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Comments from the program notes (taken from New Music Festrval/vm‘uosr
Bowling Green State University-Capstone Records CPS- 8603)
Performers—John Sampen, saxophone; Marilyn Schrude, piano.

The sonata opens with a two-part invention emphasizing rapid interchange
of material between the two instruments. Concerning the second movement,
~composer writes: “The piece is dedicated to the memory of George Cacioppo
who died unexpectedly on April 8, 1984...Like its Baroque antecedents, the piece
is in a chaconne-variation form, though sometimes the sections are curiously
jumbled together, or intersect. The fact that the key is in F-sharp minor may be
important.” The third movement is a rapid scherzo which only rises above the
level of pianissimo. A lengthy recitative for saxophone alone introduces the final
Mad Dance which contains mtlmatlons of Amerlcan popular styles

Albrlght has studied with Ross Lee Finney, Olivier Messiaen; and Georg_e

Rochberg Albright was Professor of Music Composition at the University of

he Sonata for Alto and Piano was written in 1984 for a consortium of
Weckler, and Joseph Wytko/Walter Cosand, with a grant from the National
Endowment for the Arts.

Comments from the music:
Two-Part Invention
La follia nuova: a lament for George Cacioppo
Scherzo "Will o’ the wisp”
Recitative and Dance

Characteristics of each movement:

Donald Sinta/Ellen ™™



I Two Part Invention
Vivo (} = 126), molto intenso, all fanfara
1. dynamic changes are given on every note
2. there are three cadenza séctions-both instruments play ,
simultaneously: the saxophone and piano are independent, but the
piano follows the saxophone

3. there are many unison passages: pitch and rhythm are integral
factors in the ensemble of this movement
4. -the piano is given sections of improvisation
5. there are two quasi-minimalistic sections
6. there is use of unmetered passages
Il La follia nuova: a lament for George Cacioppo
( ) =44)

the movement begins and ends with a piano solo
2 dynamic variations
3. folia :
a. a dance, probably of Portuguese origin of the late 15™-c. It
was a “fool’'s dance.”
b. a repeated harmonic and melodic pattern related to the
Romanesca and uséd by composers of the 17"-c. and the
18"M-¢. as the skeletal structure for continuous variations.

4, at [A), there is a canon between piano and saxophone at the
interval of a beat above a four bar bass line.
5. unison writing is common.
1. Scherzo "Will o’ the Wisp”
* o (4=138) S
1—.'.,.. key tremolos S A . . : Tt LT el R e T Sl
2. subtle dynamic variations : .

., ppp altissimo A’s-
. - repeated sixteenth note pattems

SR

""Recitative and Dance e ‘ : 7
() = 168 at Mad Dance)
1. the movement begins with an unmetered section: <)
2. thirty-second note quintuplets ~
3
4

use of “violent slap tongue”
trill on an altissimo F#

This is a virtuosic piece.
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IL. La follia nuova:
a lament for George Cacioppo

Largo J =44 (Chaconne)
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III. Scherzo “Will o’ the wisp”

u
— =) ¥
! )=126 %ﬁ‘?}
e ibt‘ Sotto voce, “Will o’ the wisp”(J = 138) )/5\‘:]/ %% 4\43
AT ——— 1 *‘\ ouT out ., S
v © sempre pp == : \))(\
A% .
Y, =Y. Wﬁ* Q‘ﬁ{ L oun Qﬁ/ - .__.____.,CL*; o o
g it e T g =1 2ot i
* : = , B oWt
sk 7.
" Ls\u?*ﬂﬁ_i\ﬁk3 @ m T 5\“.3&0’ NF-
el i » i
13 . it I —=
_— 0w N
=__ff | 0\

P ey N 6~ o oA /f)/-\.__F
1 A i u E ° ‘L q .. ; .
" Eb,/l;-\-: ,,;«l e e 'EJZP[’" z - £ ::b.n_L 1 /! | #Tﬂgm‘
[§ ?3‘; & ' == é : — E
i | : (key tremolo)
i \i } "\" zius v;"’) \';{") "v\ a4 ] A.‘ eyf\':]i -t sm.
A . / 4 ‘P":) 47‘1\‘(5“ \ 17-!/-\ e
s = iz =i e
= (S
@ (e ) \)%lto \ﬁ.“j i\\\\ (;\'w.
‘2 ' oA
e ot . X
. W & - s~ b@-
"6“““—19—"‘!‘!2’ 'bl - # ' //T T 7 o~
73 f—& : e i i
sempre pp = . — -

A be ba ® 1 _,/:;_,/n_.\ *> #:5.5#‘5}1:!!}3?5\ e b.{@ﬁ 5‘*‘ .
== s e
D — ‘ 1/3.)
. EeLben? balte2 £ B
oD b‘l 1# :E > h' fﬁF J .IF-F - A::b: £3 1 =F o e — QW&'




11

b

m \gj\r FD(-O
sz . ..
9 : . " . ‘_'é_#_-. '.'
‘ g‘, e , i
(ossia8va——————— ———— m) ] N/“
: oy p——
= -
il SN -
- ) "?' F:q

1 Pop L4t K43

I

o -

W {.7. A

PN
<

=
2
3

shahes) o, PBYs |

T

> W — > A — = — -
——L —I i i Eg?ﬂit - e be IV
- [ === 1 . ” \\‘_—_’/
= sub.pp . r ]
 ERTebER e e SiebesThabey
p O N = = FEEE OWT - EEEEEERE
—— i (3 - - 2
: i 24—
f' :b—— - - - -
L= Zg_asi'(z'ieme
) ﬁ o !# o r ¥ ¥y
R o FEE R EE oW t/
. M TER 1 . -
(!‘!\ y -] o [ - ;II } — l
‘& “ & [ §

e
~

(s\

_2;5\[;& -



12

IV. Recitative and Dance
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Frank Bencriscutto

Born- 1928
Died- August 28, 1997

Frank Bencriscutto was born in Racine, Wisconsin, where he began his career in
music. At ten years of age he began playing the saxophone, and at twelve he was playing
professionally with jazz combos and big bands. This was his means for paying for
college. Dr. Bencriscutto attended the University of Wisconsin-Madision for two
degrees, joined the army band from 1951 to 1954, and attended the Eastman School of
Music to receive his doctorate in composition and performance. At Eastman he was the
principal alto saxophone in the Eastman Wind Ensemble under the direction of Frederick
Fennell, and he studied composition under Dr. Howard Hanson. :

In 1960 Frank Bencriscutto was hired by the University of Minnesota, where he
worked for 32 years as director of bands. “Dr. Ben” built the band program which still
exists today. When he began work at the University of Minnesota, there was only one
concert band and a marching band. In 1979 Dr. Ben created a jazz department, and by
the time he retired in 1992 he had built the band program up to five concert bands and a

marching program,

Dr. Bencriscutto’s primary goal was to spread the value of music to all other
people, and improve music education systems. Here is what Dr. Ben said about music in
an interview he had in November 1987:

On the value of music:
Music is more universal than reli- |
gion; it transcends all differences of
creed, race, and politics, When ] took ©
the University of Minnesota band to
the Soviet Union to represent the |
United States, | came to realize tha
music is a great force for peace. In our |
afternoon visits to conservatories in
the major cities, my students and the |
Sovier students performed for cach
other and had a chance to wlk. It
struck me then that though the politi-
cal and religious differences were enor- -
mous, the hearts of the individuals |
were the same. Music transcended all
those differences and brought individ- |
uals together. We would end our pere
formances embracing and feeling 2
great sense of warmth — a kind of tié,
people with people, standing above all
the conflicts of politics,

1 se¢ music as one of our most effec-
tive vehicles to help our society, and
that’s why I'm so anxious to find out
why our music programs are not at the
center of the curriculum and why
music education isn’t more highly
respected. These problems have con-
sumed me over the years. How can
state  and school administrators
demand languages in the high.school
as a criteria for entering college but
not respect music as a language when
it is, in fact, the most universal lan-
guage! One of our problems may be
that we've been feeding students the
candy, the dessert portion, without
supplying them with the main part of
the meal.




Frank Bencriscutto also composed and arranged a variety of works throughout his
life. He had a special love for the band; most of his compositions are for band, or solo
instrument with band accompaniment.

Works for Saxophone;
-Serenade for Solo Alto Saxophone and Band (or piano accompaniment)
-Concerto Grosso for Saxophones and Band (or piano accompaniment)
Two versions: 1980 (no cadenza) and 1997 cadenza version

Other Solo/Chamber Works:
-Concertino for Clarinet and Band
-Concertino for Tuba and Band (or piano accompaniment)
-Dialogue for Solo Clarinet and Band (or piano)
-Elegy for Clarinet - . :
-Escapade for Trombones
-Presidents Trio (for Trumpet trio with band)
-Rondo for Percussion
-Valse Rondo (clarinet solo with piano)

Other Works (all for band unless otherwise noted):
-Centennial Festival Overture
-Jubilee
-Kaleidoscope
-Let the Light Shine
-Lindberg Jubilee
-Lindberg Jubilee (full orchestra)
-Lyric Dance
-Pacific Scene
-Sing a New Song
-Sing a New Song (chorus SATB)
-Summer in Central Park
-Symphonic Jazz Suite
-TM Blues
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Concerto Grosso- 1997 version
Frank Bencriscutto

I. Serenity: “Clear and free of storms or unpleasant change”

-Dr. Bencriscutto requested movement I to begin at m. 37 (bari solo)

-Use of imitation in opening and in each entrance of a motive or theme

-Must know cues for when sax quartet theme ends and piano begins, and when

next entrance is

-INTONATION! Dr. Bencriscutto made use of octaves and unisons
i.e. downbeat of m. 50 between tenor and bari sax, and beat 4 of m. 50 with
open fifths

II. Revelry: “lively enjoyment or celebration”

-Know where entrances are, and on what part of the beat
i.e. mm. 57-73, triplets offset by first eighth note triplet, articulation still
ties together in three-note patterns

-mm. 57-73 are in octaves (INTONATION)

-Counting in measures 54-73, 101-111, etc. can be confusing
Easier to think as one bar 6/8, one bar 9/8 instead of counting as 2 bars 6/8
with one bar 3/8

-Rhythms- don’t rush 16ths

-Cadenza- can do a lot with this musically, but must first be able to play together
Themes switch between duets with soprano/alto and tenor/bari
At v, must know when Alto 1 ends phrases and when Alto 2, Tenor, and Bari
enter
ff reflects back to first movement; slower, tempo memory must be used for
transition from ee to ff

-High tones in first alto; should they be used? If they sound good

-End of mvmt. II in this version is different from 1980 version; can’t just add

cadenza
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ROGER BOUTRY

composer, pianist and conductor

Roger Boutry (b. 1932) studied at the Paris Conservatoire winning eight first prizes,
notably in composition, piano and conducting, as well as the prix de Rome in 1954. He
returned to the Paris Conservatoire as professor of Harmony from 1962 until 1997 and was
musical director of the Garde Républicaine from 1973 to 1997 He has won several major
prizes for his work, among them the Music Prize of the City of Paris, The Symphony awarded
by the SACEM (the French Performing Right Society) and the Georges Bizet Prize of the
Académie des Beaux-Arts. He has around 100 published works to his credit and twenty discs.
As an accomplished composer and unparalleled pianist (Prizewinner of the Tchaikovsky
competition in Moscow), and a conductor with a vast and eclectic repertoire, Roger Boutry
successfully unites numerous and diverse musical styles in his work.

He is perhaps best known for his two stunning works for saxophone, his Sérénade
(1957) and his Divertimento (1964). His Divertimento is cast in three movements. The first
movement is a tribute to jazz music. It is highly rhythmic, syncopated and virtuosic. The
second movement is a moody blues ballad with a cadenza at the end which segues into a
light presto finale.

Roger Boutry is still very much active today and is in great demand as a juror pianist
and composer He was named Music Personality of the Year in 1989 for his artistic
achievements, and has been decorated by the French Government.

WORKS FOR SAXOPHONE
Concerto Works for Quartet:

-for soprano and alto saxophones, one player Etincelles

-arranged for piano, orchestra and band Eclat d'Azur

Divertimento -concerto for saxophone quartet
-arranged from piano to orchestra and band

Séréenade

Azar

Improvisations

Alternances

Sketch
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Practice Strategies for
- Listening, Learning, and Performing
Luciano Berio’s, Sequenza IXb for solo alto saxophone

Background Informaton == :
A. The composer (1925-2003), italian
B. Sequenzas (I, for flute written in 1958; the last, for cello,
written in 2002)
Sequenza IXa for clarinet (1980) — premiered in Paris by Michel
Arrignon;
IXb for alto saxophone (1981); iXc for bass clarinet (1998)
. According to Berio, the Sequenza IX is a long melody which, like
- almost every melody, includes redundancy, symmetries,
transformations and recurrence.
. Isorhythm '
«  Static versus Active Music |
C.  Artistic Appreciation through the Understanding of Music
1R Repeated Pitch Materials: Cells of Notes
A-1. page 1, phrase 1: C, B, F#

o T e

* compare the opening melodic cell structure with the pitches occurring at letter C S~

A-2. rehearsal letter C

' 2 'C_/\..
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Nestler: Berio, Sequenza IXb Practice Strategies
University of Minnesota School of Music, March 10, 2014




" B.  page1, letter A: C#, D, D# E, F, G, G#, A, A# (missing notes: B, C, F#
from phrase 1) -

e — S T PR S VR S s
S = : #= ' ! = ;
P mp - omf S nf p

ll.  Repeated Rhythmic Patterns (rehearsal letter A)
S T
3/__., ‘ .- . .
— X r*—‘—-‘#'—*‘-*:——‘h'P—‘p - - — prmeeen |
1 2 3 4 ™ ﬁr
3 - .
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Nestler: Berio, Sequenza IXb Practice Strategies
University of Minnesota Schoo! of Music, March 10, 2014



V.  Repeated Dynamic Pattems

. 18 different and repeated dynamlc patterns
. page 7, line 4 and page 7 line 5 (also same rhythmic pattern)
=12 J60 accel o096

J > B —
P
Y » ﬁ” T mf =
=72 : ' rall. ‘
: S o) SRR Vo v - B
R ==
J g == " jr —
F — g —mp  ——A

V. Interval studies: Tritones, Minor sevenths, Major ninths
(He) { -
# 2 : =

| 1REN

m
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o«

page 9, line 2, end:

e
*
8

3
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VI.  Practicing the Grace Notes:
think/count sextuplets/triplets

Vil.  Timbre Manipulations and muitiphonics

5 . i P P |

£ —] ] ] =] ! = : ]

e ——
‘ - — T4 Tow low

pp  pp mp pp mp PP w5 P T Bb

Nestler: Berio, Sequenza IXb Practice Strategies
University of Minnesota School of Music, March 10, 2014




Ear Training studies

VHL :
Example: Page 1, phrase 1
be = e o & = be
=¥ = : ‘ p—
=
IXA. Long Tone Study
=60 pop._ o o ’
A LHI/RH3 ourT IN ouT IN .
ﬁ)\l .&I‘ i1 .él 1 .d{ i -J - ] U - H 1 1}
 —— mf = mp mp = p

Nestler: Berio, Sequenza IXb Practice Strategies
University of Minnesota School of Music, March 10, 2014



IXB. Large Interval Practice
Page 5, line 3
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Nestler: Berio, Sequenza IXb Practice Strategies

University of Minnesota School of Music, March 10, 2014



Example XA.
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‘Nestler: Berio, Sequenza JIXb Practice Strategies
University of Minnesota School of Music, March 10, 2014




Paul Creston (1906-1985)
Presentation by David Kahn ~

« Born October 10, 1906 in NYC as
Giuseppe Guttoveggio

* Parents were immigrants from
Palermo, Sicily

* Forced to quit schooling at the age of
15, proceeded to teach himself

» Learned composition by reading texts

and studying scores

/ﬁw WJ, * Married at the age of 20, changed his

o name to Paul Creston
ﬁéu < Music career:
% * Church organist (1934-)
NJLQ/ » Composition teacher (1940-)

» In 1943, Creston won:
« Award of the New York Music Critic’s Circle for his Symphony no. 1
* $1K grant from the American Academy of Arts and Letters
» Title of outstanding American composer of the year by the National
‘Association of Composers and Conductors
» Works for Saxophone:
« Suite for Alto Saxophone or Clarinet and Piano (1935)
« Sonata for Alto Saxophone and Piano (1939)
« Concerto for Alto Saxophone and Orchestra or Band (1941)
» Rhapsodie for Alto Saxophone and Organ (1976)
~» Suite for Saxophone Quartet (1979)




* Paul Creston and Cecil Leeson
« Leeson took Creston on a tour through the Central and Southwestern US,
giving performances of his Suite
« Work at Universities
» Was invited to be a guest composer at many universities between 1960 and
1980 |
» Taught at the New York College of Music from 1964-1968
» Taught at Central Washington State College from 1967-1975
« Creston died of illness in Poway, California on August 24, 1985
* Philosophy of Composition: ; =
* Music as a spiritual endeavor \NM% \“WZ?%MMW
» Something all children should experience
» Honesty and integrity |
« “I make no especial effort to be American: I conscientiously work to be my
‘true self, which is Italian by parentage, American by birth, and
cosmopolitan by choice.”
« “[Music’s] intrinsic worth depends on the integration of musical elements
toward a unified whole.”
« Integration toward a unified whole
« Creston does not use much contrast
» Instead, Creston creates interest through constantly shifting tonalities and
rhythms
« All music is derived from song or dance W&W \A . &
» Theoretical books » (%ﬂ
» Principles of Rhythm (1964)
» Rational Metric Notation (1979)

» Creative Harmony




Principles of Rhythm

« Rhythm is composed of meter, pace, accent, and pattern

« Meter is composed of:
« Pulse: the notated meter (metronome)
+ Beat: rhythmic beat (what is most audible)
« Units: subdivision of a pulse or beat into smaller fractions of duration (e.g. 8th
notes, 16th notes) |
» Pace (Tempo), which is governed by:
» Length of meter (5/4 feels slower than 2/4)
« Units (16th notes feel faster than whole notes)
 Accent comes 1n eight types:
1. Dynamic - notated accents (-,>, *, etc.)
2. Agogic - longer notes are emphasized
3. Metric - uniform grouping of pulses with one harmony to each measure
4. Harmonic - using dissonance for emphasis
5. Weight - emphasis through texture or volume (mass, not loudness)
6. Pitch - accenting the highest or lowest note of a group
7. Pattern - emphasis of a repeated pattern
8. Embellishment - notes with grace notes, mordents, trills, etc.
« Pattern is how a pulse, beat, or measure is divided
+ Can be two-note patterns, three-note patterns, or any-note patterns
« Rhythmic Structures:
» Regular subdivision - one measure contains beats of equal length
. Irrégular subdivision - one measure contains beats of unequal length

« Overlapping - the rhythm is carried across the barline

(0 W/
 Regular subdivision overlapping | XK% ng \/\¥

W
N

« Irregular subdivision overlapping
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Sonata, Op. 19
(1939) (13')
for:
Alto Saxophone and Piano

' Paul Creston (1906-1985)
Shawnee Press '

The Sonata Jor Alto Saxophone and Piano, Op. 19 by Paul Creston was written in
the summer of 1939 at the request of American saxophonist Cecil Leeson." The work is
dedicated to Mr: Leeson, and he premnered it shortly thereafter, on January 9 1940, in
Tiffin (Ohio) accompanied by pianist Josef Wagner.

This work is one of the most frequently performed saxophone works written in the ,
neo-Romantic style. It is also the most frequently recorded work in the saxophone reper- -
toire. At least thirty commercial recordings were made between 1950 and 1997, mcludmg
about fifteen between 1975 and 1985 alone. It is composed of three movements.

First Movement: With Vigor

“The construction of the first movement, based upon two themes, is a modern look at
the traditional sonata-allegro form. The first theme is vigorous, eleven bars in length and
all played at a forfe dynamic. It is characterized by binary rhythms that are often marked
by accents, which, when accurately played, help convey the desired musical style that
should characterize much of the first movement, that is of playing with vigor. The me-
lodic line encompasses a range of two octaves. Note that the indication calming at bar
number 10 does not call for a dynamic change, but rather, for a change in character. In-
deed, this first theme is entirely forte.

The second theme, in a contrasting tender and sensitive style, immediately follows
and continues for nine measures. It is characterized by subtle inflections within a context
of a piano dynamic, and ternary rhythm. The melodic line is more restrained than in the
first theme, as the melody encompasses only a range of a twelfth.

As the composer’s repeated indications illustrate (bars 13, 56, 65, and 86 in the pi-
ano score) the tempo of the entire first movement must be the same for both themes,
whose elements are sometimes superimposed. Thls is why the composer frequently notes
a return to the initial tempo (quarter note = 120)>'

In the following development section (bar 34), elements from both themes are ex-
panded, overlapped, superimposed, and interconnected. Long fragments from one theme
reappear in the dynamic of the other, thus serving to vary and invert the characters of
both themes, that is vigorous versus tender.

315 Cecil Leeson (1902-1989) began playing saxophone after World War One. He performed chamber
and symphonic music, primarily the lighter music of the 1930s. A musician with serious. training, he

‘helped promote the classical saxophone in orchestral settings. He also played as a soloist and wrote for .

his instrument. He initiated many premieres in the U. S. including: Suite, Op.5 (1936), Sonata, Op. 19
(January 9, 1940), and Concerto, Op.26 (1941) composed by his friend Paul Creston. Also, the alto and
tenor saxophone sonatas, and the concerto by Edvard Moritz, the sonatas and concerto for tenor saxo-
phone by Bumett Tuthill; the concerto by Jaromir Weinbe:ger, etc. In 1937 he performed the U. S. pre-
miere of the Concerto by Glazounov with Creston on the piano (and with orchestra a year later). Cecil
Leeson was also an outstanding saxophone teacher. (The material contained in this informational foot-
note is from the research of Harry R. Gee, as published in Saxophone Soloists and their Music, 1844-
1985, Bloomington: Indiana University Press, 1986).

316 See important note at the end of this essay.




210 ' James C. Umble
Jean-Marie Londeix: Master of the Modern Saxophone

In general, avoid breathing after the Jirst note of a phrase. This destroys the musical
impetus and inhibits its intrinsic expression. Here, phrases are long, which is typical of
composers who are organists. The long phrases are sometimes difficult to successfully
‘achieve. One must have the ability to_sustain fifteen- to twenty-second passages without

running out of air.!? -

sy

Continue this same idea while playing this fhythm:

-
M —

e

Below bar 107, the composer writes, “less loud,” This doesn’t ' mean Piano, but only
less sound. In other words, less fortissimo, a little below f£ but not p, which would be
illogical in this context. The crescendo at bar 111 logically brings back the initial ff one
bar later (not to the Jfas erroneously printed on the part). - s :

Because this is a sonata with piano, the Saxophonist must exercise carefu] precision
with regard to articulation, especially concerning the attacks, The saxophonist’sconcepts
of dynamics and style must match those of the pianist. Similarly, the pianist must strive

makes the distinction between the two forms, telling his copyist Karl Holz, “It-is not the same thing.”
Morcover, the dot placed at the end of the legato marking means that the last note must be lightened, and
surely not attacked. ' . ’ '
About those written dots, one may cite Igor Markevitch’s four excellent definitions on the notation and
interpretation of Staccato: 1) No sign nor tie over the note. This is non legato. It corresponds to a tenufo
Staccato and could be designated as expressive détaché. 2) A group of notes with dots tied with ashur, is
louré (strings generally play this as several notes on one bow, each scparated slightly). 3) The semi.
Staccato, indicated by dots. 4) The dry staccato, indicated by elongated dots. (Encyclopedia Edition of
Beethoven’s Nine Symphonies, Paris: Van de Velde, 1982). .

I might add that short notes played on stringed instruments or on the piano maintain a natural resonance
produced by the instrument’s body, which is not the case with wind instruments, where very short notes
easily sound too dry and aggressive, ’
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their respective parts, keeping i in mind that this is a sonata, an intimate chamber music
piece.

Second Movement: With Tranquillity

"~ The form is smular to the smgle—theme Lied in three parts. Although itis notated in

5/4, the phrase is almost entirely in 3/4, with the first Bb ‘as a downbeat

(3+3+3+3+44+3+5+4+3+4 beats). The melody smoothly adheres to this natural meter.
After the second part, where the climax of the movement occurs at bar 27, the gen-

tleness of the opening returns (bar 35) before concluding at the coda, signaled in the score

by the terms gradually fading away. Here, let the sound die away in a gradual morendo.

Note: add the indications that appear on the piano part to the saxophone part; at bar
* 24, “increase and accel.” At the end of bar 26 “retard,” and “in time” at bar 35, where
the theme is restated. Paul Creston, who was interviewed on the subject, ‘also requested
that a breath mark be added between the two F’s at bar 40.

Third Movement: With Gaiety

With Gaiety is a rondo in seven sections and four episodes (A-B-A-C-A-D-A).
The refrain (A) is lively, crisp, full of energy, witty, spirited; the attacks are very crisp,
clear, and articulate, and the notes are light. This refrain is often in irregular meter, 5/8,
7/8...(5+5+5+7+7+8+5+5+6 beats). The meter of these cellular groupings includes
groups of 3/8 and 2/8, and, as is often the case in American music, it is heard as alterna-
tively ternary (6/8) and binary (3/4). An example of this kind of rhythmic writing is found
in the song America by Leonard Bernstein. During the course of the movement, the com-
- poser varies this refrain, especially with regard to dynamics (ff at bar 94, pp at bar 164).
He also divides the refrain equally between both parts (bars 76 and following, then 245-
261). The recurring episodes, each in contrasting styles, are calm, expressive, and sweet
for the first two episodes (bars 45-75, and 110-159), aggressive and forte for the third
(bars 205-245).

As in bars 78, 79 and 80 in the first movement, the finale’s mordant notated on the
first three strong beats of the refrain must be played on the beat. These are not grace
notes, which would be played ahead of the beat.

In section B (bars 46-75) the composer juxtaposes the piano’s 3/8 bars with the
saxophone’s 4/4 bars, thus creating a beautiful polyrhythm that is rewarding to render
clearly.

To play the third exposition of the refrain really pp (bar 163 and on), I suggest
playing the Eb with the side key (C4). This enables advanced players to have clean and
lively attacks in the very soft dynamic, and to maintain the theme’s crisp, articulate, and
light character.

Note that the notated crescendos, or hairpins, (for example, measures 59, 61, 63, and
64; 112-113, 114-115, etc.) don’t really modify the dynamic per se, unless otherwise
noted (bars 81, 188, 214, and 234). These hairpins only subtly “shade” the general dy-
namic (p in both episodes B and C). At the last refrain’s re-exposition, be aware that the
Jortissimo (found eight bars before the long crescendo at bar 251) progressively evolves
during 24 bars, from pp (bar 245) to ff (bar 269).

Do not shorten the arrival note found in bars 39, 74, 88, 188, 192, 197, 206, 210,
220,224, 226, and 230, nor the last eighth note in the following type of motive:
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212 James €. Umble »
Jean-Marie Londeix: Master of the Modern Saxophone

Important Note: -~

When I was a jury member at the International Saxophone ‘Compétition in Gap |

(France) in 1978, Paul Creston publicly asked the many saxophonists who were there to
change the tempos of his Sonata for Saxophone. He requested that the first movement be

played at a maximum of 120 to the quarter note, the second movement at 60; and the third

at 144. He reiterated this in a letter addressed to me on February 24, 1975, “The tempo in
the first and third movements is a little too fast. It’s my fault, I wrote 126 for the first

‘movement, and 160 for the third. Forgiveme!” =~~~ S
These changes are musically judicious. They allow a more clearly defined “chamber

7 ] 1se of balance bétween the three movements

by creating a more pleasing temporal relationship between them. o o

music”. character to emerge, as well as a

ity
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LEX VAN DELDEN {(10th September 1919 - 1lst July 1988)

lle studied medicine at the University of Amsterdam, where he was
born, but - being Jewish - was forced to interrupt his studies
during World War 1T, As a composer he was self-taught. In 1947
he was appointed music editor of the daily paper '"Het Parool" and
since published numerous articles in - Dutch and foreign
periodicals.

Throughout his career he held several administrative posts in
Dutch musical 1life, including the presidency of the Society of
Dutch Composers (Geneco) and the chairmanship of the Office for
Music Copyright (BUMA). He was also a member of the Dutch
Committee of the International Music Council (Unesco).

He made his debut in 1939 with the song cycle L'amour (for
soprano, flute, clarinet and string trio), but the first of his
works to attract wide attention was RubAiyat (for soprano, tenor,
chorus, 2 pianos and percussion), awarded the Music Prize of the
City of Amsterdam in 1948, His Harp Concerto and Impromptu for
solo harp were awarded a prize by the Northern Californian
Harpists' Association, and many of his pieces were commissioned
(by the Dutch government, the City of Amsterdam, Dutch radio and
others). He furthermore received the Royal Order of Orange-
Nassau, as well as the Freedom of the City of Amsterdam.

Most of van Delden's works are tonal and based on conventional

forms. He often builds a work from one fairly concise idea, and
the tenacity to this starting-point generates a conflict 'which
provides the impetus for the music. The resolution takes the

initial idea through a mosaic of shifting variations.

Many of his compositions form an expression of van Delden's
deeply felt social concern, such as In Memoriam (for orchestra),
which was written in the aftermath of the great flood disaster of
1953, the radiophonic oratorio Icarus, which questions the
usefulness of space travel, or Canto Della Guerra (after Erasmus,
for chorus and orchestra), which is a strong condemnation of war.

His comprehensive output extends over all spheres of music, i.a.
Piccolo Concerto (for 12 wind instruments, piano and percussion),
Musica Sinfonica, Trittico, 8 symphonies (No. I: The River -
May 1940, for soprano, chorus and orchestra, No. II: Sinfonia
Giocosa, No. I1I: Facets, No. VII: Sinfonia Concertante, for

11 wind instruments); concerti for flute, harp, percussion,
piano, trumpet, violin, 2 oboes, 2 soprano saxophones,
3 trombones {(Piccola Musica Concertata), 2 string orchestras,
electronic organ and for wviolin, viola and double-bass;
3 oratorios (i.a. Anthropolis) and many other choral pieces (i.a.
Partita Piccola and Adonijah's Death); chamber music, including

3 string quartets, a string quintet, a string sextet, 2 piano
trios, a saxophone quartet (Tomba), a brass quintet, a nonet,
several works for harp (solo or in various combinations: i.a.
Catena di Miniature, for flute and harp, and Musica Notturna a
Cinque, for 4 violoncellos and harp); songs (i.a. Three Sonnets
by Shakespeare); music for ballet (i.a. Time and Tide) and the
theatre (i.a. Macbeth and Lucifer).

p—




Saxophone Clinic

Dr. Eric M. Nestler
University of North Texas

Baylor University
November 17, 1994

Edison Denisov’s Sonata (1970)

The following excerpts are taken from the program notes -
written by Georges Van Gucht from the Compact Disk (© 1990 Pierre
Verany) of music by Edison V. Denisov:

Edison Denisov (born 1929) is among the most widely known of
contemporary Soviet composers. He studied physics and mathematics at
the University of Tomsk in Siberia before entering the Moscow
Conservatoire as a student of piano and composition. He quickly
acquired an international reputation, and his works began to be widely
played. abroad. Much inspired by French culture (Debussy and Boulez
are his mentors), his music is notable for its controlled lyricism and for
the conceptual strength of its textural sonority, often built around small
intervals - from which it derives a mysterious and “nocturnal” charm
typical of its composer.

Dodecaphony, aleatory music, the use of instruments provided by
modern technology, amplification, experimental techniques; these are
the various stages which, for Denisov, have acted as signposts on the
way to a progressive enrichment of the creative possibilities.

Denisov’s work encompasses all musical gemres: he has written
numerous concertos for solo instrument and orchestra, much chamber
and vocal music, ballets and opera.

Edison Denisov teaches orchestration and composition at the
Moscow Conservatoire. :

Denisov described his Sonata (1970) for alto saxophone and piano
as . . a very virtuoso piece. The first movement hints at a reference to
jazz; the second, for saxophone solo (the piano intervenes only at the
end), is an explosion of colour and timbre; the third uncovers the
allusions of the first in a straightforwardly jazzy style.”

[
.

Denisov also wrote the Concerto Piccolo (1979) one player playing
four saxophones and six percussionists. The title was deliberately
chosen to contrast with that of Concerto Grosso. Both this work and the
Sonata were commissioned by Jean-Marie Londiex.

Edison V. Denisov was named after Thomas Alva Edison by his
father, an electrical engineer; another aspect in so naming him was




that the surname Denisov is anagrammatic with Edison (his middle
initial is V.).

* %k %k

Topics

First Movement:
Allegro '
Meter and strategies for counting
Formal Structure
Canon
Special Techniques
Fluttertongue
Glissandi
Dealing with proportions (for instance, playing five 32ds
in the duration of four 32ds)
Ensemble: Putting the Saxophone part with the Piano part

Second Movement:
Lento ,

Multiphonics

Quarter Steps

Tremolos

Use of Vibrato versus senza Vibrato

Third Movement:
Allegro moderato o
Bass Line Movement: Left hand of the piano
Slap Tonguing (mm. 24, 26, and 28)
The Importance of Knowing the Piano Part . . .
put the piano cues into your part
Quarter Steps in mm. 69, 82, and 83
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SONATE
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Alto Saxophone
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Alto Saxophone
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Alto Saxophone
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Alfréd Desenclos, Prélude, Cadence et Finale

Warm Up Routine
prepared by Eric Nestler

9/18/02
Arpeggio Practice : # o pe :__.‘.‘.
Begin with a chromatic scale, full range _= :}
spell the arpeggio: /35 |
D# half-diminished seventh chord —  d#-fit-a-c# b‘f - P
A half-diminished seventh chord —  a-c-eb-g __:__ ‘2 ;
C half-diminished seventh chord — C K'k .
- F7 (dominant seventh chord) — f 4_? fj‘f I?;f;
4, Bb half-diminished seventh chord — bb E b _ é/b'
Eb7 (dominant seventh chord) ‘ — eb o
5. G# half-diminished seventh chord — g# N _&.E"
C#7 (dominant seventh chord) —  c# S ﬂTA\
6 A# half-diminished seventh chord — a# __0\‘ - +
7. G half-diminished seventh chord — g ..:;_.
8 C# half-diminished seventh chord — c# g;\c 2
9. F# diminished seventh chord — f#
10. B diminished seventh chord — b
11.  A# diminished seventh chord — a#
12.  E pentatonic ’ — e
13.  G# pentatonic — g#
14.  Bb pentatonic ' — bb

15.  Diminished Scales (whole step-half step)
Bb, B,and C




Alfréd Desenclos: Prélude, Cadence et Finale

Saxophone part: measure numbers, left margin of each line:
page 1, line 2: 4,7, 10, 13, 18, 22, 26, 29

page 2: 40

page 3, line 4: 4, 13, 23, 25, 28, 31, 33, 35, 37

page 4: 41,45, 49,52, 57, 61, 64, 71

page 5:73,75,77,79, 81,90, 95,97, 99

page 6: 102, 104, 106, 108, 110; line 7: 113, 116, 118, 120

Piano part: measure numbers, left margin of each line

page 1, stave 2: 4, 8, 12 page 2: 16, 19, 22, 25, 28
page 3: 31, 34,37, 40 page 4, last stave: 1
page5:3,6,9,11,13,16 - page 6: 19, 21, 23, 25, 27
page 7: 29, 30, 32, 33, 35 page 8: 37, 39,41, 44, 47
page 9: 49, 51, 54, 56, 59 page 10: 61, 63, 65, 67, 69
page 11:71,73,75,77,79 page 12: 82, 84, 86,87, 90, 92
page 13: 94, 96, 98, 100, 102 page 14: 105, 107, 109, 111

page 15: 112, 115, 117, 118,121 .




Jindrich Feld
(1925 - 2007)

There is perhaps no composer whose range of interests in artistic and
historical matters was greater than that of Jindfich Feld. Born in
1925, he grew up in a musical family, as both his mother and father
were violinists, the latter being a renowned professor at the Prague
Conservatory. After studying violin and viola, he performed much
chamber music, graduated from the Prague Conservatory, then went
on to earn the Ph.D. degree from Charles University with majors in
musicology, aesthetics, and philosophy. His compositional output has
been enormous, covering a broad spectrum of media. His interests as
a listener were as extensive as his keen intellectual curiosity, and it
~was not surprising to learn that he was fluent in six languages: Czech,
Latin, German, French, English, and Italian. He also possessed a
substantive comprehension of Russian and Greek. Nor was it unusual
to those who had the opportunity of knowing him, that he had written
for the accordion, percussion, and the saxophone, as well as for the
traditional established instruments, e.g., violin, cello, piano. Most
notable, perhaps, are his many works for flute, as they have become
standard repertory for flutists and are performed throughout the world.
Feld had a special relationship with Jean Pierre Rampal and James
Galway both of whom recorded and programmed his works countless
times. His affinity for new sound combinations and unusual tonal
qualities is readily apparent, but this aspect of Feld’s musical output
did not become an end in itself. He had the unique ability of assessing
the maximum use of an instrument’s idiomatic capabilities: tonal,
technical, lyrical, dynamic — plus the adroitness to expand these
characteristics, thus pushing the instrument’s performance standards
to new heights. A remarkable example of this skill can be heard in his
first work for saxophone — the Concerto.

Jindfich Feld composed four substantive works dedicated to Eugene
Rousseau:  Concerto for Saxophone and Orchestra, Sonata for
Soprano Saxophone and Piano, Somnata for Alto Saxophone and
Piano, and Quintet for Saxophone (4S/SS) and String Quartet. The
Concerto was given its first performance in 1982 at World Saxophone
Congress IX in Nuremberg with the Bavarian Radio Orchestra. The
composer was present for this premiére. He also wrote two other
major saxophone works: Quatuor pour Saxophones, for the Daniel
Deffayet Quartet, and first performed by that group in Paris on May 4,




1983. It was in July, 2003, that Feld’s American Concerto was
premiéred in Minneapolis during World Saxophone Congress XIII.
The soloist was Kenneth Fischer, for whom it was written. This work
provides an outstanding example of the voice and capabilities of the
soprano saxophone in combination with chamber orchestra. Feld was
present for the initial performances of these two important works.

To elaborate on just one of Feld’s compositions, the Sonata for Alto
Saxophone and Piano was composed during 1989-90 and given its
premiére in Tokyo on February 1, 1991 by Eugene Rousseau and
pianist, Mariko Hattori, with the composer in the audience. The first
movement opens with chords that clearly establish tempo and a
rhythmic drive that is characteristic of Feld’s music. A marvelously
economical use of thematic material is woven skillfully throughout all
four movements so that, in a sense, the entire work could be
interpreted as a set of variations. It should be noted that it was during
the autumn of 1989, while Feld was working on the second
movement, the government of Czechoslovakia changed profoundly,
thus providing the inspiration for this movement and hence its title:
Bells of Liberty.

The 75" birthday of Jind¥ich Feld was celebrated with a concert of his
works in Prague by his friends. Included in the program was the
premiere of Quintet for Saxophone and String Quartet. It was written
for and dedicated to Eugene Rousseau and the PraZak String Quartet,
who were the performers for this auspicious occasion.

My wife and I had the privilege of being with Jind¥ich Feld for several
days in May, just six weeks before his death on July 8. His numerous
trips to America -- especially those when he was a guest at Indiana
University, the University of Minnesota, and the Shell Lake Arts
Center -- remain indelibly in our memories. Jindfich Feld will be
remembered for his countless positive contributions as an
extraordinary composer. With his brilliant and inquiring mind, he was
an inspirational teacher and will remain always in the hearts and
minds of all whose lives he touched.

- Eugene Rousseau
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When the Thunder Speaks
By Frederick Fox
Presented by Curtis Bamford
May 2, 2005

Biographical Information

Fox's early training in Detroit included lessons in saxophone with Larry Teal and in
theory and arranging with Ray McConnell. He first studied composition with Ruth Shaw
Wylie at Wayne State University and, following his graduation from that institution, with
Ross Lee Finney at the University of Michigan. He studied later with Bernhard Heiden at
the Indiana University School of Music, where he earned his master's and doctoral
degrees. Following a 15-year period in which he held various faculty and foundation
posts, he joined the music faculty of Indiana University where he has taught since 1974,
He was also founding and first director of the New Music Ensemble at Indiana
University.

Among Dr. Fox's compositions are a ballet, several orchestral and concerted works, a
good deal of chamber music for various instrumental combinations, and several choral
works. He has received a number of awards for his music and three grants from the
National Endowment for the Arts. His works have been performed in Europe, Latin
America, and Japan, as well as throughout the United States, and several have been
recorded.

Like many young American composers in the Fifties and Sixties, Fox had some
experience as a jazz performer and arranger before he took up composing, and he
experimented with serial writing. He found serialism to be essentially at odds with his
creative outlook, but his jazz background was to find its echo in several of his most
characteristic works.

When the Thunder Speaks

Composed in 1998, When the Thunder Speaks was commissioned by and is dedicated to
Thomas Liley. It received its world premiere at the 12" World Saxophone Congress in
Montréal, Québec in July of 2000. The composer offers the following notes on the work:

“The title comes from a northwest American Indian tribe. While the title is
suggestive, the composition is non-programmatic.

When the Thunder Speaks is comprised of several sections of contrasting moods,
motion, and textures which are based on the opening motive played by the

saxophone. The motive is drawn from the octatonic scale.”

The work can be divided into six or seven basic sections:




Prologue m. 1-28 = 88-100, c.66

1 m. 29-121 =116-126
I m. 122-156 =c. 72
Cadenza m. 157-180 = 88-96
11 m. 181-260 = 88-96
Epilogue m. 261-288 = 66-72
or
Prologue m. 1-4 = 88-100
I m. 5-28 =c. 66
II m. 29-121 =116-126
I m. 122-156 =c. 72
Cadenza m. 157-180 = 88-96
v m. 181-260 = 88-96
Epilogue m. 261-288 =66-72
Challenges

Fox makes heavy use of dodecaphonic scales throughout the work. These are especially
challenging because of frequent changes in direction.

Ensemble with piano is challenging in several sections. From measure 29-81 the pianos
constant accompaniment switches rhythms constantly, making the beat ambiguous. From
measure 203-221 there is constant sixteenth notes passing between the saxophone and the
piano.

The work also utilizes many extended techniques for both instruments. There are finger
stops and sweeps on the strings for the piano, while there are timbral trills, fingered
glissandi, growling, slap tongue, bending and altissimo for the saxophone.




LETTERS FROM GLAZUNOY

Sixty years ago, in the spring of 1936 at the age of 54, Russian composer
Alexander Konstantinovich Glazunov died in his apartment near Paris. In Russia, at that
time it was the Soviet Union, life continued in rapidly changing keys. Stalin’s “Great
Terror” kept spreading its wings. In 1936 the newspaper “Pravda”, the mouthpiece of the
Communist Party, for the first time attacked Shostakovich and his music, using it as a
lesson to other artists whose works did not support Communist dogma. New types of
music loyal to the regime cultivated the “right mood.” Names such as Symphony
“Airmotor” by Miaskovsky and Symphony “Red Cavalry” by Knipper appeared together
with eternal themes like “Romeo and Juliet” by Prokofiev and the innocent “Peter and
the Wolf..”

The Soviet authorities dictated the composition of art for artists who were inside
USSR as well as for those who emigrated. Glazunov who for the last eight years lived in
France, kept the Soviet government in a difficult position. Because Alexander
Konstantinovich distanced himself from any political stance, the authorities were sure
that the composer would return to his homeland. The composer of Russian national
music was perfectly suited for the category of the “Fathers” with the likes of Rimsky-
Korsakov, Tchaikovsky, and Glinka. Also, it is well known that when the government
organized a balalaika competition in the Hall of Petrograd Conservatory, Glazunov the
professor of composition and instrumentation provided full support and agreed to be a
judge.

So over all those years Alexander Konstantinovich’s music continued to sound in
the hall of Leningrad Conservatory named in his honor “Glazunov Concert Hall”. The
music was played by the members of the Glazunov String Quartet. ‘ .

Glazunov’s emigrant life started on June 15, 1928, when he accepted an invitation
to be a judge at the Schubert competition in Vienna. He left Russia permanently. He
traveled around Europe and finally settled in Paris. In that period, the city was a mecca
for the arts and home to many Russians. The composer’s series of illnesses, bronchitis,
infection of the inner ear and others, followed immediately. Alexander Konstantinovich
wrote petitions, one after another, to the Communist musical authorities citing these
illnesses and asking them to extend his absence. Henceforth, conservatory-level textbooks
in the Soviet Union stated that the last period of Alexander Konstantinovich’s life was
very unproductive because of his illnesses and the due to the fact that he was under the
influence of Western Bourgeois culture. This influence was evidenced by the creation of
compositions for bourgeois instruments such as the saxophone.

In May of 1930, the Soviets officially closed the “Iron Curtain,” which meant the end to
the trips abroad for citizens. Glazunov probably understood that he would not be an
exception. In the spring of 1929, the newspaper “Leningradskaya Pravda” printed a
-notice by the musical council of Leningrad Conservatory stating that they were
reconsidering Glazunov’s continuation in the post of director. The officials carefully
thought about Glazunov’s musical contribution and decided to hold the current position
until the composer’s return. Glazunov was removed from the post much later. ,

Glazunov, in spite of his imputed “musical unproductiveness,” was a very active

correspondent. A review of the complete publication of the composer’s documents from




the Soviet archives reveals records of original correspondence from Glazunov.
Particularly intriguing are the contents of the letters related to his saxophone
compositions. Apparently, Glazunov tried to share his new projects with many of his
colleagues. Some of the letters were addressed to Maximilian Oseevich Shteinberg who
was a professor of composition at St.Petersburg/Leningrad Conservatory. Shteinberg
(Rimsky-Korsakov’s son-in-law) was taking special instrumentation courses under the
professorship of Glazunov. Many of the letters were written by the composer to A.N.
Rimski-Korsakov (son of the famous composer) and to L.V. Nikolaiev with whom
Shostakovich and Sofronitsky had been studying piano. A small part of the
cotrespondence was recalled from memory by Nadezhda Nikolayevna Shteinberg and is
presented in condensed form.

Besides piano, Alexander Konstantinovich was very familiar with many
woodwind and brass instruments. In his childhood he studied clarinet, and later he
learned to play trombone, trumpet, cello, viola, and French horn. Thirty two years after
composing his “Leaf from an Album” (trumpet, French horn, two trombones), Glazunov
again began to write music for wind instruments. He started composing a quartet for four
saxophones. | :

Postcard to Maximilian Oseevich Shteinberg [Paris], 21 March 1932

....] have an idea to write a quartet for saxophones. These instruments are
distinctively audible; in the orchestra they even cover regular woodwinds by their sound
There are great saxophone soloists in the band of the National Guard. Movement I is
coming to an end, I have an idea for II - Canzona...

To I A. Wolfman ' [Paris], 9, rue Lemoine,
' Boulogne sur Seine
11 May 1932
Dear Ian Ansovich!

Thank you for your kind holiday greetings. I am sorry I have not written for so
long. I was busy composing, and I have almost completed a quartet for (?) four
saxophones. The novelty of this work really thrills me, because I was formerly writing
only string quartets. I don’t know how it will sound...

To Shteinberg 2 June 1932

Dear Maximilian Oseevich!

I'received a letter from your sister who is worried about my health. I am guilty of
being quite behind on my correspondence - too much composing. My health continues to
be poor... My swelling on the right foot does not leave me; the skin splits, sometimes it
hurts. I walk most of the time wearing light shoes because I cannot wear boots. In damp
weather, my gout pain increases.

I completed a composition for four saxophones (2 movements already scored,
and the third is in sketches). Movement I - Allegro B-dur in 3/ 4 with rhythm:




a bit of American!
Movement II—Canzona Variee. The theme is built only on harmony; the first two

variations are strict classical medieval style. Next follows a variation with trills d la
Schumann ( akin to his symphonic etudes), variation d la Chopin and Scherzo. The
Finale is in a fairly playful style. I am afraid that this composition will fatigue
performers due to its length. I talked to one of them, and he assured me...

To I. A. Wolfiman [Paris] 9, rue Lemoine, Boulogne s [ur] S [eine]
21 June 1932 |

.. Pain became unbearable; I am starting to lose my strength. I do not go
anywhere, and I do not even put on clothes. I cannot even think to leave Paris in such a
condition as early as July. I have not touched the piano for a long time. Thank God I sent
the score [for printing] of the saxophone quartet before my condition became worse, but
when will I hear my creation?..

To Shteinberg 9 December 1932

...It seems I shall finally hear my quartet next week. I still worry about how
matters will stand with “breathing,” because the number of rests are few, and I wish to
achieve full consonance. Although one of the variation has three voices that are built on

organ point.

To A.N. Rimsky—Korsakov 9 January 1933

.. If more gentle instruments like the clarinet family with its bassets and bass
clarinets were substituted for saxophones, it “just would not sound right” as Stasov used

to say.




To L. V. Nikolayev [Paris] 32, Avenue J. B. Clément,
escalieri4, Boulogne s [ur] S [eine],
8 March 1933

I heard my quartet of saxophones finally with real sound. The separated parts
sound good. I am afraid the [ musical] color will be monotone, I can’t do anything about
that - the whole range is:

and you cannot get more than four notes at the same time.

To M. O. Shteinberg 32 Avenue, J. B. Clément, escalier 14,
Boulogne s/S. France
15 March 1933

.. One day a Frenchman-- meloman asked me, whether Mussorgsky himself
orchestrated “Night on Bold Mountain,” or whether it was done by Rimsky—Korsakov?
All that made me write short memoirs about Nikolai Andreevich, in which I especially
devoted attention to the question of my French friend... About Tushmalov [‘s
orchestration], you have to be a little cautious. “Pictures at an Exhibition” orchestrated
by Tushmalov and premiered on November 30 of 1891 at the Russian symphonic concert
society under the direction of Rimsky-Korsakov. The score printed by” Bessel” (A.S.).
After the first rehearsal, Rimsky— Korsakov reorchestrated “Limoges,” the middle
section of “Baba-Yaga” (e-moll) and the bells in “Gates." Twice I heard Ravel’s
orchestration which I consider a masterwork, but I do not share your excitement -
perhaps because I am not satisfied with this music at all. On the contrary, I did not like
at all the “mumbling” of the muted trumpet in “Two Jews.” That reminded me of the
chicken caclde. Nor did 1 like the tense tuba solo in “Bydlo.” Aboutthe saxophone solo,
thanks to a wonderful performer (he played the first saxophone in my quartet), I liked it
Jfrom the second time I heard it. The instrument, with its rich timbre, stood out brightly
from the accompaniment of the strings. Can the clumsy “Promenade” be made to sound
good with brass? The bells did not work - I do not see any innovation here. The
“Pictures” may be performed here in Paris for location [for rent, French]
approximately 400 Francs for one use. How did it go with you?




To 1. A. Wolfman, 14, rue de la F range Mutualiste,
Boulogne /8.
11 April 1933

The quartet of saxophones was played for me in rehearsal at Salle Paveau. They
played excellently, and it sounded full and original. I am glad that I heard this work.

To M. O. Shteinberg 10 December 1933

... The performers are such virtuosi that it is impossible to imagine that they play
the same instruments as we hear in jazzes [Glazunov’s misspelling]. What really strikes
me is their breathing and indefatigability, light sound and clear intonation.

To Shteinberg 26 December 1933

... The whole composition with stops takes approximately 35 min.

From this moment the chronological link of the letters is interrupted. The following
information is based on Shteinberg’s sketches of the missing letters. The words in
quotation marks are the exact words of Glazunov.

1934 began with Glazunov’s illness, flu and bronchitis. In March the composer
started work on his concerto “under the influences of attacks rather than requests from
the Danish saxophonist Sigurd Rascher.” Glazunov mentioned this situation in a letter
dated March 17th. The work went very fast and successfully, and in a letter dated April
4th, the work was completed. '

To Shteinberg 4 June 1934

... I completed the Concerto for saxophone - both the score and clavier, and most
likely I will hear performances within days by the Frenchman Mule and the Danish
saxophonist Rascher. The concerto is written in Es-dur and goes non-stop. First goes
exposition - Allegro Moderato, 4/4 and ends in g—moll. After a short development
followed by singing Andante in Ces-dur (sometimes H-dur), % is the transitory into a
little cadenza, The conclusion begins after the cadenza with a condensed Fugato 12/8 in
c-moll. All the previous elements appear again which bring this to Coda in Es-dur. The
Jform is very condensed, and the total time is no more than 18 min. The accompaniment
is built on strings with much divisi, which, in some point, will substitute missing wind
section. I use this technigue very often - strings in octave divisi and an upper voice in
unison with two cellos. In forte, I use double notes a lot. I did show my Concerto to
Metner, brothers Konus [George, Yuli, Leo] and Tcherepnin [Nilolai Nikolaievich], and
they approved of my work. I am afraid of the double notes effect. I will ask Yuli Konus




who was working with my violin concerto. He is a big expert on such subtleties, and he
prescribed the articulation to Tchaikovsky.

To Shteinberg 13 July 1934

... Saxophone Concerto completed - the score and the clavier as well. I am just
waiting for the moment I hear it in concert,; that is why I registered it for the concert
season with my Symphonic Poem [Poéme Epique].

To Shteinberg 21 November 1934

.. Saxophone Concerto will be a part of the season concerts in England and
Scandinavia. The Danish saxophonist Rascher, very good and tremendous technique, will
perform it. In Paris, M-r Mule, first class saxophonist and best soloist of “Garde
Republicaine” wants to play my Concerto.

To Shteinberg 5 December 1934

The Saxophone Concerto was premiered twice by Sigurd Rascher in the two
largest cities of Sweden. Next year I will hear it in Paris.

On March 21 of 1936 Glazunov died. Unfortunately there is no further
information indicating if the composer ever heard his work performed.

The perfection of the Saxophone Concerto and other compositions always took
precedence over his ego. He readily requested ideas and integrated the musical
conceptions of colleagues and actual performers.

The letter to A. Y. Shtrimer: “Dear Alexander Yakovievich, I ‘m mailing you my
latest correction of [cello] concerto. I do not know when the clavier will be ready in
print. Pablo Casals is coming to Paris today, and I will have a rendezvous with him. He
wrote me about his concerns regarding the articulations, and he wants to suggest some
- small changes. If I find them reasonable, I will be happy. Casals assures me that he
plays the Concerto already from memory.”

Some additional facts regarding the Concerto for Saxophone and String Orchestra
deserve note. During the Soviet Era, this composition was not a standard part of the
repertoire of Russian orchestras. The most famous orchestra, the USSR State Symphony
under E. Svetlanov, which had a mission to play mostly Russian and Soviet music, made
a series of recordings called “Anthology of Russian Symphonic Music.” Sadly,
Glazunov’s saxophone concerto was omitted. In 1936, the French publisher-Alphonse
Leduc made a most unusual addition to the piano reduction. The publisher printed the
name of A. Petiot as a second composer. Interestingly enough, in all the archival letters




recorded, Alexander Konstantiovich Glazunov never mentioned that fact he woiked with
a companion!

Thirty-six years after Glazunov’s death, on October 14, 1972, the Soviet
authorities decided to officially acknowledge him as a Great Russian composer of the
Soviet period. Glazunov’s ashes were return to the Motherland. They were reburied at
the Necropolis for Masters of Art in Alexander Nevsky Lavra, Leningrad. In the mid
“70® the Ministry of Culture made the decision to offer saxophone classes for the first
time to students of higher education. The first conservatory-level saxophone class in the
USSR was opened at the Gnessin Institute of Music in Moscow. One of the dominant
factors in this decision was simply to perpetuate and honor the music written by a
Russian composer.

The letters presented are derived from two Soviet publications: “Glazunov.
Issledovaniya. Materialy. Publikatsii. Pis'ma. V dvuh tomah. Leningrad, 1960” and
“Glazunov. Pis’ma, stat’i, vospominaniya. Izbrannoye. Moskva, 1958,” and the
translations from the Russian originals are my own.

© Hudnet Sobehentto
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