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The following materials are intended to be 
supplementary illustrations following the 
presentation. They are not meant to be used as a 
method or sequence of instruction. The exercises 
were designed with the following purpose in mind, 
knowing that each ensemble must find its own 
path toward artistry:

To play with new and valuable 
solutions [ways of performing] in 
unanticipated situations through 
the juxtaposition of seemingly 
remote or unrelated concepts 

[textures, colors, styles, 
techniques].



Stage 1

Traditional play-test format 
(materials not included in this packet)



Stage 2

Sections (group effort) assessed via MP3
Assigned excerpts from concert music
Unlimited attempts, submit best effort
7-category rubric for feedback

Objectives: 
Encourage team interaction, peer coaching
Improve section cohesion and clarity



UNL WE
Sectional Assessment #1 (Feb 2011)

OBOES

Tone Intonation Clarity Point of View Team Skills Connection Influence
U NI G G S G G

S = strong, well-developed, mature
G = good basic grasp, foundation is there and now ready to build
U = uneven, widely varies from person to person; concept may be unclear, or lack of shared priorities and skills
NI = needs improvement, weak

Each	  player	  has	  
a	  dis.nc.ve	  
tone,	  so	  blend	  
is	  a	  perpetual	  
challenge.	  Use	  
Danielle	  as	  the	  
model	  to	  
match,	  and	  
confer	  on	  reed	  
issues	  to	  
achieve	  a	  
focused	  yet	  
warm	  tone	  (not	  
strident	  or	  
bright,	  but	  
projects	  well).	  

A	  perennial	  
challenge.	  
Boost	  2nd	  
oboe	  and/or	  
English	  horn	  in	  
balance.	  
Clearing	  up	  the	  
tone	  
discrepancies	  
will	  help	  this	  
column	  too.	  

Generally	  solid.	  
Focus	  on	  
geGng	  tongue	  
and	  fingers	  in	  
sync	  in	  rapid	  
passages.	  
Sense	  of	  
resistance	  
some.mes	  
varies	  from	  
player	  to	  
player.	  Strive	  
to	  move	  
through	  lines	  
with	  greater	  
unity	  of	  
purpose.	  

OKen	  quite	  
good,	  with	  an	  
occasional	  
strong	  
difference	  of	  
opinion	  within	  
the	  sec.on.	  
The	  oboes	  tend	  
to	  be	  the	  most	  
successful	  
team	  in	  
presen.ng	  
their	  point	  of	  
view	  (it's	  
clearly	  
discernable).	  

A	  strong	  suit	  
for	  the	  sec.on.	  
The	  team	  
projects	  a	  
posi.ve,	  
unified	  image	  
and	  
communicates	  
well	  within	  
itself.	  

Generally	  solid.	  
The	  oboes	  
reach	  out	  to	  
the	  ensemble	  
reliably,	  with	  
excellent	  eye	  
contact	  and	  
movement.	  
However,	  you	  
give	  up	  too	  
easily	  when	  
ignored	  by	  
others.	  Don't	  
give	  up	  un.l	  
you	  get	  
something	  
back.	  

This	  team	  has	  
great	  poten.al	  
to	  influence	  
the	  ensemble	  
at	  large.	  
Challenge:	  
compara.vely	  
less	  weight	  in	  
your	  sound	  so	  
easy	  to	  ignore.	  
Solu.on:	  focus	  
intona.on	  and	  
tone	  to	  
maximize	  
leverage.	  
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Stage 3

Section chooses chorale from collection, 
builds and rehearses point of view
Unlimited attempts, submit best effort (MP3) 
Two rounds - opportunity to respond to 
feedback and use newly developed skills in 
large group rehearsal
Strongest submissions posted for all to enjoy

Objectives: 
Develop and express point of view



Chorale Recording Assignment #2 - revised 

Due: April 6, 2012 

This assignment represents 15% of each student’s grade for the semester. 

The purpose of this assignment is to build ensembleship within each section in a manner that 
provides equal musical and technical challenges for all instruments. The assignment is designed 
to provide incentive and accountability for all members of the Wind Ensemble to attend to the 
business of sectional work that is essential to the development and performance of the group as a 
whole. The due dates were chosen in relation to the performance calendar and require each 
section to complete its work with sufficient time left for the ensemble to benefit from it. To that 
end, each section is strongly encouraged to spend some time rehearsing concert repertoire in 
addition to completing the chorale recording.  

While completing the recording assignment, each group should focus on the fundamentals of 
sectional playing, including: unity of tone, accuracy of pitch, variety and unity of articulations 
and releases, dynamic spectrum and control, balance, and phrasing. Additional attention should 
be placed on technical issues such as: fingering options, mute choices, and vibrato and trill 
characteristics. Although principal players (see * on the ensemble roster) are expected to take the 
lead, all members of each ensemble are expected to participate actively in the decision making 
and sharing of ideas. All members of each section are accountable to one another to make the 
group’s effort the best it can be. 

----------------------------------------------------- 

1. Each section of the ensemble will choose one of the chorales from collection of Bach 
chorales set by David Maslanka provided in the Wind Ensemble folders. For the purposes 
of this assignment, sections are defined as follows: 

a. DiMauro, Ho, Anthony, Krause 
b. Schweiger, Sadler, Offerman 
c. Pawlowski, Dunn, Waswick 
d. Viglucci, Kamran, Pflughaupt, Ross, Crochet, Lojo, Brady, Larson, Fangmeier 
e. Berry, Mardesen, Viljoen, Fuson 
f. McCollough, Cobb, Antanasio 
g. Koch, Cohen, Lee, Munderloh 
h. Thallas, Fucinaro, Riss, Cooley 
i. Watson, Chrostoski, Seidholz, Delp 
j. Wood, Cardamone, Bresler, Foote Hutchinson, McCollum, Schweitzer, Von 

Kampen 
2. Each section must find a time to meet and record their performance of the selected 

chorale. Every member of each section must be present for the recording session. No 
substitutions are allowed. 

3. The section should discuss and rehearse the chorale prior to recording. Each recording 
will be assessed using a 5-point scale (poor, fair, average, strong, exceptional) in the 
following categories: tone, intonation, balance, blend, accuracy of notes and rhythms, 
unity of articulations and releases, phrasing (including musical punctuation, inflection, 
and dynamic contour), and musicality. For the purposes of this assignment, musicality 



refers to a coherent and convincing portrayal of a clearly identifiable style in addition to 
the overall impression given by the section’s performance. Note: a generic mp, legato 
approach in which all fermatas are dealt with in exactly the same manner will earn a less 
than average score. Such an effort represents a lack of musical imagination and fails to 
demonstrate the range of technical and musical ability one would expect in a strong 
section. Maslanka intentionally avoided the inclusion of any dynamic, tempo, or 
articulation markings to force the performers to make those decisions for themselves. 
Don’t try to second-guess Bach. Consider the harmony, melodic contour, tessitura, and 
rhythmic profile and build a performance that reflects the special skills and personality of 
your specific team. 

4. Record the section’s performance in a format that is Mac compatible (e.g. mp3, mp4, 
m4a). Laptop computers are available for checkout from the UNL Union if no one in the 
section has personal access to recording technology. Bear in mind that the quality of the 
recording will influence the evaluators’ ability to assess the section’s work. However, the 
recordings should not be processed, engineered, or edited in any way (e.g. do not add 
reverb, or compress, filter, or splice). The recording should be an accurate representation 
of what the section actually sounds like. 

5. Recordings should be submitted to Dr. Barber via email, UNL Drop Box (email the 
retrieval link to Dr. Barber), or CD on or before the due date. Dr. Barber’s email is 
cbarber2@unl.edu  

6. Each recording will be evaluated by Dr. Barber and the applied instructor for the studio 
represented. In the case of a blended section (see percussion/piano/bass), the applied 
instructor for the majority (Dr. Rometo) will assess the performance. 



Hello Wind Ensemble – 
 
To help you understand the philosophy of the new assessment routine 
(the chorale recordings), and to be sure nobody is caught by surprise 
when report cards come out, here’s a brief run down. 
 
Wind ensemble is a team effort. It isn't possible for one football player 
to win a game if the rest of the team doesn't win, even though his effort 
might have been stronger than his teammates on that given day. In order 
for an ensemble assessment to have any validity, it has to be an 
ensemble project. This assignment is designed to test ensembleship (the 
skills used by musicians in group settings). It's not possible to evaluate a 
single person's ability to blend, or play harmonically in tune, or 
synchronize articulations – the very definition of those actions requires a 
group. Regarding the grade, it has to be assigned to the group because it 
is truly a group achievement. It can't be done alone. In testing 
ensembleship, to assign individual grades is not possible, and it defeats 
the concept of "ensemble" aka "together." 
 
As a music major, you receive a grade for your individual achievements 
on your instrument through your applied lessons, which are solo efforts. 
Band (or orchestra, or choir, or combo, or quartet) is different, hence the 
method of assessment must be different. The assessment must fit the 
setting and the task, and wind ensemble is a group setting in which the 
task is to function as an ensemble. The ensembleship assessments 
represent only 30% of your grade (15% each), leaving 70% to the more 
traditional categories of individual citizenship (preparation, engagement, 
point of view, attendance, etc.). That ratio may change in future 
semesters as we grow accustomed to more varied assessment routines 
for the course. In the meantime, it’s a good way to ease into a new way 
of doing business. Rest assured, this has all been in the syllabus since the 
first day of the semester so it shouldn’t be a surprise to anybody. 
 
You may recall that in my initial presentation of the assignment I 
mentioned the frustration that can accrue to group projects, and the 



stereotypical reaction of certain students who feel they are doing all the 
work, or working to a higher standard than their group mates. This is 
true all across the university where group projects are standard operating 
procedure in classes and labs, or ASUN elections, or athletic teams. I’m 
counting on the customary maturity and professionalism of the wind 
ensemble to balance this natural reaction. We all know that to enjoy the 
benefits of being a member of a team also means sharing in the 
outcomes of the entire team’s performance, whatever they may be. The 
good news is: we’re a pretty good team, and the new assessments are 
already helping to make us better. The improvement has to do with each 
member of the team exercising influence on the others through 
musicianship, coaching, and sharing ideas in small groups. As we get 
better at that, there’s nothing that can stand in our way. 
 
Thank you for your good efforts in the development of this process. The 
goal is to create a working model that can be adopted by other 
ensembles (e.g. symphonic band) in the near future. As always, I hope 
you’ll feel free to ask questions as they arise. I should have the results of 
round 2 to you within the week. 
 
CB 



Wind	  Ensemble	  Assessment	  #2	  (due	  April	  6,	  2012)

SECTION: Score:	  	  	  	  	  /40

Poor:	  1 Fair:	  2 Average:	  3 Strong:	  4 Exceptional:	  5
Tone Uncharacteristic,	   Characteristic	  for	  the	   Consistently	  &	  reliably
(individual	  character	  & inconsistent	  or	  distorted. instrument,	  consistent conveys	  composer's
common	  group	  concept) with	  some	  exceptions intent	  with	  regard	  to	  

at	  the	  extremes	  of	  range sonic	  color.
or	  dynamic.	  Little	  or	  no
nuance	  specific	  to	  the	  
musical	  context.

Intonation Little	  or	  no	  agreement, Well	  tuned	  most	  of	  the	   Flawless.	  No	  audible
(horizonta/melodic	  & and	  no	  attempt	  to	   time	  with	  occasional discrepancies.
verticle/harmonic) adjust. discrepancies.	  Problems

are	  due	  to	  range	  and	  
dynamic	  extremes,	  and	  
attempts	  to	  adjust	  are
apparent.

Balance No	  awareness	  of	  role Basic	  awareness	  of	  role Keen	  awareness	  of
(SATB	  role	  &	  harmonic or	  function.	  Musicians &	  function.	  Occasional role	  &	  function	  results
function:	  root/3rd,	  etc.) are	  oblivious	  of	  one	   lapses	  due	  to	  range, in	  3D	  clarity.

another. and	  attempts	  to	  adjust
are	  apparent.

Blend Complete	  lack	  of	  unity. Occasional	  issues Consistently	  unified
(cohesion	  of	  group's No	  effort	  to	  reconcile draw	  the	  listener's	   ensemble	  sound	  concept.
sound) individual	  concepts attention	  unintentionally Individual	  distinctions

of	  sound. toward	  an	  individual are	  the	  result	  of	  
and	  disrupt	  the	  unity	   deliberate	  artistic
of	  the	  ensemble's	  sound. decisions.

Accuracy	   Frequent	  inaccuracies Occasional	  isolated	  & No	  errors	  in	  decoding.
(notes	  &	  rhythms) often	  due	  to	  faulty nonrecurring	  errors Consistenly	  strong

audiation,	  inconsistent primarily	  accidental audiation	  &	  pulse.
pulse,	  &	  decoding	  errors. (physical)	  rather	  than	  

a	  result	  of	  faulty	  
audiation,	  pulse,	  or	  
deconding.

Unity No	  attempt	  to	  syncronize Some	  isolated Consistently	  unified
(articulations	  &	  releases) breath	  &/or	  envelope. discrepancies	  due	  to effort	  &	  attention

technical	  issues	  (range, resulting	  in	  clear,
dynamics),	  yet	  clear deliberate	  &	  appropriate
evidence	  of	  effort	  to	   note	  shapes/envelopes.
syncronize	  breath	  &
event	  envelope.	  

Phrasing Punctuation,	  inflection, Clear	  attempts	  to	  shape Organization	  of	  musical
(musical	  punctuation, &	  contour	  are	  accidental, and	  organize	  musical thinking	  is	  clear,
inflection,	  &	  dynamic random	  &/or	  nonexistent. thoughts	  are	  apparent,	   deliberate,	  &	  consistent
contour) if	  not	  consistent	  	   throughout	  the	  ensemble.

throughout	  the	  ensemble.

Musicality No	  artistic	  point	  of	  view An	  artistic	  point	  of	  view Ensemble	  consistently
(a	  coherent	  &	  convincing is	  apparent.	  Ensemble's	   is	  emerging	  though	  not conveys	  a	  coherent	  &
portrayal	  of	  a	  clearly effort	  is	  without	  regard yet	  vivid,	  with	  occasional convincing	  artistic	  point
identifiable	  style	  in	   to	  composer's	  intent, inaccuracies	  (stylistic	  & of	  view	  that	  is	  historically
addition	  to	  the	  overall &/or	  historical	  &	  stylistic historical)	  &/or	   &	  stylistically	  informed
impression	  given	  by	  the elements	  of	  performance inconsistencies;	  ensemble thereby	  revealing	  &
section's	  performance) practice. is	  aware	  of	  the	   supporting	  the	  

composer's	  intent. composer's	  intent.

NOTES:

Sa
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Stage 4

Pairs determined by seating (nearest 
colleague, first ‘go to’ for intonation, balance, 
and blend )
Assigned excerpts from concert music 
Two rounds: first pairs, then sections
Unlimited attempts, submit best effort via 
MP3
Basic rubric for assessment and feedback

Objectives: 
Teach & practice the building blocks of 
ensembleship. *Not intended to test whether 
the players have practiced.



Wind Ensemble Assessment #1 

Due: September 14, 2012 

This assignment represents 10% of each student’s grade for the semester. 

Pairs / Buddies: 

In most cases, pairings were determined by your nearest neighbor – the person who is your first 
“go to” when it comes to intonation, balance, and blend. The three exceptions are are simply the 
result of math and the proportions of the ensemble this semester. 

The purpose of this assignment is to build ensembleship starting with the smallest unit: one-on-
one interaction in close proximity based on the ensemble set up. The intention is for each duo to 
cooperate as equals, to learn from one another, and to help each other improve. The object is to 
develop an efficient musical working relationship that can be sustained and developed when put 
back into the context of the full ensemble. 

1. With your assigned partner, find the assigned passages in your parts (see spreadsheet). 
N.B.: although having woodshedded your part is a prerequisite to success in this 
assignment, these exercises are not intended to test whether you’ve practiced or not. They 
are designed to illuminate and facilitate the development of your skills in four critical 
aspects of ensemble playing. 

a. Matching: imitating one another exactly in a call-and-response format. 
b. Tracking: maintaining perfect unison in real time. 
c. Alternating: responding to one another with individual points of view in a call-

and-response format. 
d. Partnering: performing different yet interlocking parts simultaneously to create a 

unified musical effect. 
2. Record your duo’s four exercises in a format that is Mac compatible (e.g. mp3, mp4, 

m4a). Laptop computers are available for checkout from the UNL Union if neither person 
has personal access to recording technology. Bear in mind that the quality of the 
recording will influence the evaluators’ ability to assess the section’s work. However, the 
recordings should not be processed, engineered, or edited in any way (e.g. do not add 
reverb, or compress, filter, or splice). The recording should be an accurate representation 
of what you actually sound like. Don’t be shy. 

3. Recordings should be submitted to Dr. Barber via email, UNL Drop Box (email the 
retrieval link to Dr. Barber), or CD on or before the due date. Dr. Barber’s email is 
cbarber2@unl.edu  

Instructions for each exercise 

All excerpts should be played at tempo, with appropriate character / style. 

A.  Matching 

One person plays a single bar, the other repeats that same bar trying to imitate the first person as 
closely as possible. The first person then plays the second bar, and the other plays the second bar 



in imitation. Alternate in call and response fashion until all bars in the excerpt have been played 
by both people. This is an exercise in CONVERGENT THINKING. 

B.  Tracking 

Using the same excerpt from Exercise A, both players perform their parts simultaneously (as you 
would normally do in an ensemble rehearsal), striving to achieve a perfect unison in all elements. 
This is an exercise in CONVERGENT THINKING. Note: the two parts might not be composed 
as exactly unison (i.e. there might be harmony between the two of you). That’s okay. The object 
is to perform perfectly in sync as a team, lining up all the elements that can be lined up. 

C.  Alternating 

Following the basic call and response pattern of Exercise A: one person plays a single bar, the 
other repeats that same bar but intentionally changes the interpretation to offer an alternative 
point of view. The object is to maintain fundamental fixed elements such as pitch/intonation, 
rhythm, and tempo while varying elements such as tone color, articulation, and dynamic 
inflection. This is an exercise in DIVERGENT THINKING. 

D.  Partnering 

Using the second assigned excerpt, both players perform their parts simultaneously (as you 
would normally do in an ensemble rehearsal), striving to present a point of view tailored to their 
own part even as the duo attempts to fit both parts together to create a unified, coherent musical 
effect. This is an exercise in JANUS THINKING or CONVERGENT and DIVERGENT 
THINKING at the same time. As with exercise B, you’ll be playing your own part and it will 
probably be at least a little different than your partner’s. That’s good. Seek out and make the 
most of the differences. 



Wind	  Ensemble
Assessment	  #1

Rubric

Exercise	  A:	  Matching
No	  matching.	  Parts Less	  matching	  than	  not. Some	  matching.	   More	  matching	  than Exact	  match	  is
are	  clearly	  distinct. Mismatches	  are	  sustained Attempts	  to	  repair not.	  Mismatches	  are established	  and	  
No	  apparent	  attempt	   or	  repeated.	  Little	  attempt mismatches	  are	  evident brief	  and	  isolated. maintained.
to	  unify. to	  unify. even	  if	  not	  successful.

Tone
Intonation
Inflection
Articulation

Exercise	  B:	  Tracking
No	  matching.	  Parts Less	  matching	  than	  not. Some	  matching.	   More	  matching	  than Exact	  match	  is
are	  clearly	  distinct. Mismatches	  are	  sustained Attempts	  to	  repair not.	  Mismatches	  are established	  and	  
No	  apparent	  attempt	   or	  repeated.	  Little	  attempt mismatches	  are	  evident brief	  and	  isolated. maintained.
to	  unify. to	  unify. even	  if	  not	  successful.

Tone
Intonation
Inflection
Articulation

Sa
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Exercise	  C:	  Alternating
No	  matching.	  Parts Less	  matching	  than	  not. Some	  matching.	   More	  matching	  than Exact	  match	  is
are	  clearly	  distinct. Mismatches	  are	  sustained Attempts	  to	  repair not.	  Mismatches	  are established	  and	  
No	  apparent	  attempt	   or	  repeated.	  Little	  attempt mismatches	  are	  evident brief	  and	  isolated. maintained.
to	  unify. to	  unify. even	  if	  not	  successful.

Intonation
Rhythm
Tempo

Points	  of	  view	  are	  not Some	  divergence	  and Distinct	  points	  of	  view
apparent.	  Playing	  is distintion	  of	  points	  of	  view are	  clearly	  apparent
neutral	  and/or	   interspersed	  with	  some and	  suit	  the	  context	  of
players	  are	  imitating unintentional	  imitation	  or the	  work.
rather	  than	  diverging. convergence.

Tone	  Color
Inflection
Articulation

Exercise	  D:	  Partnering
No	  matching.	  Parts Less	  matching	  than	  not. Some	  matching.	   More	  matching	  than Exact	  match	  is
are	  clearly	  distinct. Mismatches	  are	  sustained Attempts	  to	  repair not.	  Mismatches	  are established	  and	  
No	  apparent	  attempt	   or	  repeated.	  Little	  attempt mismatches	  are	  evident brief	  and	  isolated. maintained.
to	  unify. to	  unify. even	  if	  not	  successful.

Intonation
Rhythm
Tempo

Points	  of	  view	  are	  not Some	  divergence	  and Distinct	  points	  of	  view
apparent.	  Playing	  is distintion	  of	  points	  of	  view are	  clearly	  apparent
neutral	  and/or	   interspersed	  with	  some and	  suit	  the	  context	  of
players	  are	  imitating unintentional	  imitation	  or the	  work.
rather	  than	  diverging. convergence.

Tone	  Color
Inflection
Articulation

Sa
mp
le



Wind Ensemble Assessment #2 

Due: October 12, 2012 

This assignment represents 10% of each student’s grade for the semester. 

Full Sections: 

In most cases, sections are determined by instrument (e.g. all flutes, all trumpets, etc.). However, 
due to Carter Pann’s scoring habits we have two “mixed” groups: the rhythm section (percussion, 
basses, piano), and the low reeds (bassoon/bass clarinets). Euphoniums and tubas will also 
combine to form a quartet. To clarify for this assignment, see the attached roster. As with the 
first assessment (duos), the object of this larger group assessment is to develop an efficient 
musical working relationship within each section that can be sustained and developed when put 
back into the context of the full ensemble. 

The assignment is designed to provide incentive and accountability for all members of the Wind 
Ensemble to attend to the business of sectional work that is essential to the development and 
performance of the group as a whole. The due date was chosen in relation to the performance 
calendar and requires each section to complete its work with sufficient time left for the ensemble 
to benefit from it. To that end, each section is strongly encouraged to spend some time rehearsing 
concert repertoire beyond the scope of this specific assignment.  

While completing the assessment recording, each group should focus on the fundamentals of 
sectional playing, including: unity of tone, accuracy of pitch, variety and unity of articulations 
and releases, dynamic spectrum and control, balance, and phrasing. Additional attention should 
be placed on technical issues such as: fingering options, mute choices, and vibrato and trill 
characteristics.  

 

The purpose of this assignment is to build ensembleship within the medium sized unit of the 
wind band: the section. The intention is for all members of the section to cooperate as equals, to 
learn from one another, and to help each other improve. Although principal players (see * on the 
ensemble roster) are expected to take the lead, all members of each ensemble are expected to 
participate actively in the decision making and sharing of ideas. All members of each section are 
accountable to one another to make the group’s effort the best it can be. 

1. Every member of each section must be present for the recording session. No substitutions 
are allowed. Larger sections should plan as far ahead as possible to ensure the availability 
of a large enough space in which to meet. 

2. Find the assigned passages in your parts (see spreadsheet). We’ll be focusing on Carter 
Pann’s Symphony No. 1. Note for clarinets: although Martin and Allison don’t have parts 
for the Pann, they should be included in this assignment. To that end, they should join the 
Bb clarinets on parts 5 and 6 respectively.  

As with Assessment 1, having woodshedded your part is a prerequisite to success in this 
assignment, these exercises are not intended to test whether you’ve practiced or not. They are 



designed to illuminate and facilitate the development of your skills in three critical aspects of 
ensemble playing. 

a. Matching: imitating one another exactly in a call-and-response format. 
b. Projecting (unison): developing and conveying a single point of view (unison) as 

a team. 
c. Projecting (parts): developing and conveying multiple yet complimentary points 

of view as a team (working as a quartet, e.g.) 
3. Record your section’s three exercises in a format that is Mac compatible (e.g. mp3, mp4, 

m4a). Laptop computers are available for checkout from the UNL Union if neither person 
has personal access to recording technology. Bear in mind that the quality of the 
recording will influence the evaluators’ ability to assess the section’s work. However, the 
recordings should not be processed, engineered, or edited in any way (e.g. do not add 
reverb, or compress, filter, or splice). The recording should be an accurate representation 
of what you actually sound like. Don’t be shy. 

4. Recordings should be submitted to Dr. Barber via email, UNL Drop Box (email the 
retrieval link to Dr. Barber), or CD on or before the due date. Dr. Barber’s email is 
cbarber2@unl.edu  

 

Instructions for each exercise 

All excerpts should be played at tempo, with appropriate character and style. Refer to the 
reference recording on Blackboard to help understand the musical context. Also, although 
metronomes are a useful tool, part of the challenge of these exercises is to maintain pulse without 
an external reference. The same thinking applies to intonation – can the section pass ideas and 
maintain a consistent center of pitch? 

A.  Matching 

One person plays a single bar from his/her own part, the next person plays that same bar from 
his/her own part trying to imitate the intonation, pulse, inflections, momentum, etc. of the first 
person as closely as possible. NOTE: each person should be playing his/her own part, even 
thought it may not be exactly the same as the first person. The result is a daisy-chain effect: 

	  	   Meas.	  1	   Meas.	  2	   Meas.	  3	   Meas.	  4	   Meas.	  5	  	   Meas.	  6	  
Person	  1	   lead/model	   imitates	  2	   imitates	  3	   imitates	  4	   lead/model	   imitates	  2	  
Person	  2	   imitates	  1	   lead/model	   imitates	  3	   imitates	  4	   imitates	  1	   lead/model	  
Person	  3	   imitates	  1	   imitates	  2	   lead/model	   imitates	  4	   imitates	  1	   imitates	  2	  
Person	  4	   imitates	  1	   imitates	  2	   imitates	  3	   lead/model	   imitates	  1	   imitates	  2	  

 

Each member of the section takes a turn as the leader/model. The object is to maintain the pulse 
and pass the idea (as in the Telephone Game) from one person to the next so that the last person 
to play the bar sounds just like the original person. Again: even though there will be instances 
when person 2 has slightly different material than the leader, it is still an exercise in 
CONVERGENT THINKING because the goal is to match all the musical features that can be 



matched. This exercise is a more sophisticated version of the “Matching” activity of Assessment 
1.  

B.  Projecting (unison, or parts as similar as possible) 

All players in the section perform their parts simultaneously (as you would normally do in an 
ensemble rehearsal), striving to achieve a perfect match in as many elements as possible 
(intonation, pulse, rhythm, dynamic, inflection, articulation, etc.). This is an exercise in 
CONVERGENT THINKING. Although the parts might not be precisely unison, the object is to 
perform perfectly in sync as a team, lining up all the elements that can be lined up. This exercise 
calls upon the skills highlighted in the “Tracking” activity of Assessment 1.  

This exercise also calls upon the section to develop and project a single point of view. To 
develop the section’s point of view, refer to the mode of thinking exercised in the “Alternating” 
activity of Assessment 1.  

C.  Projecting (parts differ to a greater degree yet fit together as a single thought) 

All players in the section perform their parts simultaneously (as you would normally do in an 
ensemble rehearsal), striving to present a point of view tailored to each individual part even as 
the section attempts to fit all parts together to create a unified, coherent musical effect. This is an 
exercise in JANUS THINKING or CONVERGENT and DIVERGENT THINKING at the same 
time (also known as “flocking”). Seek out and make the most of the differences while remaining 
part of the team effort. This activity is analogous to the “Partnering” activity from Assessment 1.  

 

For additional ideas and suggestions to help prepare individual parts, to develop point of view, 
and to improve sectional performance, see the following documents (posted on Blackboard): 

1. Woodshedding 101 
2. Developing Point of View 
3. Tips & Suggestions for Sectional Assessments 



Wind	  Ensemble
Assessment	  #2

Rubric

Exercise	  A:	  Matching	  (call	  &	  response,	  follow	  the	  leader)
No	  matching.	  Parts Less	  matching	  than	  not. Some	  matching.	   More	  matching	  than Exact	  match	  is
are	  clearly	  distinct. Mismatches	  are	  sustained Attempts	  to	  repair not.	  Mismatches	  are established	  and	  
No	  apparent	  attempt	   or	  repeated.	  Little	  attempt mismatches	  are	  evident brief	  and	  isolated. maintained.
to	  unify. to	  unify. even	  if	  not	  successful.

Tone
Intonation
Inflection
Articulation
Dynamics
Pulse
Rhythm	  (subdiv)

Exercise	  B:	  Projecting	  (unison,	  or	  parts	  as	  similar	  as	  possible)
No	  matching.	  Parts Less	  matching	  than	  not. Some	  matching.	   More	  matching	  than Exact	  match	  is
are	  clearly	  distinct. Mismatches	  are	  sustained Attempts	  to	  repair not.	  Mismatches	  are established	  and	  
No	  apparent	  attempt	   or	  repeated.	  Little	  attempt mismatches	  are	  evident brief	  and	  isolated. maintained.
to	  unify. to	  unify. even	  if	  not	  successful.

Tone
Intonation
Inflection	  (P.O.V.)
Articulation
Dynamics
Pulse
Rhythm	  (subdiv)

Exercise	  C:	  Projecting	  (parts	  differ	  get	  fit	  together	  as	  a	  single	  conversation)
No	  matching.	  Parts Less	  matching	  than	  not. Some	  matching.	   More	  matching	  than Exact	  match	  is
are	  clearly	  distinct. Mismatches	  are	  sustained Attempts	  to	  repair not.	  Mismatches	  are established	  and	  
No	  apparent	  attempt	   or	  repeated.	  Little	  attempt mismatches	  are	  evident brief	  and	  isolated. maintained.
to	  unify. to	  unify. even	  if	  not	  successful.

Tone
Intonation
Pulse
Rhythm	  (subdiv)

One	  big	  blob.	  No Sporadic	  differentiation, Some	  intentional	  and	  clear More	  distinction	  among Distinct	  points	  of	  view
distinction	  among largely	  	  accidental	  due	  to	   points	  of	  view.	  Attempts parts	  than	  not.	  Obvious are	  clearly	  apparent.	  A
parts,	  no	  clear	  points lack	  of	  technical	  finesse.	   to	  inflect	  in	  spite	  of	  tech-‐ intent	  supported	  by	   coherent	  and	  convincing
of	  view. Some	  blobbing.	   nical	  challenges.	   technique.	  No	  blobbing. conversation.

Individual	  points	  of	  view
Dynamic	  contour
Articulation	  spectrum

Sa
mp
le



Stage 5

Sections (group effort)
Assigned excerpts from concert music 
New ‘priming’ components (reading & 
viewing) for preliminary discussion
Video entire session, including 
experimentation
Feedback entirely narrative - no rubric

Objectives: 
Transferable skills & strategies of ensembleship
Experimentation & building trust in performance



Step 1 of this assignment is for each person to read these few pages from James Jordan's new 
book, "A Musician's Trust." We will eventually have a copy down in the library, but in the 
meantime this will have to do. This must be done before you get together with your group for 
Step 2. 

Step 2 of this assignment is to watch, as a section, this 3-minute clip of the Berlin Philharmonic 
performing Tchaikovsky: http://www.youtube.com/user/BerlinPhil Discuss, as a section, how the 
insights from Jordan's book coincide with the work of the orchestra. Identify specific indicators 
of trust among the musicians (e.g. qualities of eye contact, movement, etc.). Pay particular 
attention to the synchronization of breathing, and a marked absence of a "follow the leader" 
approach - all musicians are equally responsible for energy and leadership. Begin to determine 
what steps your section can take to move toward this model. Step 3 will be to experiment and 
implement, as a section, these steps. 

Step 3 Each section will be assigned an excerpt from the rep for our March 2013 concert. The 
assignments are listed below. The object is for the section to play at least three versions of the 
excerpt. The first is to establish a base line: this is what the section sounds like before attempting 
to implement strategies to improve trust. The second is to experiment with strategies (to apply 
what you noticed in the videos and from the reading). The third is further experimentation and 
confirmation of the more successful ideas.   

For this step of the assignment, set up the video camera (laptop, phone, whatever works and will 
give you the best possible sound quality) and leave it running. Capture all three versions and 
your discussion in a single "take". Put that file onto a flash drive - that's what you'll turn in to Dr. 
Barber. If you are in need of equipment, Love Library has digital cameras, digital camcorders, 
digital projector, external hard drives, digital audio voice recorders and microphones for UNL 
students to check out: http://libraries.unl.edu/DigitalMediaEquipment   

Finally, this assignment is not intended to be a check as to whether you have learned your parts. 
The point of the exercise is far deeper than that, and ultimately far more important. It is intended 
to improve our ability to combine our efforts efficiently toward a single, coherent and unified 
musical goal no matter what repertoire happens to be in front of us. That is to say, the goal is for 
the strategies and skills you develop to be transferable to other pieces and your work in other 
ensembles. Keep that in mind. This isn't merely a sectional rehearsal.   

Flutes/picc: Debussy mm. 29-49 *play no louder than forte for this exercise  

Oboes/English horn: Debussy mm. 29-49  *play no louder than forte for this exercise 

Bassoons: Debussy mm. 29-49  *play no louder than forte for this exercise 

Clarinets (all - including bass/contra): Debussy mm. 15-29  

Saxophones: Debussy mm. 29-49  *play no louder than forte for this exercise 

Trumpets: Gabrieli, A to m. 62  

Horns: Debussy mm. 29-49  *play no louder than forte for this exercise 

Trombones: Gabrieli, A to m. 62  



Wind Ensemble 

Ensembleship Assignment #1: Building Trust 

Bassoons: Debussy mm. 29-49        10 / 10 points 

The little animated gold stars floating across the screen are a nice touch. If you didn’t put them 
there, then there’s something weird going on in your camera J Good discussion! General 
synopsis: movement between players, similar ideas with where and how to breathe. Nobody was 
withdrawn and isolated (great point!) Nobody was moving to the point of distraction, which can 
be a problem. Then you mentioned some specific bars where you can do that. Then you started to 
play… 

1st attempt: base line 

False start…okay now. Wow! That’s a huge sound in this tiny room! MASSIVE BASSOON 
SOUND. Nice. For the base line attempt, you’re actually fairly in sync. Some discrepancies to 
consider: the speed of your breaths. Notice that you each let go of the reed at slightly different 
times. Also notice that the two of you are not naturally inclined to move when you play – you’re 
very still. That’s not a problem, it just means you’ll need to be that much more aware of each 
other to pick up signals.  

Brief discussion about where the trombones breathe (m. 37 & 33). Specific reference to the 
principal horn in Berlin – will try that tactic. Great connection to the video! 

2nd attempt: initial experimentation 

More movement this time. The pickup to the second statement worked particularly well - it was 
as if you hooked it with your bells. Also you started to release the reed together better. That’s a 
peripheral vision thing. The two of you work together well. Very relaxed, easy going. You’re 
sharing the responsibility of decisions equally – excellent! I’m really glad to hear you singing 
along with talking – that’s a great sign of musical thinking. Your breaths are getting bigger as 
you go, as you solidify your thinking as to where they should be.  

Those last few lower tones could use a little more shape, in my opinion. More “bong” at the start, 
then more taper like a giant bell. James might disagree.  

Another great sign of trust: being willing to say that you’re not sure about something, and being 
willing to admit a weakness (like running out of air). You’re recognizing your on the same team 
and are helping each other make it work. Woo hoo!  

Continuing to think about those low tones at the end of the exerpt: each one is its own gesture. I 
think you can approach each one more dramatically because of their isolation. Make each one a 
thing unto itself.  

Sa
mp
le



Recognizing some trouble in 43 and going to investigate now… A more elaborate release gesture. 
It sounded better, just watch out that the air flow and your body motion flow (watch out for a 
hitch). 

3rd attempt: further experimentation and confirmation 

More leaning into points of emphasis this time. Wipe out! More aggressive on the articulation 
after the first big breath – you both went for it. Issues with timing in those last low tones (see 
notes above re: independent gestures).  

You two are clearly on the right track as a team. Keep up the great work! 

Sa
mp
le



Stage 6

Mixed instrument “pods” of 8 or 9 
All work with two tunes from concert rep 
(Chester & Simple Gifts)
Priming components (4 video clips) for 
preliminary discussion, and summary of trust 
components
In-class prep to introduce methods and 
concepts
Video entire session, including 
experimentation
Feedback entirely narrative - no rubric

Objectives:  get into the artistry loop



Feb. 18, 2013 

 

Hello Wind Ensemble – 

Greetings from snowy Winnipeg (it’s one degree outside right now!) I just finished watching 
your videos from Ensembleship Assignment #1. WOW were they informative, and I mean that in 
the best way possible. I learned a ton, and I am eager to get back to Lincoln to share some new 
ideas and clarify some old ones. In the meantime, I wanted to make sure you got some feedback 
to use as you’re rehearsing with James this week.  

As I was watching each section’s video, I pretended I was there with you making comments – a 
bit like a combination coach/golf announcer. The result is what James is passing out to you. I’m 
also going to post a few of the section’s videos on Blackboard so you can get a sense of what 
others are doing well in relation to this assignment. Perhaps the trickiest part was to keep your 
work focused on the topic of trust, rather than simply having a sectional rehearsal to clean up 
technical elements in the assigned excerpt. It’s a fine line, but essential to our development as an 
ensemble.  

Since this assignment was so amazingly revealing (again, in a really good way), I’m going to 
revise Ensembleship Assignment #2 completely. It will be an opportunity to follow up on the 
trust issue by transferring what you figured out this time into the next set of repertoire. For those 
of you who are improv fans, don’t despair. We will still do some of that in rehearsals.  

Have a good week, and if you’re curious what I’m up to go to 
http://mbband.org/PDF/OPT%20CB%20Sched%20Final.pdf and you’ll see my schedule. It’s 
more than 40 bands a day! Wish me luck… 

CB 



Instructions for Ensembleship #2 
 
Step 1 Review the feedback your section received for Ensembleship #1. 
Although you won’t be with your whole section for this assignment, the 
suggestions and strategies apply to any situation. Trust in an ensemble 
setting can be achieved among perfect strangers – that’s the beauty of it. 
The goal is to be capable of independence (well developed technique and 
thorough preparation as an individual musician), ready and able to 
influence others (be a model) and be influenced (adjust, adapt). This 
requires a spirit of openness, generosity, sincerity, confidence, 
collegiality, and joy.  
 
Hallmarks of trust in an ensemble setting include: 

- Motion that corresponds to musical thought, particularly as it 
relates to momentum. Be on the alert in your own work for 
movements that are “noise” – random, habitual gestures or ticks 
unrelated to the line.  

- Absence of gestural or sonic cheerleading or bullying. If you feel 
like you’re dragging everybody along, or making gestures that are 
large/energetic/exaggerated, or trying to leverage the sound of the 
group using your own sound, you are a cheerleader (if trying to be 
supportive) or bully (if frustrated). The antidote is to listen sincerely 
to your colleagues and strive to persuade them by allowing them to 
influence you. Have a musical conversation with them rather than 
shout at them. 

- The absence of any single leader or constant focal point. A trusting 
ensemble is a flocking ensemble. As in a flock of birds, no single 
bird makes all the decisions for the group. The flock moves as 
different ideas occur in different areas – even at the back. The flock 
reverses direction, or flips upside down, or twists, or dives as 
different birds contribute to and adjust the collective flow of energy. 
Be on the alert for those who monopolize the conversation (see 
cheerleading/bullying above), or those who are silent (disengaged, 
or scared, or lazy, or confused). If you are inclined to be silent, 
make an effort to contribute in a small way – for example, to 
deliberately reinforce someone else’s idea, or to play devil’s 
advocate just for fun to see what happens.  

- Much more playing than talking. Problems are solved by making 
music (improvisation in the moment) rather than disengaging from 
the music to have an intellectual discussion.  

- Disagreement and friendly arguments. An ensemble that never 



argues is an ensemble without individual points of view, without 
musical vision, and without a purpose. Arguments can be verbal, 
but more importantly can be heard through playing in deliberate 
contrasts (dynamics, articulation, phrase shape, tempos, etc.). 
These disagreements are then resolved through playing by 
developing a consensus (flock opinion) through influence and 
improvisation.  

- Synchronization of breathing and releases with awareness for the 
entire envelope of sound. Air speed, tone, and pitch are matched 
through peripheral vision and aural acuity. Releases are determined 
through a shared sense of pulse and contour. Negotiations to 
develop consensus are continual.   

- Eye contact, laughter, relaxed and efficient posture, lack of tension 
in tone production (instrumental and verbal), and shared focus (a 
common physical, musical, emotional and intellectual energy).  

 
Step 2 At some point before Friday’s rehearsal (April 5), log on to 
Blackboard and go to the Ensembleship #2 folder within the Assignments 
folder. Read the instructions for the assignment, then watch the four 
short video clips (Martha Graham, Tiny Desk, Chris Thile, and Bud Beyer). 
This can be done individually, or in groups as your schedules permit. 
Your goal is to use the material in the clips to inspire and inform your 
work – borrow ideas, techniques, behaviors and attitudes from Beyer, 
Thile and the Tiny Desk crew. Then consider how Graham’s choreography 
influences your perception of “Simple Gifts.” Borrow gestures from the 
dancers and experiment with translating them into sound (style, 
inflection, color).   
 
Step 3 Arrange the room so that the group is sitting in a circle, without 
any music stands. All activities will be done from your head, without 
notation. Your goal in at every stage is to exhibit trust (see Step 1) and 
connect to one another, rather than retreating into your own head. 

1. Play a game of “Duck, Duck, Goose” to get warmed up. Pass a single 
note around the circle as quickly and steadily as possible. Strive to 
match tone and pitch. Try clockwise as well as counterclockwise to 
see if one works better.  

2. Choose a major key, and play the scale ascending and descending 
one octave. Strive to match tone and pitch, and shoot for a medium 
full dynamic.  

3. Pass the scale around the circle, “Duck, Duck, Goose” style (one 
note per person). Your goal is an even, steady pace and full tone 



with excellent intonation.  
4. In the major key you have chosen, sing “Chester” (the hymn tune). 

Use a neutral syllable (dah), tall open vowel, healthy air flow to 
support full volume.  

5. Divide the group in half. In call and response fashion, one half sings 
a phrase of the tune (calls), the other half plays it when they’re 
done (response). Guessing is good. Steady tempo is essential. Tone 
and intonation are continually important. Once half the group has 
played the whole tune (all four four-bar phrases), switch roles. Hint: 
close your eyes to hear and focus better. Are you able to stay 
connected as a team even as you work out your own issues? 

6. Switch to “Simple Gifts” and play the tune, as a single group, in the 
major key you have been using.  

7. Divide the group, half playing the tune and half playing the root 
melody. Switch roles.  

8. Choose a new major key. Divide the group, half playing the tune 
and half playing the root melody (with or without harmonization). 
Switch roles.  

9. Remaining in the new major key, divide the group in half: one half 
will play as the other listens and coaches. Divide each half into 
halves so someone is playing melody and someone is playing the 
root melody (with or without harmonization). Transfer stylistic ideas 
from Martha Graham’s choreography to the performance. Project a 
strong point of view through articulation, tempo, and dynamics. 
The coaching group will then offer suggestions to clarify and 
enhance the performance. Switch roles: the coaching team plays in 
their own point of view as the formerly playing team listens an 
comments. 

10. Choose a minor key. Play the scale ascending and descending 
one octave. Strive to match tone and pitch, and shoot for a medium 
full dynamic.  

11. Pass the minor scale around the circle, “Duck, Duck, Goose” 
style (one note per person). Your goal is an even, steady pace and 
full tone with excellent intonation. 

12. Play “Simple Gifts” in the minor key you have chosen as a 
single group. Guessing is good. Help each other as needed. 

13. Divide the group, half playing the tune and half playing the 
root melody. Switch roles.  

14. EXTRA CREDIT: as a team, create a minor key version of 
“Simple Gifts” that spoofs or contradicts Martha Graham’s concept 
of style. Include melody, root melody, and harmonization. 

 



Set up the video camera (laptop, phone, whatever works and will give you 
the best possible sound quality) and leave it running. The interaction of 
the group throughout the session is as important as your actual playing. 
Make sure the camera can see everybody in the group. 
 
Capture the team’s work in a single "take" if at all possible (if not, don’t 
panic; go with what works for your equipment). Put the file(s) onto a flash 
drive - that's what you'll turn in to Dr. Barber. If you are in need of 
equipment, Love Library has digital cameras, digital camcorders, digital 
projector, external hard drives, digital audio voice recorders and 
microphones for UNL students: 

http://libraries.unl.edu/DigitalMediaEquipment 
 



Ensembleship #2:  

The title of this assignment could easily be: “Playing good music well is not enough.” That is to 
say, simply playing your instrument well, practicing so you can play your part cleanly, showing 
up on time and following directions isn’t the point of what we do as musicians. To be an expert 
musician, it’s what you do with your musicianship, your ensembleship, and the music itself that 
matters.  

The goal if this assignment is to give each member of the ensemble an opportunity to get beyond 
playing good music well, and to do it in a lab/experimental setting. This is not a test; it is an 
exploratory mission.  

The grade for each team will be based on three factors: 

1. How many of the hallmarks of trust each group exhibits (see Step 1).  3 points 

2. Evidence of attempts to apply the video clips to the group's work (Step 2).  3 points 

3. Completion of the three steps in their entirety.  4 points 

Overarching thoughts:  

We really take these tunes for granted. Each group had a different impression of Chester (left out 
a bar, or an entire phrase, or rewrote the cadences, etc.). It means we’re not successful audiating 
something other than our own part yet.  

Great improvement in the hallmarks of trust! The working vibe of each group was excellent, and 
a very flexible foundation for our full ensemble work. We carry much of that  

We’re not all comfortable singing in a leading way – we want to follow. Practice conversational 
singing (use your normal voice and just go, as you would if you were speaking).  

Articulation is a bit sloppy in the brass, as are initial attacks. Tone matching is strong across the 
board, and intonation is generally on track. Balance gets out of whack quickly when you’re 
playing out of your head – it’s every person for him/herself. Also, our control of volume in 
different ranges needs work. We tend to “shout” in the mid to upper register, and bellow down 
low.  

*Re: flocking, we’re not talking about migrating in a V pattern. We’re talking about flocking in a 
day to day group setting – see starlings rather than geese. The V pattern has a specific function: 
it’s for long-distance travel. Flocking in a day to day sense has no pattern. Think of a school of 
fish.  

The next step to enliven the root melodies is to add passing tones, and to work with the 
corresponding arpeggio (Do Mi Sol / Sol Ti Re). 

Leading without cheerleading or bullying is a tough concept to grasp but essential. It’s leading 
by being/embodying. Doing for somebody v. doing next to somebody v. doing with somebody. 
Think basketball: the guy who hogs the ball v. the guy who shoots when open and/or passes 
freely.  



Blue Birds 10/10 +2 

1. How many of the hallmarks of trust each group exhibits (see Step 1).  3/3 points 

 Good eye contact and motion, lots of laughter. Intentional shifting of leader was excellent. 
This is a very solid team. Excellent job! 

2. Evidence of attempts to apply the video clips to the group's work (Step 2).  3/3 points 

Application of style: nice job with the dance moves! Interesting ideas re: orchestration, 
and good job getting back on track after wipe outs. Some great gestures for me to steal as I 
conduct J The adjustments really did make a difference. Perky/funky style was great! I was 
really glad to hear the experimentation in the harmony in each rendition.  

3. Completion of the three steps in their entirety.  4/4 points 

 Nice job with Duck Duck. Attention to pitch and tone paid off, and speed was pretty good. 
An interesting change in tone when you went counterclockwise – a different “lead tone” effected 
the group. That’s a very good sign. A major was pretty twangy at first, but you made some nice 
adjustments as a team. Passing worked well on the third try: very steady and even.  

 Lots of discussion pre-singing. I suspect some shyness J The guys are louder than the 
gals, and your rendition of Chester is a little unique when it comes to phrase #3 (it’s missing two 
bars). It’s interesting how we take the tune for granted – we’ve heard it a million times but it’s 
still hard to remember. The multi-conductor approach was a good idea. Tip: develop the ability 
to sing conversationally, i.e. with the same unselfconsciousness that you speak to each other. 
You don’t have to sound like Pavarotti any more than your speaking voice needs to sound like 
James Earl Jones. Just sing in your normal voice. Some good guessing and working out of the 
last phrase in the call and response sequence.  

 Simple Gifts: Good group breath to start. Remember that the tune is longer than that – 
you focused on the first half only. Not a problem. It’s just that the second half is more fun! 
Melody and root melody showed a little oblivion regarding balance. One half of the team is 
definitely louder than the other. Even as you’re thinking about the notes, keep your ears open to 
the other voices and adjust. New key: really twangy! Pitch went haywire, probably because you 
weren’t thinking about function. Always keep an ear out for tonic, and be sure it’s consistent 
around the group.  

  Minor scale: it took a long time to pick. I’m sensing an area to visit before juries in a few 
weeks J First run of the scale was every person for him/herself in terms of tonal blend. Good 
adjustments on that front, then second try was a little wacky with pitch. Duck Duck actually 
cleared that up.  

 Minor Gifts was a riot. You really went to town with the darker, slightly more aggressive 
tone. The root melody versions were very Tim Burton-esque. It was great that the wobble motive 
passed from oboes to saxes! Some really interesting non-chord tones down in the bass. Very 
creepy, Tales from the Crypt-ish.  

 Extra credit version: free style! Oddly robotic – I like it. J Then quasi-Baroque. Freeky. 

Sa
mp
le



Stage 7

Groups of 4 or 5, like-instruments
Material = diatonic scale (student’s choice)
Priming components (video clips)
In-class prep to introduce methods and 
concepts
Video entire session, including 
experimentation
Feedback entirely narrative - no rubric

Objectives:  character study



Ensembleship #1: Character Study 

Shortly before you get together as a group to complete this assignment (within 24 hours), each 
person should set aside about 30 minutes to watch several short video clips.  

Step 1a: In the folder marked “Start here” there are three clips. First watch legendary acting 
teacher Uta Hagen explaining that style is part of the context (time period, environment) in 
which a character operates. In musical terms: our goal is to play within a style, rather than trying 
to add it after the fact. It’s the difference between getting wet because you’re swimming 
(operating normally in the context/environment of water) and getting wet by dumping a 
bucket of water on yourself (adding water after the fact). This assignment is designed to help 
us jump into the pool.  

[Although the next clips are Klezmer, they apply to all the pieces we play – even Hindemith!] 

Step 1b: Next, watch a little of Itzhak Perlman improvising with a Klezmer band. Watch how he 
listens from within the context to catch a “hook” to grab onto, then plays around a bit, then steps 
back (while still playing) as somebody else grabs a hook. Notice how he moves, notice where his 
attention is (follow his eyes), look for clear signs of audiation on his face (inner hearing, musical 
imagination and characterization). He’s not pouring Klezmer over his classical technique; he’s 
swimming around in it and operating completely within the Klezmer environment. Finally, 
notice that Perlman isn’t sure of what he’s doing, but that doesn’t get in his way at all. See the 
encouragement of the other players and the obvious sense of play. Perlman says, “When you’re 
dealing with music, you’re dealing with the soul of a society.” Our job as performers, for the 
time that we are performing any given piece of music, is to embrace that soul as our own.  

Step 1c: Now watch Giora Feidman and be on the alert for how so many other styles and musical 
quotations are pulled into the Klezmer context. They are brought into the environment and are 
perfectly at home (like pool toys). Strauss, Bach, Gershwin, Stravinsky, The Beatles, and 
Weather Report all make an appearance. This band is doing musically what Uta Hagen was 
describing theatrically. They are living completely in the style. Be sure to marvel at tambourine 
man (holy cow!) and the spectacular color range and vocabulary of Giora (the clarinetist). Notice 
the energy and exuberance of the players. They are fully committed – spaz baby all the way. For 
those of you who play on the Gorb, know that clowning is an important part of the Klezmer 
tradition. These guys are the real deal.  

-------------------------------------------------------- 

Step 2a: In the Bernstein folder there are five short clips. Choose at least three to watch. What 
you’re looking and listening for is context: how do people move, interact, sound, etc. in the 
environment of fictional comedic 1940s New York? Consider energy (physical and sonic), color 
(visual and sonic), emotion (personal/individual as well as group/societal), and texture (fashion 
and architecture, sounds of traffic, accents when people speak… all that made New York 
feel/smell/taste/sound the way it did back then). 

Step 2b: In the Grantham folder there are two clips of Mambo No. 8. Watch them both in the 
same spirit you watched the Bernstein clips (for context).  



Your goal in each case is to be able to put yourself into each environment, to imagine yourself 
living and playing your instrument in 1940s New York with those sailors, and in that nightclub 
in 1950s Havana. What would you sound like? How would you look? How would you move? 
What would you be wearing? Remember Itzhak Perlman: find the soul and adopt it as your own. 

--------------------------------------------------------- 

Now get together with your group (see list below). You’ll have sectional time on Friday, Sept. 20 
for this – section leaders should start looking for a space. Video record your session and put the 
file(s) on a flash drive. That’s what you’ll turn in to Dr. Barber on or before Sept. 26. It doesn’t 
have to be one big take as we’ve done before. You can select your best bits to turn in, but do 
include some footage that shows the quality of the group’s interactions and teamwork. Set up the 
camera/laptop/phone (whatever will give you the best sound quality) so that it can see everybody 
and you can still see each other. If you are in need of equipment, Love Library has digital 
cameras and camcorders for use by UNL students: 
http://libraries.unl.edu/DigitalMediaEquipment  

Your job for this assignment is to do what Uta Hagen recommends: “take a character out of the 
crisis and give him a simple task to do.” In musical terms, you’re going to take a scale (your 
choice), and let it live in a particular style. In other words, you’re going to throw the scale into 
several style pools so it can swim around. The goal is to make the listener (me) believe that the 
scale is native to/coming from within each particular style. Better yet: imagine me playing your 
video for the applied faculty without telling them what you’re goal is, and having them guess 
what you’re up to.  

[Since everybody is watching the same videos and we’re working with a simple scale, everybody 
should participate in the entire assignment whether they have a part to a given piece or not – this 
is an “all swim” situation.] 

Step 3a: Bernstein style pool.  

Play your chosen scale once in a normal, plain “Lincoln, Nebraska 2013” way to 
establish a base line. 

 Pass the scale in four-note chunks duck-duck-goose style (person one: do, re, mi, fa; 
person two: sol, la, ti, do; person three: do, ti, la, sol, etc.) as many times as you need to for it to 
become natural, smooth/even and automatic.  

Throw the scale into the Bernstein style pool. As individuals (with the camera running), 
play the scale as if you were right there next to Gene Kelly in “On the Town.” Take the 
information you found in the video clips and send it through your instrument. Play from within 
New York City, 1944. Once you’ve experimented a bit and shared ideas… 

Pass the scale in four-note chunks staying in the Bernstein context. Steal ideas from one 
another, react, and interact as Perlman did with the Klezmer group.  

Step 3b: Grantham style pool 



 Follow the same sequence as you did for the Bernstein pool (above). Feel free to change 
the scale for variety’s sake. 

Assessment/grading for Ensembleship #1 will be very simple. If the video shows that you are 
participating actively, creatively, and collegially, you’ll get full marks. If you don’t show up, or 
zone out, or obviously haven’t watched the videos, or don’t participate fully, that’s a zero for the 
day. You don’t have to be an expert – you just have to try. Get in the pool, even if you are most 
comfortable staying in the shallow end. The great value of the exercise is the chance to 
experiment in small groups. 

If you have time left in the 50-minute period, use it to rehearse the Bernstein and the Grantham 
in normal sectional fashion. 

 

 



Stage 8

Individual listening assignment
Focus = Hindemith Symphony in Bb
Materials = part & full score
Worksheet to guide effort

Objectives: 
Learn the form, and find your teammates in each 
zone.



The objective of this assignment is to develop awareness throughout the 
ensemble of the form and orchestration of Hindemith's Symphony in Bb. 
These aspects of the piece are essential to achieving clarity in performance, 
which in turn provide a clear stage for the portrayal of character.  

Step 1: download the attached worksheet (PDF) and head for the Music 
Library. Given the variable instrumentation of the pieces this cycle, you 
should have rehearsal time available when you are not on all (especially 
during Weill and Strauss). We recommend using that time, however you are 
free to complete the assignment as your schedule permits as long as you 
meet the deadline (it's due Monday, Nov. 18). 

Step 2: scores for the symphony are on reserve. You won't be able to check 
them out, so plan to spend 20-25 minutes in the library to complete the 
assignment. One of the scores is Dr. Barber's and it's pretty beat up. Please 
treat it kindly. Using the score, fill in the worksheet. You may find it helpful 
to listen to a recording as you track the score. Your task is to determine 
whose team you are on in the various sections of the form. Teams tend to 
change rapidly, so look for larger chunks where you are with somebody for 
more than a bar or two at a time (in other words: track the teams at a 
thematic level rather than a motivic level).  

Step 3: scan your completed worksheet and upload it to the Blackboard 
assignment zone for grading. Keep the hard copy of the worksheet in your 
folder for use during rehearsals. 

Step 4: during rehearsal, listen for and connect to your teammates in the 
various sections of the form. Strive to match style and character in addition 
to the basic elements of rhythm, articulation, pitch, etc.  



Your	  name	  here: Hindemith Symphony in Bb UNL	  Wind	  Ensemble
Ensembleship	  #2,	  2013f

Movement	  1
Exposition:	  first	  theme	  area Exposition:	  second	  theme	  area Exposition:	  closing	  theme	  area
Beginning	  to	  B B	  to	  D D	  to	  fermata	  meas.	  77

Primary	  team	  mates:

With	  whom	  are	  you
playing,	  most	  of	  the	  
time?	  (list	  instruments	  
in	  boxes	  corresponding
to	  sections	  of	  the	  form)

Development	  pt.	  1 Development	  pt.	  2
meas.	  78	  to	  I I	  to	  meas.	  146

Primary	  team	  mates:

Recapitulation:	  first	  &	  second	  themes Recapitulation:	  closing	  theme
K	  to	  M M	  to	  end

Primary	  team	  mates:



Your	  name	  here: Hindemith Symphony in Bb UNL	  Wind	  Ensemble
Ensembleship	  #2,	  2013f

Movement	  2
A	  section	  (beginning	  to	  Fast	  &	  Gay) B	  section:	  (Fast	  &	  Gay	  to	  I) A	  &	  B	  section	  (I	  to	  end)

Primary	  team	  mates:

With	  whom	  are	  you
playing,	  most	  of	  the	  
time?	  (list	  instruments	  
in	  boxes	  corresponding
to	  sections	  of	  the	  form)

Movement	  3
First	  theme	  area	  (A	  to	  F) Second	  theme	  area	  (F	  to	  L) Big	  recapitulation	  (L	  to	  O) Coda	  (O	  to	  end)

Primary	  team	  mates:

With	  whom	  are	  you
playing,	  most	  of	  the	  
time?	  (list	  instruments	  
in	  boxes	  corresponding
to	  sections	  of	  the	  form)



Stage 9

Mixed quartets/quintets
Chord play exercise
Three levels
In-class prep to introduce methods and 
concepts (related to Treasury of Scales)
Video entire session, including 
experimentation
Feedback entirely narrative - no rubric

Objectives: 
Intuitive intonation, balance, blend, and strategic 
thinking
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Chord Play Demo
Jens Wendelboe

How about A?

Okay, maybe.

Major!

Yay!

Let’s do B.

No.

B’s not bad...

Tuba 1 is a weenie.

Which way now?

Back to A!

Boring...

Can’t we all just get along?

D’s a safe topic.

And major’s nice.

Wrong! (call me a weenie...)

Or...



Algonquin Round Table

Assessment/grading for this assignment will be very simple. If the video shows that you are 
participating actively, creatively, and collegially, you’ll get full marks. If you don’t show up, or zone 
out, or don’t participate fully, that’s a zero for the day. You don’t have to be an expert – you just have 
to try. Join the conversation, even if you can’t keep up with Dorothy Parker yet. The great value of 
the exercise is the chance to experiment in small mixed groups.



Simple Chord Play:

Group chooses a major scale to be the foundation for the exercise. Probably smart to pick something comfortable 
the first time around. As you gain skill you can branch out.

First player begins by presenting the first note of the scale and sustaining it as others enter in turn, each with a 
note of his/her own choosing. Steady pulse is not important; be sure each chord is solid before adding to it.

	
 The object of the game is to use harmony in a conversational fashion. By adding a note at a time, each 
	
 subsequent player can confirm what came before, or open up a new possibility, or contradict/disrupt/argue, 
	
 or obfuscate/confuse/cloud the issue. 

	
 Of utmost importance in the exercise is INTENTION. Hear your note before you play it (audiate), and 
	
 make a deliberate move rather than simply flinging in a random pitch. Know the harmonic role you are 
	
 playing, you’re FUNCTION.

	
 It’s a bit like the game Twister: each player calls a new color that adjusts the pose of the group. It might 
	
 also be seen as a slow-motion, do-it-yourself Treasury of Scales exercise.

Once all players are in, the game re-sets. The second player presents the second scale degree and the cycle repeats 
with new choices. The team should continue in round-robin fashion until all 8 scale degrees have been presented.

Each team should work through the exercise at least twice using at least two different major scales. Once the team 
is comfortable with the basic game, try at least one intermediate round. A comfortable scale is recommended.

Intermediate chord play:

Add INFLECTION to your intention by adjusting the balance (adding your note at a louder or softer level than 
the others), and/or tone color (bright/dark, dense/gaseous, rough/smooth) - just be certain to maintain excellent 
INTONATION throughout.

When reasonably comfortable, each team should try at least one advanced round to see what happens.

Advanced chord play:

Add INTERACTION to inflection and intention by introducing rhythm (on your single note) and various 
articulations, changing your dynamic and timbral strategy as those around you change theirs. As above, strive to 
maintain excellent intonation throughout.

	
 The result, ideally, will be a musical Algonquin Round Table discussion (if you don’t know what that is, 
	
 Google “Algonquin Round Table” to broaden your horizons).

Video record your 
session and put the 
file(s) on a flash drive. 
That’s what you’ll turn 
in to Dr. Barber. It 
doesn’t have to be one 
big take, just make sure 
the quality of the 
group’s interactions and 
teamwork is clearly 
visible and audible. Set 
up the camera/laptop/
phone (whatever will 
give you the best sound 
quality) so that it can see 
everybody and you can 
still see each other. If 
you are in need of 
equipment, Love 
Library has digital 
cameras and camcorders 
for use by UNL 
students:

 http://libraries.unl.edu/
DigitalMediaEquipment 

http://libraries.unl.edu/DigitalMediaEquipment
http://libraries.unl.edu/DigitalMediaEquipment
http://libraries.unl.edu/DigitalMediaEquipment
http://libraries.unl.edu/DigitalMediaEquipment
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