon Music Corporation

This arrangement for Wind Ensemble/Wind Orchestra © 2007 by Schott Helicon Music
Corporation

All Rights Reserved

Used by permission

(continued)

EUROPEAN AMERICAN MUSIC DISTRIBUTORS LLC | 35 Bast 2= Shest | B Floor | Mew York NY 10010-6212 USA
MHHJIT'leif:ﬂZ‘IImm[m:m.—.nﬂln:m|n—mﬂ:ﬂhﬂmm
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Wars eyl i Lvary | el s Fubifig gt | Lipiie-besk] ks P, fa | Lrdmrad Mhask Faklabing Cores.
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M. Mikk Pilato
February 21, 2007
Page 2

5, This permission shall in no case be valid for more than one (1) yesr from the date hereof:

6. You agree to provide us with one copy of the full score of the Arrangement as well as &
recording of the Arrangement upon completion.

1. There will be no fee for this permission.

Flease gipnify your acceptance by signing and dating each copy of this letter where indicated
below, and returning both copies to us for countersipnature, One fully executed document will
then be mailed to you for your files. Your signature below shall assign to Schott Helicon Music
Corporation your rights and title to and in the Arrenpement and the sole right of repgistering the
copyright in our name or the name of our designee,

This agreement shall not be considered to be in effect until all of the above conditions have been
met. This license agreement sets forth our entire understanding and may not be modified ar
amended except by written agreement signed by authorized signatories of both of our companies.

Sincerely,

EUROPEAN AMERICAN MUSIC A and Accepted this

DISTRIBUTORS LLC 2i&  day of @ﬂﬂf% , 2007.

Agent for Schott Helicon Music Mikk Pilata =

Cn}'pm'arim: /
(et for -

By By

ry
r
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APPENDI X G

TRANSCRI PTI ON DETAI LS

Due to copyright restrictions, the transcription cannot be
reproduced in this dissertation. The score and performance
materials for the transcription of New Morning for the Wrld are
avail able for rent through Schott-Helicon. The contact

information is:

Schott Music Corporation

Uni versal Edition AG — European Anerican Misic
254 W 31st Street, 15th Fl oor

New Yor k, NY 10001

212. 461. 6943(p)

www. schot t - nusi c. com
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APPENDI X H

PERM SSI ON FOR MUSI CAL SAMPLES

The perm ssion for all of the nusical exanples used in this work
was granted to the author by Schott Miusic and is used by
perm ssion of European Anerican Music Distributors LLC

Schwant ner ...AND THE MOUNTAINS RI SI NG NOMHERE

© 1977 Schott Helicon Misic

Al'l Rights Reserved

Used by Perm ssion of European Anmerican Music Distributors LLC,
sole U S. and Canadi an agent for Schott Helicon Corporation.

Schwant ner MJSI C OF AMBER

© 1981 Schott Helicon Misic

Al'l Rights Reserved

Used by Perm ssion of European Anerican Miusic Distributors LLC
sole U S. and Canadi an agent for Schott Helicon Corporation.

Schwant ner FROM A DARK M LLENNI UM

© 1981 Schott Helicon Misic

Al'l Rights Reserved

Used by Perm ssion of European Anerican Miusic Distributors LLC
sole U S. and Canadi an agent for Schott Helicon Corporation.

Schwant ner NEW MORNI NG FOR THE WORLD

© 1982 Schott Helicon Misic

Al Rights Reserved

Used by Perm ssion of European Anerican Miusic Distributors LLC
sole U S. and Canadi an agent for Schott Helicon Corporation.

Schwant ner | N EVENING S STI LLNESS. . .

© 1996 Schott Helicon Misic

Al Rights Reserved

Used by Perm ssion of European Anerican Music Distributors LLC,
sole U S. and Canadi an agent for Schott Helicon Corporation.

Schwant ner RECO L

© 2004 Schott Helicon Misic

Al Rights Reserved

Used by Perm ssion of European Anmerican Music Distributors LLC,
sole U S. and Canadi an agent for Schott Helicon Corporation.
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