CHAPTER ﬁ

Musical Analysis and

Score Preparation

Mrs. Gomez is feflecting back on her third period’s vehearsal, trying to
decide whar had gone uvong. The Girls Ensemble had been extremely
frustrated while reheavsing the new piece she had selectzd for them o
perform at the graduation ceremony in two weeks. In fact, things had
gone so badly she wonders whether the choir's cool veception of the
piece can be overcome.

Mrs. Gomer had not had tme {0 soedy the music before the
rehearsal, but she wasn't partiodarly worried. She figrred she could
Just leart the pece along with the gris. As she thought back over the
rehearsal, however, she was surprised w realize that her lack of prepa-
ration had made a difference! Becuuse she couldn't provide the guid-
ance necessary s lead the cholr throwgh s fist experience with the
new music, Mrs. Gomer was frusteated with hersell And becanuse of
this lack of leadership from their divector, the choir was wnsuccesshel
mustcally and equally frustrated. The rehearsal had abmost beem a sotal

waste of rime.

Unfortunately, situations such as this ope happen more frequent-
ly than they should. Because of an unteakistic schedule or an
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vnforeseen event of emergency situation, choral directors may have
t0 go into a rehearsal without adequately studying the music. OF
course, emergencies do happen, bur these circumstances should be
the exception and not the rule. Carefut preparation of the music to
be rehearsed will vield benefits ranging from rehearsal discipline all
the way to the final pedformance of the music.

Aural and Visual Study of the Music

The first thing most directors want to know when they find a new
piece for their choir to perform is how the music sounds. Listening
repeatediy 1o recordings of various performances of the music is
always helpful in formulating a concept of the work as a. whole. So
vou will have a variery of interpretations to consider as you for-
mulate your own interpretation, listen to several different per-
forming groups if available. ¥ no recordings are available, playing
the piece on the piano will give you a good idea how the music
sounds. Remember, however, that the music will have a slighty
diferent sound when 2 choir sings it than when you play it.
After establishing a holistic concepr of the piece, more derailed
study at the pianc or by singing each individual line yourself wiil
help you become familiar with each part and its relation 1o the
other parts and o the accompanirment, if any. First, take the dme
required to play or sing each individual part from beginning ro
end o locate any difficult intervals ot thythmic patterns singers
will encounter. After studying, listening to, and singing each indi-
vidual line, play various combinations of parts together to dis-
cover how the different voices relate to one another, any difficalt
intervals between parts, if the voice parts cross each other at any
point, and potential thythmic difficulties created by ali parts
singing topether. Finally, play the accompaniment to discover its
relationship to the vocal pares. Is it independent or supportive?
Listening to recordings, plaving the piece on the piano, and
singing ¢ach individual line will help to create zn aural map of the
music to be rehearsed and performed. An aural map is 2 madel in
the director’s mind and ear of the way the music should sound when
petformed correctly. This sound is so securely in place tha: the
director can evaluare the choir's success without the aid of the
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Conductors studying the music prior 1o rehearsal. Photograph by Thom
Euing.
piano. As the singers rehearse the piece, their efforts will be mea-
sured against the director's expectations. Obviously, if the aural
map is niot in place by the fiest rehearsal, the direceor will not know
whether the choit’s effores are comrect, and consequently, will hayve

lictle idea as to how to help the singers improve. This was part of
Muts. Gamez'’s problem in this chapter’s scenario.

In addicion to the aural study, you must make a detailed visual
study of the scare prior to the first rehearsal. Aspects of the music
o notice include tempo, text, dynamics, important entrances,

repeated motives, potential thythmic, harmonic, and melodic diffi- -

culties, diction problems, and so forch.

The questions and their snswers shown in Figure 7.1 will serve as
a guide to show just how thorough a choral director’s study of the
music should be. This study needs to happen befors the first
rehearsal. The questions on the form may be used for any piece of
music, but what will be a significant question for one musical selec:
tion may not be significant for another .

Because this study is intended for the director’s preparation for
rchearsal, answers o the questions should have a direct impace on
how you will approach the piece with the choir as well as what

teaching strategies you might use. Through your study, you may dis-
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Figure V.1  G. Schirmer’s Choral Church Music, Ne. 26. “Lift Thine
Eves to the Mountains,” 1rip from Elijsh for three-part chorus of women's
voices o cappells. Copyright € 1918 (Renewed) by G. Schirmer, Inc.

by pemission of G Schirmet, Ine. (ASCAP}
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Figure 7.1  Continued

cover potental difficulties wirthin the music that can be solved eas-
ily by creating warm-up or sightsinging exercises to deal with the
problem. Locating these porential rouble spots in the music and
contemplating possible solutions o the problems before rehearsa
will save valuzble rehearsal time. :

Thile: “Lift Thine Eyes”
Composer: Felix Mendelssohn
Publisher: G. Schirmer {Hal Leonard) HL 50292660

Texy

1. Whar {who} is the source of the text? Psalm 121:1-3.
2. What meaning and/or mocd does the text convey? The text is an inspi-
rational and uplifting one that suggests God will offer help throughout

out bves.

3. Is there any word painting? If so, whers? Yes. The melodic line
ascends on the texr “Lift thine eyes™; high ranges for the words “Lord”
{measure 13) 2nd “mountzins” (mezsure 31); the melodic and har-
monic movement is minimal on the words “Thy keeper will never slum-
ber” (measures 2124}, suggesting the steadfast and faichfil nacme of
God’s promise to be with us throughour our lives.
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4. Are there apy potentizl dicion problems? If so, where? Yes. The words
“lift Thine™ (pronuuncing the “fi" tollowed by “TH"); singing through the
"I" of *help”; a deep envugh “ah” in <he diphthong of *mountains™; and
the final vowels in “mountaing,” “cometh,” and “heaven.”

5. Does the text present potential problerns with word stress? B so, what
words and where? Yes. Singers will have a tendency wo stess the final syllables
of “comneth,” *mewmtains,” and “moved.” and will possibly wang & do the
same tvpe of ching og1 the second nowe for the word “earth” {(rneasvre 16,

Fomru

i. What is the overall form of the composition? The form of the piece is
ABA', with the B section containing chree smaller secrions within: &t (x
from meastwes 316, b from measures 17-20, and ¢ from measures 21-275

2. Dnrring which section does the climax of the entire plece occur (if
there is a <limax}? The climax occurs on the words “never slumber” in
the B section, righr before the tetum of A, measures 75-17.

Merotyy

L. Does {dos} the melodylies} consist predominately of short or dong
phrases? The phrases are poedominately long nnes.

2. 1s the melody predominately conjunct or disjuncs? The melodic move- -
ment it Secrion A i predominarely disjunct, while the melodic move-
ment in Section B ts more conjuner

3. ks there a short meiodic motive on which much ar all of the piece is
based? ¥ so, what is it? No.

4. Are there any problem intervals {within one part or between parts)?
stn what and where? Cenerallt, no. In measure 31, Sopranc | may have
difficulty controlling the descent from g@ down o & with the change in
dynamics required, and alf pares will have to listen and une carefully dur-
ing the harmoric changes within che subsections of the B section.

HapMowy

L In what key is the music written? Does it madulate? If so, to what
kev(s) and where does it happen? The A section is in the kev of I the B
section is written in A major and E minos, and concludes with a dominarn:
seventh chord in the key of I major to set up the retum of the A’ section.

1. Is the harmonic rhythm predeminately fast, medivrn, or slow? The
harmonic thythm is medivm during the A section, and mediem fase in
the B secrion.

3. Degcribe the harmonic langizage. The harmony in the A sections is dia-
tonic. Related to the brief modulations, the hammony is more chromaric
it the B section.
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4. Are there any significant points of dissonance? No.

5. Are there places where the chord movemenis be difficule or awk-
watd for the choir? If so, where? Np. e o

FHyT3Md

1. Is there one rhythmic motive on which much ar all of the rhythmic
structire is based? If so, what is #t? No.

2. What is the tempo? Does this make any rhythaic execution difficult?
If 50, what and where? The tempo is marked “andante” and will not
make any thythmic execution difficult.

3. Are there any meter changes? If yes, what note value will remain con-
stant! The meter remains in 2/4 throughout.

TEXTURE

FF;EEHEE%EEHE&R#EHH#EF
where does it change? The textuze is generally thick, with all three parts
singing cogether most of the time.

. 2. Is the composition predomimantly monophonic, polyphonic, hemo-

phosic, or a mivture? Describe. The A sections are homaphonic, while
the B section is more imicative.

3. Characterize the icoompaniment and its retationship to the choral
paris. The piece is unaccompanied.

Dnamics

_.éwnﬁagﬂgi?ﬁnmggﬂﬁ
scheme for Section A: p sfz p; Section B p == == p;p == iswb b
== f == ; Section A pszpskp.

2. Are there any places where dynamics are "written into the music™

. {chrongh the addition of voices or use of range, etc.) If 0, where? Yes.
The use of range helps to create the sforzando in measures 2, 29, and’
mmlwm.agﬂgﬁsvﬂwﬁgﬁﬂﬂﬁo%mmam&wﬁgs
.&qg_r&ﬁﬁﬂnmﬂwﬂﬁg?ﬁmﬁ_ﬁaﬂnﬁmﬁ%&g

in measare 5.

RELATIONSHIF OF PARTS

1. Are there places in the music where one section of the chair is more
important than the others? If so, where! Due to rhe homophonic tex-
ture in the A and A" sections, the melody (Sopranc I) is very important.
Fﬁnmﬂnnﬁruzﬂﬂéﬁngﬁzrfﬁngmﬂ,mﬁ%
Pation in the Sopranc [1 part will need to e brought out.
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2. Are there any groupings of choir sectioms into duets, trios, or other
textutes! If so, where? In measures 21-24, the Soprano I and Al
move together as they answer the Sopmo I's preceding staterents.

3. Are there rhythmic or melodic similarities between parts that conld be
taught at the same time? If 30, where? Yes. “Thy help cometh” {measures
9-11) and “Thy keeper will never slumber™ (measures 21-24) are similar

HISTORICAL BACKGROUND

1. During what period of music history was the piece written? The piece
was written in the early Rommtic period.

2. What characteristics of the period are found in the music you are
studving? Characteristics include an emotional sewting achieved chiefty
through the use of extreme dynamics, sudden changes in dynamics, and

3. What performance practices would be applicable to the stedy and
performance of this piece? *Lift Thine Fyes,™ a tris from the otatorie,
Elgah, was written for three solo voices. To be faithful to Mendelssohn's
otiginal intent, the piece should be performed by three soloists.
Frequently, however, this trio i included in choral anthologies and on
music conrest lists, and # often sung by choirs of girls or women. A full-
bodied sound would certainly be approprizte since, during the Romantic
period, women: rather than boys would have sung dhis piece.

4. What circumstances {persoital, musical, andfor bistorical) surcound-
ed the composer at the rfime this plece was written! Mendelssohn
{1809—1847) was a German composet whose music was influenced more
by Bach, Handel, and Mozmn: than by his Romantic contemporarias.
Eljoch was composed in response o an invitation from the city of
Birmingham, England, o be performed at its annual music festival where
Mendelssohn had previously conducted his oramorio, Se. Bnd, Writen
between 1844 and 1846, Elijch was performed just fifteen days after its
completion. (Mendelssohn died in 1347 ar the age of thirry-eight.

The original banguage & German, and the ext of Eljoh is based on |

Kings 17-19. Auvthoritics claim duar the Enghsh oanslation, which is

most often heard, & far more popular than the German original. “Lift
Thine Eyés" falls right before the equally popular and well-known chorus
. kzﬂﬁfﬁrggnngwaﬂgwﬂwﬂningﬁﬁn_ﬂw&u%

CONDUCTING CONSIDERATIONS

L. Check the meter and tempo of the composition. What conducting
pattern will you use? Since the tempo is marked andante and the meter
is 2/4, the piece should be conductad in a 2 pattern.

2. Check the text and tempo of the composition. What style(s) of con-
ducting (legato, marcate, etc.) will be appropriate? Will this style
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In the B section, the pattern should ke slighrly ﬂw legaro.

3. Locate important entrances and cutoffs. Mark them in the score (see
Figure 7.23.

4. Locate any ehythmic values that wifl need 10 be shortened o allow for
breathing. Mark them in the score (see Fipure 7.2).

Marking the Score

An important part of your music study is marking the score. S0 that you
can remind yourself of important occurrences by taking a quick glance
at the music, use a colored pencil (preferably the erasable kind); and
choose carefully whar you mark so the score will not look cluttered.

Where each voice part will breathe throughout the piece is an
iraportant aspect to consider and mark in the music. Often, a note
value will need to be shortened by an eighth note or a quarter note to
allow for a breath or lift. A breath signifies a cessation of sound as well
as allowing enough time for the singers to take a breath, while a lifr
also signifies a cessation of sound but is often so quick that o breath
can be taken. Being this specific will lead o a cleaner petformance.
Require choir members 10 have pencils at every rehearsal so that they
can mark breaths and lifts in their scores as well. Alleviating frustra-
tion and boredom and saving valuable rehearsal sime, this method
usually allows problemns to be fixed once rather chan having to repeat
the same thing every time you sing the piece (see Figure 7.2).

For an example of shortening note values for releases and breaths,
fook at measures 8 and 16. In measure 8, Soprano Il must take =
breath before coming in on “Thy help”; ro hear clearly the Soprano
Il entrance on beat two, all voice parts will release at the same time.
Notice that the quarter note on the word “help” has been made mto
an eighth note followed by an eighth rest to allow for all parts o
release topether. A similar situation occurs in measure 16 because
of the Alto part. They need w breathe before coming in on “He” in
measure 17. To make their entrance clearly heard, all voice parts
will release together in measure 16 with the second quarter note of
“earth” shortened to an eighth note followed by an eighth rest.

The changes in measures 8 and 16 mvolve a personal decision on
the part of the director, and could be done another way. In measure 8,
the Seprano I and Alto parts could release as written on bear 2, and
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Figute 7.2 Music marked for rehearsal and performance. 5. Schivmer's
Choral Charch Music, No. 26, “Lif Thine Eyes wo the Mounsains,” tmio from
EBz for three-patt chons of woren's voice 2 capefle. Copyrighe © 1915
{Benewed} by G Schirmer. Inc. {ASCAP). Interoational coputight secured.
All rights reserved Reprinted permission of . Schirmes, Inc. {ASCAP).
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e P 3 serve as a helpful EE&&E%S%E?EEHE:E&& procedure.,
e A — E { Rather than identifying the place to seart by giving the page, score,
T ] =" t H w measure, and beat, you can simply say “Begin at the B secrion.”

G - eth whewe oom oth, whenee com - eg Balp. *
e ’
e Hilnmul.lﬂ.ll.;_,_ m Connecting Your Study with Rehearsal
nﬁ.gaﬂuﬂigﬂ keip, i pﬂﬂﬁHﬂ-ﬂm
e — ». The preceding study of Mendelssohn's “Lift Thine Eyes” is not sim-
= I — ply an isolated intellecrual exercise, but rather a preparation that
ﬂ...l..l!lr""um"l & 3 = == can and should have a direct impact on what happens in rehearsal,
o, whetes com . b whence com - g »ip. : Efmnﬁz&ugﬂﬂmunhmmmgﬂcmmﬁmnﬁrféﬁo&nmmn&m
: R for teaching the music to the choir.
.uhlu.lmmmmmlhmlmmm : Egﬁ.%nﬁacm%%iﬁnﬂniﬁﬁmﬁwﬂg
.__111..l 23 m% 39 and wplifting, This character should be reflacted both in the direc.
Fam e S . tor’s conducting gesture and facial expressions. A discussion, of the
s EEEE S S =15 . = 3 4 ; . text and its mood will facilitate the singets’ understanding of the
i&gmaﬁﬁﬁﬁmgﬂggﬁﬁggnﬁmﬁﬂg
Figure 7.2 Conrinued 4 their faces a5 they sing. This expression may have 2 positive effect
on the entire musical performance.
Faﬂmﬁ_m,msmﬁmgmmﬂnﬁcﬁgginﬁmﬁoa Eg&mqﬁﬂﬁi%wﬁﬁﬁﬂ?@g?ﬁﬁ”anﬁ?
%E&Esﬁﬂmﬁggnﬁmgﬂgzzn&%rﬁ.?ﬁw nﬂﬁrmﬂmﬁ?&}‘mﬂng?g&gmwﬂ?mmﬂmag-
is certainly an oprion The point is that you the director, must go aﬁbgﬁgnﬁiﬁnﬁﬁi&ﬁggﬂnﬁﬁ
g&mﬂﬁhﬁ&:ﬁhﬂgﬂn&ﬁ&@n?mﬁa%mﬂﬂ Fﬂgﬁﬁn}ﬁrﬂgﬁnmﬁmﬁnggﬁﬁmﬁmﬁnmﬁ
gﬁﬁﬂﬁgggqgﬁﬂéﬂgﬁﬁﬁ. direceor tehearse slowly, out of hythm, each chord so that the choir
bﬂomﬁgﬁnﬂﬁmnomﬁcﬁmgﬁiggw% grﬁﬁﬂmﬂ%g&ﬁﬁmwﬂnﬁﬁcﬁmn?ﬁg
&aanmﬂgim_ﬁﬂawnﬂﬁrmnrcnaﬂﬁﬂﬂisgm}m g?%?:nﬁﬂ&ﬁ&ﬁ??ﬁﬁrnoﬁ In rehearsal
and shouldn't, for various reasons mcnrmu_uhoﬁﬁa_ﬁﬁmmanﬁm %ggﬂnggmﬁmoﬁﬁs_mﬁﬁam_ﬁﬁgn
sures 2 and 3. Using the symbol that resembles @ slur will help adding the Soprano II. This way, the beat is solidly in place in the outer
ggﬁcgémﬁﬁa through vour cond cring ges voices before adding the syncopation In addition, the choir, and espe
rure, that they Egmnarnnmnrmrnﬁ.mmgmggw%ﬂa %mﬁgngrﬁmﬁoﬁﬁoﬁﬁqmﬂ_ﬁmﬂﬁﬂgﬁﬁ
EEEEEH#EE@%E»F Qnﬂﬁmﬂgﬁgggﬁmuﬂmgﬁm
gnggﬂgfﬁﬂw&g%ﬂmgﬂg
mﬁwﬁnﬁgﬁgﬂﬁnﬁnmﬁﬁga&nﬁﬂﬁﬁngﬁ
&aﬁgiggﬁmiﬁgﬁnﬁ%gﬁ Summary
gml_umumgﬁmﬂngﬁbﬁ_?ﬂnrgﬁrmﬁms&g Nothing can substitute fo Hrnnﬁ&c_nﬁﬂmﬁgnamﬂﬁﬁﬁuﬂs
Oceurs in measure 17, and in measures 2075 Notice how the brack- . the first rehearsal. Studying the music both a rally and visually can
mﬂm&.mnﬂﬂaﬂﬁﬂiggmﬁmuﬁ_ﬂgﬁ%sﬁﬁ vield valuabie information char impacts the entire rehearsal process
 Clrcling dynamic changes and rempo changes is often a good including your level of confidence, the efficient yse of time, and
ides, and writing in the letter scheme for the form of the piece can your choice of teaching strategies,
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Singing each individual voice part, playing the piece on the
pano, and listening to various recordings will help creare an avral
map of the imusic against which your singers’ efforts in rehearsal wil]
be measured. A visyal study of the score will further your under-
standing of such Aspects as tempo, text, diction, important
engrances, form, dynamics, and rhe relationship of parts. A study of
this magnitude will also revea potential difficulties wirhin the
music s0 that you can mark them in your score and plan several
remedies pior to rehearsal.

Mini-Projects

L. Select two composirions with which You are not familiar buc
which ate likely ro be recorded. Listen carefully and repeatedly to ar
least rwo different recordings of your selections. Decide which per-
formances you prefer and why:

2. Take the music selected in No, | 1o the pfanc and play
through each part individualiy and chen in varioys combinations.
Mark in pencil any potential trouble spots thar you discover.

3. Analyze both selections wing the questions on the form
used for “Lift Thine Eyes.”

4. Afrer bistening to and analyzing the two pieces, use a red
pencil to mark the music for rehearsal.

Additional Reading

COOK, NICHOLAS. (1987). A guide to musical anahysis, New York: G

Braziller

DUNSBY, JoNATHAN. ( 1988). Music analysis in theory and practice.
New Haven: Yale University Press.

LARUE, fan. {1992). Guidelines Jor style anatysis {2nd ed.). Dewoir
Monographs in Musicology, No. 12.

WHITE, JouN Davip. (1994}, Comprehensive musical anabysis,
Metuchen, N.).: Scarecrow Press.
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CHAPTER m

The Rehearsal

The rehearsal was going badly, and Mr, Friedman was getting mere
atd mone fruserazed. The choir's artention span had long since expired,
E&HEEE&FEEEEE“E&E.?“EEE;&#E:;
%?qngqgmu&gﬁaﬁnc:&u,ﬂﬁaguﬁﬁﬁﬁﬁ
idle. What cordd he do 10 recapture their arsention?

I. Planning the Rehearsal

The mental discipline required of directors to plan the derails and
sequence of events for the day can allow them the freedom to run
a more efficient and effective rehearsal. Ar first glance, this state-
ment may seem like a contradiction in terms when discipline is men-
tioned as allowing freedom! On closer scrutiny, however, you may
see that studying the music and planning the events for rehearsal
can give you freedom of focus; that is, your anenton can remain
almost entirely where it should be: on the singers and their efforrs,
rather chan on yourself and whar will happen next. Mt Friedman
would have certainly bepefitred from a carefully-consirycred
rehearsal plan. In fact, his rehearsal may not have deteriorated
into the shape it was in if he had given some thought to the day’s
activities.

Because of the element of the unknown that is present in every
rehearsal, however, a rehearsal plan should be exactly thar: a plan
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