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Program Notes

The composer writes: “Gum-Sucker” is an Australian nick-name for
Australians born in Victoria, the home state of the composer. The
eucalyptus trees that abound in Victoria are called “gums”, and the
young shoots at the bottom of the trunk are called “suckers”; so
“gum-suckers” came to mean a young native son of Victoria, just as
Ohioans are nick-named “Buck-eyes”. In the march Grainger has
used his own Australian Up-Country-Song melody, written by him
to typify Australia, which melody he also employed in his Colonial
Song for two voices and orchestra (root form), or for military band.

Aaron Copland has been heralded as the “dean of American music.”
Not only one of America’s most gifted and influential composers, he
was also an enthusiastic sponsor of young composers and an
energetic supporter of American music at home and abroad.

An Outdoor Overture was composed for orchestra in 1938 then set
for band by the composer in 1941. During this period much of
Copland’s best-loved music was written. These included: EI Salon
Mexico, Billy the Kid and Appalachian Spring. Copland commented
that he intended the overture to sound “optimistic” and “youthful in
spirit.”

The composer writes “October is my favorite month. Something
about the crisp autumn air and the subtle change in light always
make me a little sentimental, and as | started to sketch I felt that
same quiet beauty in the writing. The simple, pastoral melodies and
subsequent harmonies are inspired by the great English Romantics
(Vaughn Williams, Elgar) as | felt that this style was also perfectly
suited to capture the natural and pastoral soul of the season.”

Symphony in Bb was composed in 1951 on a commission from the
United States Army Band. The opening movement “Moderately
fast, with Vigor” juxtaposes two main theme groups, the first
marked by a powerful declamation in the cornets and trumpets
against duple and triple woodwind rhythmic 2 and 3 note motives,
the second by a sinuous woodwind unison from which a brass
chorale of similar character emerges. Hindemith connects the two
groups with a quizzical theme in the oboe and accompanying
woodwinds. This theme reappears to generate the climax on the
fugal middle section, in which saxophones play a prominent role.
The movement climaxes in a powerful recapitulation of the
chorale.

The second movement, “Andantino grazioso” opens with a
dialogue between alto saxophone and trumpet. The central
episode, “Fast and gay” uses rapidly scurrying triple-time
counterpoint and clever imitative effects. At the end of this
tripartite movement, Hindemith interlocks the first and second
sections to create a third.

An abrupt four-note ascending figure forms the basis of the fugal
finale, which at its climax brings back the opening trumpet and
cornet theme of the first movement. The concluding consonant
chords, enlivened by busily scurrying woodwinds, stand in
striking relief to the edgy harmonic language that characterizes
this masterpiece.



