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ABSTRACT 

The concept of intentionally writing student level works for piano and orchestra 

has been a phenomenon of the twentieth century. There are some effective works 

available, however closer examination reveals that the majority of these works are written 

for younger students. There is a dearth of works that would be appealing for older piano 

students to learn and perform. 

This dissertation is a study of some of the more available and widely used student 

works. Pianistic and compositional techniques were observed in the published works, 

with conclusions drawn as to their effectiveness and frequency. After analyzing and 

examining those works, a composition was written, emulating some, but not all of the 

features of the other works under consideration. Essays uses more 

sophisticated harmonic language and an overall serious mood, which is designed to 

appeal to the older student, while producing a work within the technical parameters of 

the intermediate to moderately difficult student concertos. 
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CHAPTER I 

INTRODUCTION 

As a piano teacher in a small liberal arts university located in northern 

Louisiana, I generally work with students whose pianistic technical skills are in the 

intermediate range. Speaking with colleagues who teach in similar schools I find that 

their institutions seem to attract students playing at the intermediate to moderately 

difficult level, while the larger and more prestigious institutions tend to attract those 

students that are playing at a higher level of difficulty. It is part of a teacher's job to seek 

out appropriate literature for their students. 

There is much fine solo piano literature for the intermediate to early advanced 

piano students; there are a number of twentieth-century composers such as Bartok, 

Kabalevsky, and Rowley who have contributed much to this literature. Eventually, in the 

course of study, many teachers want to assign their students a work for piano and 

orchesfra, usually a concerto. A work for piano and orchestra adds another dimension to 

performance, requiring the pianist to develop ensemble skills, since an mstrumental 

ensemble is required or at least a second piano part is needed to play a reduction of the 

orchestral score. In addition, performing a work for piano and orchestra can be an 

exciting experience for a student, and thus can become a powerful source of motivation. 

In his reference work Music for Piano and Orchestra, Maurice Hinson has cited 

and annotated more than 3,000 works for piano and orchestra from the 1700s to the 

present. Many, but not all, of the listed works are evaluated in terms of difficulty. Hinson 



states, "These categories must not be taken too strictly but are only listed for general 

indications of technical and interpretative difficulties" (Hinson x). He gives the following 

works as examples of each level of difficulty: 

Int.: C.H. Graun, Concerto F, Op. 2/4 

J. Haydn, Concerto C, Hob. XrV/4 

F. Kuhlau, Concerto C, Op. 7 

D. Kabalevsky, Concerto III "Youth" 

M-D.: J.S. Bach, Concerto d, S. 1052 

W.A. Mozart, Concerto C, K. 415 

E. MacDowell, Concerto d. Op. 23 

R. Starer, Concerto I 

D: J.S. Bach, Brandenburg Concerto V.S. 1050 

L. Beethoven, Concerto IV G, Op. 58 

S. Rachmaninoff, Rhapsody on a theme ofPaganini 

E. Carter, Concerto 

Five categories of grading are used: Intermediate (Int.), for the above- average 

high school pianist; Moderately Difficult (M-D), for the above-average college pianist; 

Moderately Difficult to Difficult (M-D to D); and Difficuh (D), for advanced pianists 

(Hinson ix). The works that will be examined in this study will range from intermediate 

to moderately difficult, according to Hinson's rankings, and in a few cases my own. 



In terms of music for piano and orchestra, there are a number of works cited by 

Hinson that are of the intermediate to intermediate-moderately difficult level. With one 

exception, all of these works were written in the Baroque, Classical, or twentieth-century 

periods. The one exception is Gabriel Pieme's Fantasie-Ballet (1887), which is described 

as dated but having some charming moments (Hinson 227). The sons of J.S. Bach as well 

as Haydn and Mozart and such lesser composers such as Giovanni Paisiello (1740-1816), 

John Stanley (1713-86) and Thomas Ame (1710-1778) wrote a number of concerti that 

fall into this category. The works from the Baroque and Classical periods were not 

necessarily intended for student use; they were written before the revolutionary advances 

in piano technique of the Romantic period. The idea of writing music for piano and 

orchestra for student use during the Romantic period was apparently nonexistent, or at 

least nearly so, although composers such as Seitz (1848-1918), Accolay (1845-1910) and 

de Beriot (1802-1870) composed several such works for students of the violin 

(Wallingford 29). 

Works for piano and orchestra intended for piano students began to be written in 

the first part of the twentieth century. The first well-known attempt at writing a work for 

student performance was the Joseph Wagner Concertino in G minor, first premiered by 

the nineteen-year-old composer in 1919, and, with revision, performed m 1925 by seven-

year-old pianist Leonard Bernstein with the Boston Public Schools Symphony Orchestra. 

(Wagner, score notes). On the other side of the Atlantic, Wallingford (29) noted this was 

probably first addressed by Marie Suel-Holst when she published her concerto for the 

yoimg pianist, In Elfland Concerto, in 1938. Other composers soon followed suit. Marion 



Bauer published her American Youth Concerto in 1946; Rowley published his Miniature 

Concerto in 1947, and Eckstein published his Concerto for Young Americans in 1950. 

The Wagner and the Bauer works highly reflect the Romantic fradition, although they 

exhibit some influence of twentieth century musical thought. 

Hinson lists many works for piano and orchestra, most of which are little known. 

He apparently has researched the twentieth century quite thoroughly. He lists 1,386 

works for piano and orchestra written since 1900 that could fairly be considered twentieth 

century works (e.g., a Romantic concerto written in 1901 would not necessarily count.) 

Out of this number, only sixty-eight were ranked as intermediate to intermediate-

moderately difficult. Many of these are not widely available. Some are not available in 

two-piano score, which makes these works difficult to use in the studio lesson. The 

remainder comprises just less than 5% of the number of listed and graded twentieth 

century works for piano and orchesfra. Not all of these were necessarily written as 

student works, but should be listed as accessible to the student pianist. 

With this in mind, it appears that there is room for additions to the repertoire. 

First, I selected for examination twelve twentieth century works for piano and orchesfra 

written at the intermediate to moderately difficult level. My selection was based on their 

availability and the textural variety they seemed to offer. These works were then 

examined for common parameters in terms of pianistic considerations and compositional 

techniques (see tables in Chapter II). These parameters were observed and applied in the 

composition of my piece. Three Essays for Piano and Orchestra. I did not necessarily 

emulate everything I observed. For example, I felt many of the examined works were too 



conservative in the use of twentieth century compositional techniques, or in some cases a 

bit dated. Most of them appear to be designed for younger students. 

My intention in writing the Essays was to produce a work that would appeal to the 

more mature piano student: someone in high school or college, or perhaps a returning 

non-traditional student, since this has been a recent trend. My vision of a successfiil work 

of this nature would not only need to appeal to the student, but appeal to the audience as 

well. Judging from the feedback I have received (see Appendix A) I feel 1 have achieved 

this. In terms of educational outcome, I wished to expose the student to some 

contemporary harmonic language, as well as producing a work that would lead to 

pianistic growth. The task is to attempt a balance between teaching concerns and musical 

quality. I hope that my composition does represent a work with emotion, depth and 

meaning, a composition that older, more mature students would thus find appealing. 

As many composers have done over the years, I have also attempted to make the 

work sound more impressive and difficult than it is. There is some patterning, and there 

are hand-over-hand unpressive arpeggios, passagework and two-hand glissandi to give 

the piece its virtuoso moments. In confrast, however, there is some Hindemith-like 

counterpoint that will require the student to give thought to the process of memorizing. 

Like Hindemith, instead of repeating certain passages verbatim, I changed the repetitions 

somewhat, resulting in the need for the student to investigate the memorization process 

for these parallelisms. In this way my work also offers benefits as a style preparation 

study. 



After composing the work and producing a two-piano score, I assigned Essays to 

one of my collegiate students who plays at the intermediate to moderately difficult level. 

This gave me an opportunity to identify shortcomings in my writing for the piano. As a 

resuh of this a few small revisions were made. At the same time, 1 began to score the 

second piano part for orchestra. 

I chose an orchesfra of almost the same size as that required for the Kabalevsky 

concerto. The only differences are that I have piccolo, bass frombone and tuba written 

into the score. Unlike the Eckstein, I did not use saxophones, although they could be used 

if certain instruments, such as bassoons, are not available. Unfortunately, this is often the 

case vkdth student ensembles. Kraehenbuehl solved the problem of the relative lack of 

double reed instruments by scoring his Marches Concertantes with three clarinets and 

one oboe, and by writing an optional bassoon part. 



CHAPTER II 

EXAMINATION OF RELATED WORKS 

This chapter considers a spectrum of other works for piano and orchestra, 

technically intermediate to moderately difficuh and examines their pianistic traits and 

compositional techniques. 

One will observe in the following tables that certain pianistic considerations and 

compositional techniques are utilized more often than others. Following the tables are 

discussions of the examined works and how particular compositional techniques and 

pianistic considerations play a role in each composition's effectiveness. 

Looking at all twelve concertos in terms of overall texture, one sees that 

homophony is very prevalent. Melodies are often doubled at the octave between hands, 

usually accompanied by the orchesfra which allows the right hand to lead the left and to 

give the left hand some interest. Melodies are frequently accompanied in the solo piano 

part by Alberti bass accompaniment, or by arpeggio figures in the left hand. Pure 

counterpoint is not common in these pieces, although fairly prominent in the 

Kraehenbuehl Marches Concertantes. 

It should be pointed out here that not all of the examined works use many 

twentieth century techniques, indeed the Bauer and Wagner works have strong style 

characteristics of the Romantic period. These are important concertos because there is a 

dearth of intermediate to moderately difficult works for piano and orchestra written in the 



Romantic period. These pieces could serve well as style preparation for more difficult 

concertos. 

Table!:] Pianistic Considerations of the Related Literature 
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1. Alternating hand figurations 
2. Hand over hand arpeggios 
3. Scato passagework 
4. Extended hand arpeggios 
5. Hand span larger than octave 
6. Extremely fast tempos 
7. Voicing challenges 
8. Melodies doubled at the octave between hands 
9. Patterning 
10. Double notes in-passagework 
11. Arpeggios divided between hands 
12. Pofyrhytfams 
13. large leaps 
14. passages of same-hand octaves 
15. fest chords 

+=\ots of the specific technique 
#=some of the specific technique 
-=little of the specific technique 
o=none of the specific technique 

B=Marion Bauer 
E=Maxwell Eckstein 

F=Marcel Frank 
H=Koh-Iohi Hattori 
Kb=Dmitri Kabalevsky 
Ki=David Kraehenbuehl (Marches) 
!KrR=Kraehenbuehl (Rhapsody) 
Ro=Alec Rowley 
Ru=Karl Rubrecht 
T=Evan Tonsing 
Wa=Joseph Wagner 
Wh=Gayneyl Wheeler 
Z=Ellen Taaffe Zwilich 



Table 2: Compositional Techniques and Styles 

1 
2 
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X 

Kb 

X 

X 

Kr 
X 
X 

X 
X 
X 

KrR 
X 
X 
X 

X 

X 

Ro 

X 

X 

Ru 
X 
X 
X 

X 

X 

X 

T 
X 
X 

X 

Wa 

X 

Wh 
X 
X 

X 
X 

z 
X 
X 
X 

X 

X 
X 

Key to numbers and letters: 

1. Quartal/quintal harmony 
2. Pandiatonicism 
3. Minimalism 
4. Asymmetrical meter 
5. Polytonality 
6. Serialism 
7. Clusters 
8. Ostinato 
9. Frequent change of meter 
10. Influenced by popular music 

B=Marion Bauer 
E=Maxwell Eckstein 
F=Marcel Frank 
H=Koh-Ichi Hattori 
Kb=Dmitri Kabalevsky 
Kr=David Kraehenbuehl (Marches) 
KrR=Kraehenbuehl {Rhapsody) 
Ro=Alec Rowley 
Ru=Karl Rubrecht 
T=Evan Tonsing 
Wa=Joseph Wagner 
Wh=Gayneyl Wheeler 
Z=Ellen Taaffe Zwilich 

The pianistic traits listed in the first table are used to evaluate difficulty m terms 

of commonly used technical devices. One can see, for example, in the first table that 

patterning and scalar passagework are widely used in the related literature, while hand 

spans greater than an octave and the use of polyrhythms are avoided. 

The compositional techniques listed in the second table are common m twentieth 

century literature. It is clear from the above table that the moderately contemporary 

techniques such as quartalism/quintalism, polytonality, and pandiatonicism are the most 



frequentiy used. Those techniques would be the most appealing to students with limited 

exposure to twentieth century music, as the students have been exposed to them through 

music in movies and on television. 

Marion Bauer: American Youth Concerto for 
Piano and Orchestra (1943) 

Marion Bauer (1882-1955) was one of the most successfiil American female 

composers of the first half of the twentieth centiuy. In addition, she was an important 

music historian and advocate for contemporary music. 

After early studies in Portland, Oregon, she came to New York City where she 

studied composition with Henry Holden Huss. In 1906, she went to Paris where she 

became the English tutor to and the first American student of Nadia Boulanger. Upon 

return to the United States she taught music history and composition at New York 

University from 1926 to 1951. 

In addition to being a co-founder of the American Music Center, she co-foimded 

the American Music Guild, served as Vice President of the Chautauqua Society of 

Greater New York and was a member of the executive board of the League of Composers 

where she managed the Young Composers' Concerts for many years and was responsible 

for introducing audiences to the music of Aaron Copland and George Antheil, among 

otiiers (Reis 23-4). 

Hinson (25) briefly described Marion Bauer's three-movement work as freely 

tonal, not easy and moderately contemporary. He rated the difficulty as mtermediate to 

moderately difficult. Wallingford (31), in her article regarding student concertos, rated 
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the difficulty of this piece as early advanced. Upon exammation I agree with botii 

opinions. 

In the first movement (Majestic), the solo part demands good arpeggio technique 

in both hands (see Example 2.1), the left hand havjng some rather difficult arpeggios 

under a right hand melody. 

Example 2.1. 

AMERICAN YOUTH CONCERTO 
By Marion Bauer 
Copyright 1946 (Renewed) by G. Schirmer, Inc. (ASCAP) 
International Copyright Secured. All Rights Reserved. 
Used by Permission 

The piece also requires good voicing' ability with both melodic and accompanying 

notes in the same hand, a texture commonly found in Romantic music. 

Example 2.2. 

AMERICAN YOUTH CONCERTO 
By Marion Bauer 
Copyright 1946 (Renewed) by G. Schirmer, Inc. (ASCAP) 
International Copyright Secured. AU Rights Reserved 
Used by Permission. 
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friterestmgly, while this movement is a modified sonata-allegro form, the two 

themes presented in the exposition are m reverse order in the recapitulation, a mutation of 

fraditional form. Coincidentally, the form of the first movement of the Kabalevsky Youth 

Concerto is mutated hi a similar way. 

The second movement (Dignified, yet lyric), in ternary form, provides confrast to 

the outer two movements in terms of using quartal and quintal constructions, chord 

planing as well as pandiatonicism. The movement resembles Sfravinsky's neoclassical 

style or of Copland and similar composers. It is clearly conceived hi the style of early 

twentieth century music, providing the listener a change from the pervading romanticism 

of the other movements. 

Example 2.3. 

' Digmiied, yet lyric J. dnaao 

tfffdoloa 

""W^ ^ 

i ^ 

to 
m 
^ 

^ 

nr 
W 

^M a 
^ 

AMERICAN YOUTH CONCERTO 
By Marion Bauer 
Copyright 1946 (Renewed) by G. Schirmer, Inc. (ASCAP) 
International Copyright Secured. All Rights Reserved. 
Used by Permission. 

The third movement (Humorous) is a sonata-rondo form. The first repetition of 

the main theme is ui a different key, bemg first announced m G major, then m B major, a 

typical Romantic era key relationship. This piayfiil movement displays sunilar technical 

difficulties as the first movement. 

12 



1 believe tiie Bauer concerto has value both as a teaching piece and as a work to 

perform. It is well written in the Romantic tradition, reflecting the style of Dvorak, Grieg 

and MacDowell. hitermediate to moderately difficult piano concertos written during the 

Romantic period simply do not exist. This concerto and the Wagner are the two in this 

sttidy that could be used effectively as style preparation for more difficult Romantic 

concertos. 

Unusual for a student concerto, this work is not for small hands; a comfortable 

span of an octave is required. There are even a few isolated spots calling for a span of a 

tenth. Passagework is sometimes patterned but not as frequently and redundantly as m 

other works discussed in this document. I feel that this piece is intended for exactly the 

type of piano student that my own work is trying to address. It does not sound contrived 

and over patterned, as is often the case; instead of sounding like student literature, it gives 

the impression of being a serious, absolute piece of music. 

Maxwell Eckstein: Concerto for Young Americans (1955) 

American composer Maxwell Eckstein (1904-74) was a composer of numerous 

teaching pieces and materials for the piano and edited piano music of other composers. 

Hinson (327) considered this piece to be at the intermediate to moderately 

difficult level. Wallingford (31) considers this piece to be intermediate. I concur with 

Hinson. It is conservatively to moderately contemporary in style, often borrowmg from 

the popular music of the time. 

13 
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This eight-minute work is in the standard fast-slow-fast three movements. The 

main body of each movement is in ternary form. In a break from the classical tradition of 

placing tile cadenzas towards the end of a movement, they appear before the return of the 

A section in both the first and second movements. 

As a teaching piece for young pianists, this work presents some challenges. It 

requires a surprismgly large hand span, a tentii. There are a number of same hand octave 

passages. The left hand has some leaps similar to those found in ragtime. There is one 

sixteenth-note passage callmg for rapid octaves in the left hand, which would be difficult 

for many students, especially students with small hands. This work presents a lot of 

arpeggios, full chords and fast scalar passages. However, the arpeggios are patterned 

well, divided between the hands~a technique that is an asset to a youth concerto. 

A prominent example here of the influence of popular music is m the last 

movement, which appears to be in C major but uses the lowered seventh of the scale (B-

flat). This sets up mixolydian mode, which was widely used in popular tunes of the 1940s 

and 1950s. The major-minor modal mixtures and the syncopated rhythms also reflect 

cliches from a rather dated popular style. For this reason I question whether or not this 

work would appeal to the piano students of today. 

The work is available with either orchesfra or band accompaniment; the 

instrumentation page of the score indicates that band and orchesfra can be combined for 

festival occasions. The instrumentation of the orchesfral version consists of solo piano, 

two flutes, two oboes, three clarinets, alto clarinet, bassoon, alto saxophone, tenor 

14 



saxophone, bass saxophone, four horns, four trumpets, three trombones, tuba, percussion, 

timpani and strings. 

Marcel G. Frank: Youth Concerto in E-flat major (1963) 

The information inside the score gives this background regarding the composer 

and this composition: 

"The PIANO CONCERTO IN E-FLAT MAJOR by Marcel G. Frank 
was the winning composition of a nation-wide contest for a 'Youth Piano 
Concerto,' sponsored by the Lansdowne Symphony Orchestra of 
Lansdowne, Pa. in the year 1962. Mr. Frank, the composer of the 
winning composition, is active musically in New York City and is the 
assistant conductor of the San Francisco Opera Co." 

"The 'Worid Premiere' took place on March 3, 1963 at a Children's 
Concert of the Lansdowne Symphony in Lansdowne, Pa. with Henri 
Elkan of Philadelphia, conducting and Diana Cusmina, 12 years old, 
of Riverton, N.J. as soloist." 

"This YOUTH CONCERTO was written specifically for tiie talented 
young pianist and is ideally suited for student recitals and children's 
concerts given by symphony orchestras. It can be performed with two 
pianos or as a solo work with orchestral accompaniment..." 

"The Frank Youth Concerto for piano and orchestra is composed of 
three short movements which are played without pause. The work 
contams numerous distinctively rhythmic, dancelike passages 
as well as broad tunes." 

Hinson (101) considers this piece to be mtermediate. Upon examination I concur 

with his opinion. I also consider this piece to be conservatively contemporary. This ten-

minute work consists of the traditional fast-slow-fast tiiree movements, the first in 

modified sonata form, the others in ternary form. 
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As a teaching piece, this work could be assigned when the student is studying 

Classical period sonatinas and easy sonatas, as the technical demands found in this 

concerto are very similar. It is evident this piece was written for small hands; a hand span 

of only a seventh is required. Octave passages are split between the hands and arpeggio 

passages are nicely patterned. In this piece the arpeggios are often subservient to the 

harmonies and melodies the orchestra is playing, not defracting from the flow of the 

music. Some scalar passagework is required, usually in octaves divided between the 

hands. As in other works for yoxmg pianists, a few alternating hand figurations are 

present. 

This piece displays a musical atmosphere reminiscent of 1950s and 60s film and 

television music. This is due to the modal mixtures in this piece, use of added second, 

fourth and sixth chords, and use of augmented harmonies. For those reasons this music is 

somewhat dated, yet the dance-like character and the rhythmic drive of the outer 

movements are energetic and appealing, which make it an effective work. 

Koh-Ichi Hattori: Concertino for Small Hands (1968) 

Japanese composer Koh-Ichi Hattori studied at the Gakushin University, 

Michigan State University and the Berim Music College. He received Japanese 

Government Awards m 1978-79 and a Silver Prize in 1975 at die Osaka Art Festival. 

Hinson (124) considers this piece to be at the intermediate level and moderately 

contemporary m style. Upon exammation of the work I concur with his opmions. This 
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ten-minute work is in the standard fast-slow-fast three movements. Respectively the 

movements use the modified sonata-allegro, ternary and rondo forms. 

As a teaching piece, this work could be assigned when the student is studying 

Classical period sonatinas and easy sonatas, as the technical demands of this work are 

comparable to the former. As with sonatinas the overall mood is light, and contains a fair 

amount of scalar and broken chord passagework. This work does not require a span of 

more than a seventh. 

At first examination, the solo piano part seems a bit mundane in places, but when 

played along with the second piano, the work is effective and charming. It is reminiscent 

of Scaramouche for two pianos by Milhaud. Overall the work is pandiatonic; however 

suddenly a polytonal, serial or other unexpected passage will emerge, givmg the listener 

an effective surprise. This breaks up the monotony of a single style pervading the work. 

Hattori makes effective use of dialogue between piano and orchesfra, often giving the 

piano obbligato passages while the orchestra plays tiiematic material. He also avoided the 

popular music cliches that are often used in student works, which eventually makes them 

seem dated to students. Altiiough Hattori is a Japanese composer, he also avoids Japanese 

style cliches. 

The accompanying orchesfra is comprised of strings and drums. 

Dmitti Kabalevskv: "Youth" Concerto. OP. 50(1952) 

This well-known work is die last of a tiilogy of concertos written for young 

performers, the other two for violin and 'cello, respectively; however, these works are 
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enjoyed and performed by professional musicians as well. Kabalevsky (1904-87, 

Russian) a pianist himself, wrote quite a large amount of music for young people, and in 

addition developed a system of music education for young people. 

Hinson (147) ranked this work at the intermediate level,while Wallingford (31) 

ranked it as early advanced. I disagree with Hinson and feel this is more intermediate to 

moderately difficult. The length of this work is eighteen minutes, significantly longer 

than any of the other works. Also, the outer fast movements are quite fast; the first 

movement calls for m.m. 132-138 to the half note, and the third movement calls for m.m. 

144-152 to the half note. However, there are only three passages of sixteenth notes in the 

third movement, otherwise the fastest notes are eighth notes. 

The first movement (Allegro Molto) exhibits a light, lively vitality and 

spontaneity. It has an exposition, development, and recapitulation, as in classically 

written works. This movement opens with a short orchestral introduction; the piano 

enters with the principal theme, which is quite neoclassical in texture. There is an 

effective dialogue of the theme by the orchestra starting in measure 18. The first 

movement cadenza is positioned just before the recapitulation, which is a departure from 

the Classical concerto tradition of placing the first movement cadenza toward the end of 

the movement. Interestingly, in the recapitulation the sub-theme and closing theme are 

presented in reverse order. 

The second movement (Andante) is m an A B A form, the plaintive theme of die 

A section resembling a sad folk song. The B section is lighter m nature, tiie piano for tiie 
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most part assuming the role of an obbligato instrument accompanying the melodic 

material played by the orchestra. 

The character and mood of the third movement (Presto) is like that of the first, the 

solo piano part written in the same texture. It is in a rondo form with a climactic coda 

based on the sub-and closing themes of the first movement. 

Although this work is sfrongly tonal, some short polytonal passages give the 

music the sarcastic effect used by other Russian composers such as Shostakovitch and 

Prokofiev. Pandiatonicism and chromaticism are present, but the harmonic language used 

in the work is fafrly conservative by twentieth-century standards. One needs to consider, 

however, that this work was written in the Stalin era, and the authorities did not look 

favorably on compositions that were iimovative or out of the mainstream in any way. 

I believe the most difficult aspect of this work for pianists is the fast tempo of the 

first and third movements. Also, the length should be considered because some students 

may not be ready to tackle a work of this duration. However, one strength of this work is 

that arpeggiated figures lie well imder the hands and are accessible to young players. 

Much material is doubled m octaves between the hands; the right hand can lead the left 

hand, which is often weak in young players. This gives the left hand important things to 

play, which is beneficial to technical growth. Alternating hand figurations are present, as 

in many of the other works examined in this study. 

This work can be performed vdth a chamber orchestra. The instrumentation of 

this piece calls for solo piano, two flutes, two oboes, two clarinets, two bassoons, two 

horns, two trumpets, two trombones, timpani, percussion and strings. This is an orchestra 
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of classical proportions and almost identical to what is called for in the Essays. A good 

high school orchestra could perform it. 

David Kraehenbuehl: Marches Concertantes (1976) and 
Rhapsody in Rock r 1978̂ ) 

David Kraehenbuehl (1923-1997) attended the University of Illinois, where his 

promise as a composer, pianist, and flautist earned him the Kate Neal Kinley Fellowship 

m the Arts. After graduation from college m 1943, earning degrees in mathematics, 

German, and music, he entered the army. 

After World War II, Kraehenbuehl continued his studies at Yale, where he studied 

composition with Hindemith. With sfrong recommendation from Hindemith, he received 

the Ditson Fellowship for Foreign Study and spent the academic year 1949-50 livmg and 

working in Switzerland. Upon his retum, he was appomted Assistant Professor of music 

history and theory at Colorado College in Colorado Springs. In 1953, when Hindemith 

returned permanently to Europe, Kraehenbuehl joined the faculty of the Yale School of 

Music and assumed Hindemith's teaching duties. One year after he received tenure there 

his career took an unexpected turn. He resigned his faculty post and moved to Princeton, 

New Jersey, to found the New School for Music Study, along with the noted piano 

pedagogues Francis Clark and Louise Goss. Apart from teaching music theory at 

Westminster Chofr College (1967-68), he never held another academic appointment. 

Instead, he devoted himself to the training of piano teachers, and as a result, he composed 

and arranged many piano pieces for beginning and mtermediate students. 
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In 1967, he left tiie New School and, with Richard Chronister and Thomas 

McBeth, founded tiie National Keyboard Arts Association, hi this new organization, 

Kraehenbuehl wrote extensively on the topic of piano pedagogy, published numerous 

articles in KNAA's periodical Keyboard Arts, and fraveled across the country to give 

master classes, performances, and lectures. 

In 1982, Kraehenbuehl and his wife Marie moved to Trempealeau, Wisconsin, 

where he continued to perform. He died in La Crosse, Wisconsin, on January 3,1997 

(http://webtext.library.yale.edu/xml2htnil/music/kra-s6.htm, October 30,2002). 

The Marches Concertantes, subtitied "A Short Piano Concerto for Young 

People," rated by Hinson (157) as intermediate to moderately difficult, is a three 

movement, thematically connected work. Upon examination, I agree with Hinson's 

ranking. 

This work is certamly written with the yoimg pianist in mind. The score indicates 

that each movement may be performed separately. This work reqmres a span of a 

seventh; passages in octaves are divided between the hands. Arpeggios are also 

effectively divided between the hands. Alternating hand figurations are used frequently, 

which provide opportunities to reinforce the concept of hand choreography. The second 

movement requires a fair amount of passagework in double thirds. This movement could 

serve as a study of that technique. Pure contemporary counterpoint is present, which 

requires much separate hand practice. It could serve well as an infroduction to 

Hindemith-style polyphony. 
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This work is truly contemporary in its use of much polytonality, resultmg in some 

striking dissonances. For these reasons this piece may not appeal to students who have 

had littie contact with contemporary music. For some students, attempting to read the 

score may be daunting and intiniidating, especially parts of the second movement (see 

Example 2.8). An effectively written piece in terms of technique, this work would appeal 

to a student who likes and is curious about contemporary music. 

Example 2.4 

Copyright 1978 by Carl Fisher, hic. New York 
62 Cooper Square, New York, N.Y. 10003 
International Copyright Secured 
All Rights reserved mcluding perfonning rights 
Used by permission 

The fkst movement is called a "Marche rondeau." A military-like an 

characterizes it. The second movement is a dirge-like "Marche solennelle" with many 

stiiking polytonal harmonies. The thfrd movement, entitled "Marche vite" m 12/8 meter 

is in the character of a gigue. 

The mstrumental accompaniment for this piece is available for band or 

orchesfra. The mstrumentation of die orchestial version calls for solo piano, two flutes, 

oboe, two clarinets, bassoon, two horns, two tiiimpets, two frombones, ttiba, percussion, 

timpani and strings. 
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Rhapsody in Rock was titied as such to be a reference to Gershwin's Rhapsody in 

Blue, although I consider the latter a much better composition. Kraehenbuehl attempted 

to mimic the Gershv^in by formal resemblance. Hinson did not grade this composition; I 

consider it to be intermediate. 

Rock and roll tends at times to be repetitive, and this frait is quite prevalent in this 

work. Rock and roll, indeed the genre of popular music, has changed much since 1976, 

when this work was published. The composition may appeal to a young pianist interested 

in that period of rock and roll style, however it may be more appropriate for an older 

aduh student who is returning to the piano once again. My overall opinion is that the 

work would have limited appeal, due to the redundancy of the music and the dated style. 

Technically effective for young pianists, the work requfres a span of a seventh. 

Octave passages are divided between the hands. Some students might have some 

difficulty with the passages written in double-note thirds and fourths, especially in the 

faster sections of the piece. 

As with the Marches the instrumental accompaniment is available for band or 

orchestra. The instrumentation of the orchesfral version consists of solo piano, two flutes, 

oboe, three clarinets, bass clarinet, bassoon (optional), two alto saxophones, tenor 

saxophone, bass saxophone, two horns, three trumpets, three baritone horns, string bass, 

guitar, bass guitar, percussion and timpani. 
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Alec Rowley: Miniature Concerto for Piano and Orchestra (1947) 

Alec Rowley (1892-1958) was an English composer, organist and pianist. He 

studied at the Royal Academy of Music where he received a number of awards, hi 1919 

he was appointed professor at Trinity College of Music. A many-faceted musician, he 

wrote large-scale works, but many of his compositions are miniatures. His writings 

include Four Hands-One Piano (Oxford, 1940), and Practical Musicianship (London, 

1941) (GroveMusic.com). 

Both Hinson (339) and Wallingford (31) consider this piece to be intermediate, 

and upon examination, I agree. The style is, in my opinion, conservatively contemporary 

with much neoclassical writing infused in it. For example, the middle movement is a 

minuet and trio, which barkens back to the piano sonatas of Joseph Haydn. This eleven-

minute work consists of the classical fast-moderately slow-fast three movements. 

As a teaching piece, this work could be assigned when the student is studying 

classical era sonatinas and easy sonatas. The music is light in mood, as in those earlier 

works. There are some contemporary features such as pandiatonicism and chromaticism 

that the student will find refreshing after playing the classical works. Rowley did not use 

harmonies and constructions that reflect popular, vemacular music of the tune; hence 

students should not feel this work is dated. 

This work displays English charm without seeming academic or pretentious. The 

music reflects other English composers of the time: Benjamin Britten's Simple Symphony 

was written in a similar vein. 
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Technical demands are those found in sonatina-level works: scalar passagework 

and broken chord figurations. Although this piece does require the span of an octave, the 

composer avoided passages of consecutive octaves in the same hand, large chords or 

excessively fast tempos: these choices make this an effective piece for younger players 

and pianists with small hands. 

Information about the instrumentation is unclear. The rental catalogue online 

indicates string orchesfra, however in the two-piano score instruments other mstruments 

besides strings are indicated. 

Evan Tonsing: Concerto for a Youns Pianist (1968) 

The Amarillo Texas Symphony, and the Amarillo Music Teachers Association for 

the Amarillo student soloist auditions, as stated in the score, commissioned this Concerto 

for a Young Pianist. Tonsmg (1939- ) is a retired faculty member from Oklahoma State 

University in Stillwater. 

Hinson (292) ranked this piece at the intermediate level and considered it 

moderately contemporary. On examination of this one-movement work I concur with his 

opinion. This piece is the shortest exammed in this study, having 184 measures and a 

duration of approximately five minutes. 

The form of this piece is somewhat unusual, the format being A B C Ai Bi Ci. 

The A sections feature percussive altematmg hand figurations, mostly m the low register 

of the piano. The B sections demonstrate the poetic and lyrical qualities of the piano with 

melody supported by broken chord accompaniment. The C section is slower, with the 
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piano utilized as an accompanying obbligato instrument while tiie orchesfra plays 

supporting chords and supports the melodic line. 

Overall this piece is tonal with E minor as its center. Traditional tertian 

harmonies, pandiatonic, quartal, and quintal constructions are present throughout. 

Polytonality is used sparingly, which keeps tiie piece fairiy unified in terms of harmonic 

style. 

The main technical feature of this composition is altemating hand figurations 

which lend the piece vitality and a sense of vutuosity and which are not quite as difficult 

as they may sound to an audience. There is use of broken chord figurations, especially m 

the C sections. Otherwise, the piece is crafted to be effective and showy without resorting 

to scalar passagework. 

Throughout the piece, the orchesfra has sustamed notes and chords that support 

those being played by the piano, and are not technically intricate. A student ensemble can 

perform the orchestral accompaniment. The composer also indicated that this piece might 

be played as a solo without accompaniment. 

Joseph F. Wagner: Concertino in G minor for Solo Piano 
and Orchestra (1919. rev. 1925) 

The foliowmg infroduction is found mside the front cover of the score: 

This work, origmally titied "CONCERTO IN G MINOR," was 
composed and performed by Joseph Wagner a year after graduation 
from high school in Providence, R.I., (1919) and before he had studied 
musical theory. Some years later after a revision, it was premiered with 
Leonard Bernstein as soloist with the Boston Public Schools Symphony 
Orchesfra, the composer conducting (1925). 
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A miniature concerto of tiiis kind was unique m that it pioneered 
in tiie then new expanding movement of educational music at tiie public 
school level. CONCERTINO was written expressly for pianists with limited 
technical attainments (not exceeding grade IV) with an orchesfral 
accompaniment kept within similar technical limitations. Yet tiie young 
composer managed to create a score that is classic in form, romantic in style, 
and musically rewarding for players and audiences alike. 

Since the composition of CONCERTINO, Joseph Wagner has 
become a nationally known composer-conductor-author. The publication of 
his two books, 'ORCHESTRATION, A Practical handbook' (1959) and 'BAND 
SCORING' (1960), and their respective workbooks has placed hun in the front 
rank of music authorities in America. 

Hmson (302) describeed this as "a student concertino." He ranked the difficulty as 

mtermediate, and I concur with this opinion. This work is in the classic fast-slow-fast 

movement scheme typical of concertos. 

This work contains a few consecutive same hand octaves, some rather rapid, but 

does not require a span greater than an octave. Much of the passagework is octave 

doubled between the hands. There are some altemating hand figurations scattered 

throughout this work. Similar to Bauer's concerto, voicing is important as the right hand 

has figures containing both melodic and harmonic notes. 

This work is significant in that it is the oldest work examined in this study and 

represents an early effort to write literature designed for student performance. It is in 

Romantic style, yet in the Hinson book all the music discussed that was written in the 

Romantic era was graded moderately difficult or higher on the scale, with the exception 

of one piece, the Pieme Fantasie-Ballet of 1887. Even today Wagner's work can serve as 

style preparation for more advanced study of Romantic era works for piano and orchestra. 
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TTie work does not attempt to use twentieth century compositional practices, but is 

very much in tiie MacDowell spirit. The first movement is in modified sonata-allegro 

form. Unlike the classical concertos with their orchestral infroductions, it begins with the 

piano making a bold statement in three octaves. 

The lyrical second movement is in ternary form. It is interesting to note, however, 

that the important rhythmic figure of the second movement is announced in the cadenza 

to the first movement. The third is in a temary form, the initial statement is in minor, but 

when it retums it is stated in the relative major. 

Patterning is used widely in this piece. The passages lie well under the hands and 

are fairly easy to memorize. Such patterns are an asset to a youth concerto and have been 

emulated in my Essays. This piece is useful to develop technique and give the student 

some display; it has its dated moments but overall is an effective introduction to the 

Romantic piano concerto. 

Gavnevl Ebv Wheeler: Concerto for Piano and Orchestra (1972) 

Gayneyl Wheeler (1916-2001) was a piano teacher, published composer and a 

faculty member at West Texas State University. She eamed her Bachelor's degree from 

Oklahoma State University in 1934 and her master's degree from the University of 

Michigan in 1948. She did some post-master's sttidy at what is now Texas Tech 

University, where she studied with Dr. Mary Jeanne van Appledom. hi our conversation 

she indicated this work was vwitten in die early 1950's for one of her favorite sttidents. 

(Wheeler, telephone interview, July 1999). 
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Hinson (306) ranks this ten-minute, three movement piece at the intermediate to 

moderately difficult level; written in a moderately contemporary style. Upon 

examination, 1 agree with both opinions. 

All three movements are in A B A form, the retum of the A sections are 

abbreviated, as they usually are in the other examined works. The movements are not as 

developed as those in longer and more mature concertos and appear to me as technically 

resembling sonatina movements with orchesttal accompanunent. Each section is 

relatively brief, the B sections are not truly development sections but independent 

material, and the movements are of an uncomplicated nature. This work should pose no 

memory problems for a good student pianist preparing to study more complicated works. 

The first movement is characterized in the A section by dance-like rhythms, 

syncopation, folk-like quality, pentatonic scales, quartal and quintal harmonies. The B 

section is slow and lyrical, yet retains much use of the constructions present in the A 

section. The interactions and dialogue between the piano and orchesfra are quite 

effective, and the sparkle of the harmonies and rhythms make this movement an attractive 

piece to play. 

The second movement is reflective and quiet, abundant in chord planing, as well 

as quartal and quintal harmonies. Some contrapuntal passages are present, but this 

movement is technically tiie easiest movement to play. The dance-like third movement 

provides a lively confrast to the previous movement. This movement could be used as an 

infroduction to asymmetrical meter, as much of it is m 5/8 (3+2). 
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A student will need a good sense of rhythm in order to play this piece well. The 

types of harmonies used require a good sense of voicing, since bad voicing in non-tertian 

hamionies can render an unpleasant result, especially in the infrospective second 

movement. Some extended left, hand arpeggios are-present. Octave passages are divided 

between the hands; this work requires a hand span of a seventii. There is some 

passagework in the first movement, often patterned, making it easier to master and 

perform for the young pianist 

This concerto's instrumentation calls for the following: solo piano, piccolo, two 

flutes, two oboes, English hom, two bassoons, four horns, three trumpets, two trombones, 

percussion, timpani, harp and strings. 

Below are excerpts from each movement to give the reader a sampling of the style 

and texture of this work. 

Example 2.5. 

Example 2.6 
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Example 2.7 
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All examples Copyright 1972 by Carl Fischer, Inc. New York 
Copyright 1973 by Carl Fischer, Inc. New York 
62 Cooper Square, New York, N.Y. 10003 
Copyright under U.C.C. 1975 by Carl Fischer Inc. New York 
First published hi 1975. 
International Copyright Secured. 
Copying or reproducing this publication in whole or in part violates the Federal 
Copyright Law. All rights reserved including pubKc performance for profit. 
Used by peimission. 

Ellen Taaffe Zwilich: Pearmts GaUery for Piano and 
Orchestra 

"With the blessing of Charles Schultz,. who is such a fan he has mentioned 
her twice in his comic strips, she has written Peanuts Gallery, a lively, six-part 
character study for piano and orchestra. (Linus's signature music, for instance, is 
a gorgeous lullaby: Lucy gets a tantrum in the strings.) After last month's world 
premiere at Camegie Hall, the 5-year olds cheered, and so did the adults. Peanuts 
Gallery may be mlended for children, but it's rhythmically diverse and 
emotionally engaging."—Katrine Ames, Nevi^sweek 
(presser.com/composers/zwiIich.html, October 14 2002). 

'^Peanuts Gallery is eminent entertainment.. .pulling kids of all ages along 
for a riotously rhythmic and compellingly original ride.. ^ BQ creating a 
sophisticated yet accessible work (for) faoth-kids and adults, Zwilich certainly 
deserves Peppermint Patty's femous kudo-'-'Good going, Ellen"'~Diane 
Peterson, Santa Rosa Press Democrat (presser.com/composers/zwilichJitml). 

Ellen Zwilich (1939- ) is currently Francis Eppes Professor of Music at Florida State 

University. Her studies were at die Florida State University and tiie JuiUiard School, 

where her major professors were Roger Sessions and Elliott Carter. Zwilich is the 
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recipient of numerous prizes and honors, including the 1983 Pulitzer Prize in Music (the 

first woman ever to receive this coveted award). Musical America designated her the 

1999 Composer of the Year. A prolific composer in all media except opera, Zwilich has 

produced four symphonies and other orchesfral essays, numerous concertos for a wide 

variety of solo instruments, and a sizeable canon of chamber and recital pieces (music. 

fsu.edu/T3i0s/zwilich.htm, October 14,2002). 

This work is too recent to be listed in the Hinson. Upon examination 1 rate the 

difficulty of the Peanuts Gallery to be intermediate to moderately difficult. This thirteen-

minute work is in six movements: "Schroeder's Beethoven Fantasy," "Lullaby for 

Linus," "Snoopy Does the Samba," "Charlie Brown's Lament," "Lucy Freaks Out" and 

"Peppermint Patty and Marcie Lead the Parade." The majority of these movements are in 

temary form. 

Each Peanuts character has his or her signature music. For example, Schroeder's 

music is the opening chords of the Beethoven Hammerklavier Sonata. All the musical 

signatures come together in humorous ways in the final movement. 

In spite of the confrasting nature of the movements, technical demands for the 

pianist remain fafrly consistent tiiroughout the piece. Technical devices used m teaching 

pieces, such as pattemed passagework, arpeggios, and altemating hand figurations are not 

used with great frequency, suggesting that while this piece is accessible to mtermediate-

early advanced students, it was not intended to be necessarily a teachmg piece but rather 

a novelty set of character pieces to be enjoyed ui a humorous manner. A comfortable 

octave span is requfred (the composer indicated which notes could be left out of chords 
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calling for more than an octave). The usual use of octaves is rhythmic and percussive, 

rather than melodic, since the octaves tend to be stationary. There are only a couple of 

places calling for moderately fast passagework. The thfrd movement calls for a good 

sense of syncopation in the solo piano part. In confrast to the reasonably accessible solo 

piano part, the orchesfral reduction for a second piano is quite intricate and more difficult 

than the solo part. 

Overall this piece is tonal, polytonality being used to accentuate the humor of the 

piece. Clusters, pandiatonicism, quartal and quintal harmony and ostinato are 

composition^ techniques present in this work. 

Peanuts, a classic American comic strip that has led to full-length cartoon features 

has a wide appeal. This composition is designed to appeal to young people, but judging 

from the above reviews, the piece was well received by adults also, and would make this 

a work to consider for older mtermediate students as well as yoimger students. It would 

have been helpful for me to hear a recording with orchesfra, as I find it difficuh to make 

an informed judgment sunply from the two-piano score. The instrumentation consists of 

flute, two oboes, two clarinets, two bassoons, two homs, percussion, solo piano and 

strings. 

One aspect of this piece that I emulated was the idea of portraymg persons 

musically. Of coiu-se, the Zwilich consists of comic musical portraits of characters in 

Peanuts. In my work, each essay represents three different persons unportant m my life, 

and the overall tone of my piece is serious. 
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CHAPTER III 

THREE ESSA YS FOR PIANO 

AND ORCHESTRA 
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Three Essays for Piano and Orchestra 
Karl Rubrecht 

Teoor lyonitMtM 
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CHAPTER rv 

DISCUSSION OF THE ORIGINAL THREE ESSAYS FOR 

PIANO AND ORCHESTRA (2002) 

My tiu-ee-movement work, tiie Three Essays for Piano and Orchestra, 

approximately twelve minutes in length, was designed for the "intermediate to 

moderately difficult" technical level, and was written in a more contemporary vein tiian 

many of the examined works. Colleagues have exammed the work and agree with this 

description. This document contains the entire score for piano and orchestra; the two-

piano score is available from the composer. 

The Essays were written for the purpose of adding a student work for piano and 

orchesfra to the twentieth century repertoire, emulating effective aspects of the other 

works, but also addressing some items not found in the other concertos. 

The overall piece has a unifying theme. It is the Kyrie on the next page (Example 

4.1), which 1 composed several years ago for a project in a class on musical forms and 

styles. The instructor felt that this could be the basis for a larger work and urged me to 

sign up for composition the following summer term. In this maimer the prototype piece. 

Fantasia and Passacaglia on an Original Chant was created. Both the former and the 

Three Essays are based on the Kyrie. Both pieces differ in terms of formal layout. 

Fantasia and Passacaglia is a theme with three variations, with a final passacaglia. The 

Essays were conceived as three character pieces, the second jazz-like movement 

providuig relief from the more serious outer movements. Like the final section of 
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Fantasia and Passacaglia the last Essay makes much use of an ostinato bass line, though 

in tiie former tiie section is slow, in confrast the last Essay is overall a fast movement 

Instead of bemg a work conceived for the sole puipose of teaching, the Essays 

reflect much of tiie palette of human emotions. Each Essay has certam meanings and 

expresses universal human feelmgs. Many philosophers have stated tiiat art imitates life; 

in tins spirit 1 hoped to make tiie Three Essays a work appealmg to the older, more 

emotionally developed sttident. Audience reactions I have received lead me to believe tiie 

emotional level is addressed clearly, tiiat indeed tiiis piece does project emotions (s 

Appendix A). It most certamly is a mood piece. 

The violms and flute open witii a statement of tiie Kyrie (example 4.2). The 

orchestra states the entire Kyrie before tiie piano entrance. 

Example 4.1 

(see 

4v'.i r 'r i n n i j j j i i j i 3x 

Ky ri e 

Ky - ri 

Copyright 1995, Karl Rubrecht 
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Fantasia and Passacaglia the last Essay makes much use of an ostinato bass line, though 

in the former the section is slow, in contrast the last Essay is overall a fast movement. 

Instead of being a work conceived for the sole purpose of teaching, the Essays 

reflect much of the palette of human emotions. Each Essay has certain meanings and 

expresses universal human feelings. Many philosophers have stated that art imitates life; 

in this spirit I hoped to make the Three Essays a work appealing to the older, more 

emotionally developed student. Audience reactions I have received lead me to believe the 

emotional level is addressed clearly, that indeed this piece does project emotions (see 

Appendix A). It most certainly is a mood piece. 

The violins and flute open with a statement of tiie Kyrie (example 4.2). The 

orchestra states tiie entfre Kyrie before the piano enttance. 

Example 4.1 

Copyright 1995, Karl Rubrecht 
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Example 4.2 

1. Adagio 

Piano 1 

Copyright 2003, Kari Rubrecht 

After tiie mtroduction, m measures 25 and 26 (Example 4.3), die perfect fifth and 

minor second figure of the first three notes of the chant melody is recalled during the 

short contrapuntal passage, first m retrograde, then as written. 

Example 4.3 

25 «S"-

Flano 

Copyright 2003, Karl Rubrecht 

In measure 30 the piano begms with an ostinato broken chord construction that in 

measure 32 accompanies the mutated chant theme (Example 4.4), presented now hi a 

nocture-Uke manner. 
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Example 4.4 

Piano 

This monotiiematic movement comes to a climax in measures 44-45, followed 

starting m measure 48 (Example 4.5) by horizontal constructions containmg the opening 

perfect fifth, minor second mterval content of the openmg tiiree notes of the Kyrie, 

accompanied in the bass by a fragment of the chant melody. 

Example 4.5 
48 

Pimol 

Copyright 2003, Karl Rubrecht 

The movement having established a sfrong modal feelmg, ends with a restatement 

of the nocturne-like mutation, givmg the movement a feeling of being in temary form. 

The second essay, beginning at the anacrusis to measure 63 in the piano, was 

intended to be a sharp confrast to the first essay. While the first movement explored the 

somber Phrygian mode, the second essay borrows greatly from jazz. This is done 

primarily in the realni of harmony, through the use of luxurious ninth, eleventh and 
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tiurteentii chords. There are only tiiree references to the chant tiieme in tiiis movement. 

The first (Example 4.6) is m die orchesfral outburst in measures 78 and 79. 

Example 4.6 (from two-piano score) 

Copyright 2003, Kari Rubrecht 

The end of the second essay gradually retums to die somber modality of die first essay. 

This area is transitory m nature, setting up the musical atmosphere of the tiurd essay. 

Starting m measure 111 (Example 4.7), the French Homs announce agam, the openmg of 

the chant theme. 

Example 4.7 

Piano ' 
Orch. 1 
Red. 

^ CMS. 

3 E?F 

7 

^EL 

lliu^x 
HTTTT 

^ 

f mp 

Copyright 2003, Karl Rubrecht 

In measure 118 (Example 4.8), the chant theme is presented in Phrygian mode, by 

the trumpets and piano in dialogue. 
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Example 4.8 

Piano 1 

Piano 2 
(Orch. 
Red.) 

col Sba 

Copyright 2003, Karl Rubrecht 

These two statements announce the ostmato bass line of the thfrd essay. This 

jaunty ostinato (measure 121, Example 4.9) takes a fi-agment from the beginning of the 

chant and presents the pitches in mostly eighth eighth notes. The ostinato, with various 

mutations, is present throughout much of this essay. 

Example 4.9 

Copyright 2003, Karl Rubrecht 

In a few places (Example 4.10), the opening of the Kyrie is conspicuously 

restated, such as m measures 134-36,151-53 and 176-79. 
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Example 4.10 

Piano < 

134 

1 p .MMttr f , 

L--^3J4^ 

fjr-

r̂ -

f f ^ 

*=f̂  
• ^ t̂  

f. 

=H 

te 

ir. . 
L-ffn—'—^ 

Copyright 2003, Kari Rubrecht 

The first three notes (E, B and C) of the openmg horizontal construction of the 

Kyrie (or fransposition thereof) are found m vertical constmction m a number of places in 

this movement. Examples are tiie accented repeated chords m measures 125,127,142, 

144,155-58, 163,184,185-188,194 and 202 (see measure 125, Example 4.15). 

Clearly, then, the Kyrie provides material that makes this a unified and cohesive 

work. This type of melodic unity between all the movements of given works was also a 

prominent feature in the Kabalevsky and the Kraehenbuehl Marches Concertantes. 

The use of compositional techniques in the Essays is within the parameters of 

those used in the comparable literature. Like many of the other examined concertos, my 

work has a lot of quartal and quintal constmctions and use of pandiatonicism along with 

some polytonality and the use of harmonies borrowed from popular music. Like the other 

composers, I avoided excessive confrapuntal textures, serial composition and 

minimalism, as it has been my experience these techniques generally do not appeal to 

students. However, in the other works I noticed a general predominance of major and 

minor keys, and very littie exploration of modal writing. Because I desfred to write 

something a bit different from the others, modal writing is certainly featured in my work. 
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There are a number of other similarities and differences between my concerto and 

the examined ones. The form of the first two movements is modified temary, a form 

found in quite a few of the other concertos. Like most of the others. Essays is in three 

movements. Overall the first movements of the other examined concertos are fast and 

have little, if any orchesfral infroduction. In confrast, the first movement of the Essays 

has a fafrly long infroduction and is a slow movement. My rationale for this is that a 

longer introduction gives the soloist time to relax on stage and become oriented to the 

setting. At the time, the performer is probably most nervous, a slow movement with 

gentle passagework provides an opportunity to warm up to the situation. 

Modem techniques of using the damper pedal were not addressed in any of the 

comparable works. In the more fraditional use of the pedal, the pedal is released quickly. 

In measure 27, there is a white key glissando, which concludes, m a B-flat octave, the B-

flat is held while the pianist slowly releases the pedal, exposmg only the B-flat octave, 

resulting in a fade effect. 

Example 4.11 

26 L 

1 -P it j'r>, b r i T 1 

h _ _ 3 _ 

% i 

' , , 

' 

« ^ clear slowly 

Copyright 2003, Karl Rubrecht 

Glissandos, m fact, are hardly to be found m the odier concertos. There is a white 

key glissando at the conclusion of the Eckstein, and there are several in tiie Zwilich, botii 
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black key and white key. There will be more discussion of this when later parts of die 

Essays are discussed. 

Upon hearing measures 53 and 54 (Example 4.12) students may wonder what 

kinds of a cadences are present„smce tiiey sound fgreign to then ears. The first cadence i 

a Phrygian cadence, tiie second a double leadmg tone cadence, botii, commonly 

encountered in Renaissance music. This is an opportiinity for die teacher to discuss old 

music, tiiat music styles have changed over tune. Given die fact die music is m Phrygian 

mode, tiie second cadence comes as a surprise but yet sounds appropriate. 

Example 4.12 (from two-piano score) 

IS 

Copyright 2003, Karl Rubrecht 

The second movement was partially inspired by George Gershwin's Rhapsody in 

Blue, a classic and effective work for piano and orchesfra, accessible to more advanced 

Students. In Gershwin's work there are some effective pattemed arpeggio passages, 

which sound more difficult than they really are. 

The opening of the Eckstein has opening pattemed arpeggiated chords, which sit 

well under the hands of the student pianist, and cover a great deal of the keyboard 

(Example 4.13). The chord constructions, however, are simply the dominant seventh and 

a diminished seventh chord. 
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Example 4.13 

SOLO 
S---:^ 

Copyright MCMLV by Carl Fischer, New York 
International Copyright Secured 

All rights reserved including public performance for profit. 

While effectively written, these broken chords strack me as a bit mnocuous for 

the type of composition I was writing. Below is one of tbe pattemed arpeggios I used m 

measures 90 and 91. The constmction of the chord is D, F-sharp, A, C, E, G-sharp and B. 

The tritone relationship between the D and the G-sharp give tiie chord a sense of Lydian 

mode (tills relationship m jazz is called die blue note), tiie top E-flat a sense of die 

Phrygian mode. Adding these tones do not make the arpeggio more difficult to play, but 

adds a sense of sophistication which makes it sound more difficult than those used by 

Eckstein. 
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Example 4.14 

, l.h. 

Piano ' 

Freely-a piacere 

20 ¥t'^ 

Copyright 2003, Kari Rubrecht 

The glissando appears in this movement also. There is a black key glissando 

between measures 87 and 88, which of course produces the pentatonic scale. If this hurts 

the fingers, the performer may try to put tape on the affected fingers. 

Shortly after an abbreviated reference to tiie main theme of the movement in 

measure 99, the music enters an area of fransition where the Phrygian mode is re

established. In this section, the left hand has some challenging leaps and passagework. 

This is followed by an orchestral mterlude, which allows the player to rest a bit before the 

thfrd movement begins. 

Overall the thfrd movement is an octave study for the pianist (see Example 4.15). 

It is a fast movement, but the degree of speed should be determined by the ability of the 

pianist, no faster than the performer can play the repeated constmctions cleanly and 

comfortably. 
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Example 4.15 

Piano 

Copyright 2003, Karl Rubrecht 

The octaves are altemating hand figurations, found in many of the works 

observed for this study, but especially inspfred by an etude I played years ago by Ludv̂ dg 

Schytte (Ghosts, op 15, no. 12; Example 4.16). 

Example 4.16 

AllagTo qiolto j«i] 

•AA. f f # !, rP^ '.^ 

In order to avoid monotony in this movement, and fatigue for the pianist, I 

inserted two lyrical cadenzas. The first starts at measure 165 m a very reflective manner, 

with relatively easy figurations, givuig the pianist a chance to relax the hands. 
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Example 4.17 

165 somewhat freojy 

Piano 

ped. no changes ped-off 

Copyright 2003, Karl Rubrecht 

In measure 172 die cadenza starts buildhig up mto firenzy, cuhninatmg m bitonal 

(C major vs. F-sharp major) passagework (see Example 4.18), providuig fransition back 

to die mood of die overall movement. Agafri, tiie polytonality lends die passage die sound 

of being more complex than it really is. 

Example 4.18 
j » -

(a-)-

Copyright 2003, Kari Rubrecht 
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The second lyrical cadenza starts in measure 196. The purpose of tiiis cadenza, 

written in broken octaves, was not only to relax tiie pianist, but also to make die final 

climax more effective. 

At measure 204 (Example 4.19), some fanfare-like new material is presented by 

the orchestra, written m quartal and qmntal harmony. In measures 204-6 the pianist is 

given two-hand white key glissandos to play, in measures 207-208 the pianist is given 

two-hand black key glissandos to play. The brilliance of these glissandi add to the 

effectiveness of the passage. 

Example 4.19 

204 •y°-

Piano 

Copyright 2003, Karl Rubrecht 

This glissando technique, while not utilized in any of the other concertos, is 

present in contemporary music, and thus gives it educational value for the soloist My 

intention for the ending was to create a clunactic, satisfying, and crisply effective 

conclusion for the brief journey through modal and contemporary stylistic territory that 

characterizes Three Essays for Piano and Orchestra. 
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CHAPTER V 

RESULTS, SUMMARY, AND CONCLUSIONS 

The first student performance of Three Essays for Piano and Orchestra took place 

on March 27, 2003, at Grambling State University. The student soloist was Terence 

Fisher. I played the orchestral accompaniment on a second piano. The occasion was his 

senior recital. 

When Mr. Fisher entered the university, he had not studied piano formally, but 

was able to play by ear. I had to teach him how to read music fluently and teach him the 

styles of classical music, as he was most familiar with rhythm and blues, gospel and jazz. 

His senior recital consisted of works by Chopin, Limd-Skabo, Debussy, Palmgren, 

Khachaturian, Haydn and Rubrecht. The work by Haydn was the ffrst movement of 

another concerto, the famous one in D major. Hob. XVIH, 11, a work commonly 

performed by students. Hinson rated this particular concerto to be intermediate to 

moderately difficult. 

In my discussions with Mr. Fisher over the months he was preparing the recital, 

he felt that the difficulty levels of the Haydn and my work were comparable. He said both 

took about the same amount of time to leam and memorize. He did mention that the types 

of technical challenges were somewhat different between the two works, which fulfills 

part of my original purpose to expand some of the musical/technical vocabulary of tiie 

sttident concerto. Among tiie most stiiking of the devices I used, from die sttident's point 

of view were die black key and double glissandi, die pattemed arpeggios in tiie second 
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movement containing constinictions often found in jazz, and the polytonal passage found 

ui measures 173-74. Along with some of the commentaries, the student enjoyed the 

eclectic style found in die work as a whole. 

In order to gauge the reaction of the audience, I passed out a questionnaire to be 

filled out by students and faculty. The three questions were: 1. "Briefly describe what you 

see as this work's strengtiis and weaknesses, both (a) musically and (b) pedagogically. 

2. "What impressions do you have of tiie style and mood(s) of EssaysT 3. "If you were a 

piano teacher, woidd you consider assigning this piece to your students? Why or why 

not?" 

The responses are ttanscribed in the appendix. There was approximately a 25 

percent response from audience members. The overall response was positive, judging 

from written responses, audience reaction and verbal comments I received after the 

performance. It must have had appeal to our students as I have overheard some of them in 

the practice rooms trying to pick out parts of the composition by ear. 1 have also heard 

students experimenting with some of the compositional techniques used, especially 

quartal and quintal harmony. Several listeners commented on how difficult the work 

seems, especially the thfrd movement. Satisfyingly, this was a ttait of some of the other 

concertos I had studied which I definitely set out to emulate. Clearly then, the criteria of 

audience appeal has been satisfied. The other criteria of writmg a work that sounds more 

technically difficuh than it tmly is has also been satisfied. 

The student performer considers Essays to be truly effective. He enjoys playmg 

and performing the work, and indicates he has learned much about twentieth century 
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styles from it. Several faculty colleagues have overheard other students' conversations 

indicating their enjoyment of the work. 

In sum, then, from the commentaries and verbal remarks I have received from 

students and colleagues, is that Essays appears to be an effective musical work, which 

succeeds at its pedagogical purpose. All of my colleagues answered in the affumative to 

the third question about whether or not they would consider using Essays in then 

teaching. One wrote simply, "I am and I will!" and added, "It's a very atfractive 

infroduction to the modem concerto literature." He specifically mentioned that the solo 

piano part is well and effectively written for student use. 

One of the purposes of this study was to contribute a work for piano and orchestra 

of intermediate to moderately difficult level to the rather limited repertoire of student 

works for piano and orchestra, and to do so in a decidedly contemporary style. Another 

aim was to have the piece be attractive enough that students would be naturally motivated 

to practice it. Based upon reactions and input I have received, these goals appear to have 

heen met. 

81 



BIBLIOGRAPHY 

List of Scores Studied 

Bauer, Marion. American Youth Concerto. New York: G. Schfrmer, 1946. 

Eckstein, Maxwell. Concerto for Young Americans. New York: Carl Fischer, 1955. 

Frank, Marcel G. Youth Concerto in E-flat Major. Philadelphia: Henri Elkan, 1963. 

Hattori, Koh-Ichi. Concertino for Small Hands. New York: Boosey and Hawkes, 
1968. 

Kabalevsky, Dmitri. Piano Concerto No. 3, Op. 50 (Youth). New York: Music 
Corporation of America, 1955. 

Kraehenbuehl, David. Marches Concertantes: A Short Piano Concerto for Young 
People. New York: Carl Fischer, 1978. 

—. Rhapsody in Rock: A Concerto in One Movement for Piano. New York: Carl 
Fischer, 1976. 

Rowley, Alec. Miniature Concerto for Piano and Orchestra. New York: Boosey and 
Hawkes, 1947. 

Tonsing, Evan. Concerto for a Young Pianist. Athens, OH: Accura Music, 1968. 

Wagner, Joseph. Concertino in G Minor. New York: Seesaw Music Corp., 1963. 

Wheeler, Gayneyl. Concerto for Piano and Orchestra. New York: Carl Fischer, 1975. 

Zv^dlich, Ellen. Peanuts Gallery. Bryn Mawr, PA: Theodore Pressor, 1997. 

82 



Books. Periodicals and Internet Sources 

Adler, Samuel. The Study of Orchestration, 3"* ed. New York: Norton, 2002. 

Anson, George. "The Sttident Piano Concerto." Instrumentalist 13 (August 1959): 
83-86. 

Apel, Willi. Harvard Dictionary of Music and Musicians. Cambridge, MA: Harvard 
University Press, 1956. 

Benjamm, Thomas, Michael Horvit and Robert Nelson. Techniques and Materials of 
Music. Sixth edition. Belmont, CA: Wadswortii/Thomson Learning, 2003. 

Chase, Gilbert. America's Music. New York: McGraw-Hill, 1955. 

Crilly, Kendall (compiler). (2001). The David Kraehenbuehl Papers (online). 
Retrieved October 1, 2002 from http://webtext.library.yale.edu 

Gerou, Tom and Linda Lusk. Essential Dictionary of Music Notation. Los Angeles: 
Alfred Publishing, 1996. 

Hinson, Maurice. Music for Piano and Orchestra. Enlarged edition. Indianapolis: 
Indiana University Press, 1993. 

Howard, John Tasker. Our American Music. New York: Thomas Y. Crowell Co., 
1931. 

Jacob, Gordon. Elements of Orchestration. New York: Oxford, 1986. 

Knighton, Beryl. (2002). Alec Rowley. New Grove Dictionary of Music and 
Musicians (online). Retrieved October 1, 2002 from grovemusic.com. 

Piston, Walter. Rev. DeVoto. Harmony. Fifth edition. New York: Norton, 1987. 

Reis, Clafre. Composers in America. New York: Macmillan, 1938. 

Thompson, John. John Thompson's Modern Course for the Piano-The Fifth Grade 
Book. Cmcmnati: Willis Music, 1947. 

Wallmgford, Frances. "Concertos for tiie Novice." Clavier 1 (November-December 
1962): 29-31. 

83 

http://webtext.library.yale.edu
http://grovemusic.com


APPENDIX 

COLLEAGUE/AUDIENCE COMMENTARY ON THE RUBRECHT 

THREE ESSAYS FOR PIANO AND ORCHESTRA 
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Colleague/Audience commentary on the Rubrecht 
Three Essays for Piano and Orchestra 

This piece was written to be accessible to adult student pianists who play at the level 
described as "intermediate to moderately difficuh." 

(A faculty member filled out this form) 

I. Briefly describe what you see as this work's strengths and weaknesses, both 
(a) musically and (b) pedagogically. 

It has sfrong formal stmcture and incorporates elements of 20*-21^* century 
contrapuntal, harmonic and rhythmic vocabulary. It's a very atfractive 
infroduction to the modem concerto literature 

2. What impressions do you have of the style and mood(s) of Essays'? 

Moods are well contrasted. For my taste, the ending is somewhat anti-clunactic. 
Consider writing a more dramatic endmg. 

3. If you were a piano teacher, would you consider assigning this piece to your 
students? Why or why not? 

I am and I will! 
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Colleague/Audience commentary on the Rubrecht 
Three Essays for Piano and Orchestra 

This piece was written to be accessible to adult student pianists who play at the level 
described as "intermediate to moderately difficult." 

(A faculty member filled out this form) 

1. Briefly describe what you see as this work's strengths and weaknesses, both (a) 
musically and (b) pedagogically. 

Because the composition includes various elements such as advanced 
performance techniques, advanced harmony, conttary and parallel voice 
movement, syncopated rhythm passages, and drastic dynamic changes. For 
student pianists, a major challenge would be eventually tiiefr expressions and 
interpretation of the composition, to see how much of an overwhehning 
experience it can be. Critically (especially for the average Ustener), there will be 
some difference of opinion about overall sound, length, or any discemable or 
discemable elements and aspects of the composition. 

2. What impressions do you have of the style and mood(s) of Essays^ 

Within the composition, 1 am reminded of some of the incidental music of a film 
score, especially where the accents and polyrhythms occur. I also hear a hint of 
jazz balladry in the soft passages. 

3. If you were a piano teacher, would you consider assigning this piece to yovu-
students? Why or why not? 

I would consider assigning this composition to my students because 1 feel that it is 
Challenging in the way of infroducing contemporary playing techniques, 
expressive uses of dynamics to change moods and harmonic invention, etc. 
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Colleague/Audience commentary on tiie Rubrecht 
Three Essays for Piano and Orchestra 

This piece was written to be accessible to aduU student pianists who play at the 
level described as "intermediate to moderately difficuh." 

(A stiident filled out this form) 

1. Briefly describe what you see as this work's strengths and weaknesses, both 
(a) musically and (b) pedagogically. 

This is an attention getter, a perfect musical piece for all ages. 

2. What impressions do you have of the style and mood(s) of Essay si 

I enjoyed this piece. Although this piece had its share of lightness and 
softness, the composer's ability to fiise, both lighter qualities and the more 
robust melodies enjoyed by some makes this an enjoyable piece of music. 

3. If you were a piano teacher, would you consider assigning this piece to your 
students? Why or why not? 

1 would most certaiidy acqufre this piece. The use of various styles keeps the 
ear wondering—^what will happen next? 

87 



Colleague/Audience commentary on the Rubrecht 
Three Essays for Piano and Orchestra 

This piece was written to be accessible to adult student pianists who play at 
the level described as "intermediate to moderately difficuh." 

(A faculty member filled out this form) 

1. Briefly describe what you see as this work's strengths and weaknesses, 
both (a) musically and (b) pedagogically. 

A clear cut motif from beginning. Sfrength of not a lot of rapid notes, quite 
a bit of step wise motion. 

2. What hnpressions do you have of the style and mood(s) of Essays'? 

Mood of mysticism. Mood of spring evening. Mood of time passing. 
Mood of craziness or conftision. 

3. If you were a piano teacher, would you consider assigning this piece to 
your students? Why or why not? 

Yes, the piece is not really technically difficuh. Sounds to be very 
playable. 

88 



Colleague/Audience commentary on the Rubrecht 
Three Essays for Piano and Orchestra 

This piece was written to be accessible to adult student pianists who play 
at the level described as "intermediate to moderately difficult." 

(A faculty member filled out this form) 

1. Briefly describe what you see as this work's strengths and weaknesses, 
both (a) musically and (b) pedagogically? 

Musically this composition has contemporary appealing motifs. 
Pedagogically it prepares one to deal with present concepts and future 
direction for concenfration of studies. Has great technical musical 
challenges. 

2. What impressions do you have of the style and mood(s) of Essays'? 

The mood and style is a constant growth of style and development-
constant climax and relax to musical statements. 

3.1f you were a piano teacher, would you consider assigning this piece 
your students? Why7 or why not? 

1 would consider assigning this to my students because it is very fresh 
and open in challenges for their musical growth. This piece is new. 
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Colleague/Audience commentary on the Rubrecht 
Three Essays for Piano and Orchestra 

This piece was written to be accessible to aduh student pianists who 
play at the level described as "intermediate to moderately difficuh." 

(A student filled out tiiis form) 

1. Briefly, describe what you see as this work's strengths and 
weaknesses, both (a) musically and (b) pedagogically? 

The tuning needs to be exactly together. At the end it real nice with 
the accents. 

2. What impressions do you have of the style and mood(s) of Essays'? 

It starts at the beginning with a touch of elegance. It sounds very 
Classical but in the ancient times. 

3. If you were a piano teacher, would you consider assigning this 
piece to your students? Why or why not? 

Yes, if two people are playing it will sound very nice. It's a nice, 
complicated piece of music. Great job, Mr. Rubrecht. 

(Other comment) The gong could have been a bit louder. 
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Colleague/Audience commentary on the Rubrecht 
Three Essays for Piano and Orchestra 

This piece was written to be accessible to adult student pianists who play at 
the level described as "intermediate to moderately difficuh." 

(A student filled out this form) 

1. Briefly describe what you see as this work's strengths and weaknesses, both (a) 
musically and (b) pedagogically. 

The memorable melody or melodic features of the ffrst of the 1̂* section. The 
catchy theme of the 2" section makes this piece fun to play. 

2. What impressions do you have of the style and mood(s) of the Essays? 

Contemporary themes/diverse collection of moods. 

3. If you were a piano teacher, would you consider assigning this piece to your 
students? Why or why not? 

Yes 
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Colleague/Audience commentary on the Rubrecht 
Three Essays for Piano and Orchestra 

(A sttident filled out this form) 

1. Briefly describe what you see as this work's strengths and weaknesses, both 
(a) musically and (b) pedagogically? 

This was a beautiful piece of music. I did not find weakness in the piece, 
because I was capttired, my mind was wondering what would happen next, ft 
went from smooth to dramatic and adventurous. The music was very powerful 
towards the end, that was a strong point. 

2. What impressions do you have of the style and mood(s) of Essays'? 

The piece went from smooth transitions to dramatic and adventurous moods 
or ttansitions. The style really captured me. I loved listening to this piece of 
music. 

3. If you were a piano teacher, would you consider assigning this piece to your 
students? Why or why not? 

Well, if I were a piano teacher, I would assign this piece to my students, only 
if they were advanced, because this is a difficult piece. 
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Colleague/Audience commentary on the Rubrecht 
Three Essays for Piano and Orchestra 

This piece was written to be accessible to adult piano students who play at the 
level described as "intermediate to moderately difficult." 

(A sttident filled out tiiis form) 

1. Briefly describe what you see as this work's strengths and weaknesses, 
both (a) musically and (b) pedagogically? 

Sfrengths-very interestmg, it caught my attention, very moving like 
watching a movie and can't wait to see how it ends. Wonderful piece-give 
it a n A i I I I I. 

What impressions do you have of the style and mood(s) of ^^^oy^? 

It is a very moody piece. It starts very majestic and it's slow and very 
passive, and then jumpy, very moody. Love this work. 

ff you were a piano teacher, would you consider assigning this piece to 
your students? Why or why not? 

Yes, because it's very interesting and keeps student very mvolved in what 
they are doing. It can be a fun piece to play. You can be very creative with 
this piece-very moody. 
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Colleague/Audience commentary on the Rubrecht 
Three Essays for Piano and Orchestra 

This piece was written to be accessible to adult student pianists who play 
at the level described as "intermediate to moderately difficult." 

(This form was filled out by tiie sttident who performed the work) 

1. Briefly describe what you see as this work's strengths and weaknesses, 
both (a) musically and (b) pedagogically. 

This piece has many strengths, first it teaches the student not to solely 
depend on the ear. It emphasizes and demonstrates forms and 
harmonies that are not usually emphasized in basic theory courses. The 
piece uses mostly modem techniques but has techniques that have 
been used throughout the major periods of music. 

2. What impressions do you have of the style and mood(s) of Essays'? 

The Essays have three distinct styles and moods. In the ffrst essay, the 
style of a chant theme is used which creates feelings of reverence. In 
the second essay, lots of jazz techniques are used. In the third essay, 
the chant theme used in the first essay repeatedly restated in a different 
manner giving the piece a kind of theme and variation feel. 

3. If you were a piano teacher, would you consider assigning this piece to 
your students? Why or why not? 

As a teacher, I would definitely assign this piece to my students so that 
they may be exposed to modem uses of historic techniques. Not only 
would 1 assign it to play. I would assign it to study for form and 
analysis and give it as a model of how to compose a piece. 
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