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Abstract

Music for a Saxophone Concerto is a nineteen minute work for solo BP soprano
saxophone, string orchestra and percussion. It contains three movements with an Interlude
between the first and second movements and is performed without breaks between movements.

' The discussion of Music for a Saxophone Concerto begins with a detailed analysis of
the piece. Each movement is examined for its large and small-scale form, its pitch structure,
and its links with other movements or sections in.the piece. Next, the title is discussed since it
is not traditional and serves to distance the listener from traditional concerti and make them
question their assumptions when they sit down to listen to a saxophone concerto. For this
reason, it is important to discuss briefly the Baroque, Romantic, and twentieth-century
concerto to determine in which ways my piece would frustrate or compliment a modern
listener's expectations. |

The concept of partnership is most obvious in the Baroque concerto and in neo-
Classical works of the twentieth century (like Stravinsky's Violin Concerto). The idea of
opposing forces is more common in the Romantic period and twentieth century as exemplified
by Beethoven's Piano Concerto #5 and Schoenberg's Violin Concerto. While Music for a
Saxophone Concerto utilizes a Baroque dance in the first movement, it is neither a real
partnership nor a relationship between conflicting characters, but rather seeks to use the
cbncept of the soloist as ‘individual' and the orchestra as 'society' in a way that demonstrates
their complete integration. For this reason, contrasting textures, instrumentation,
orchestration, and forms have been chosen which all, in different ways, experiment with idea
of the soloist and orchestra as mutually inclusive. The use of saxophone with strings is a
continuation of a rich saxophone concerto tradition but the choice of soprano saxophone is less
traditional and thus, with the title and many of the formal details, leads the listener to an

appreciation of the possibilities inherent in an anti-concerto.
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Instrumentation

Solo Bb Soprano Saxophone*

2 percussionists:
Vibraphone
Marimba
Timpani

Woodblock

Violins I
Violins 1T
Violas
Violoncelli

Contrabasses

* The saxophone part is transposed in the score of Music for a Saxophone Concerto. In the
discussion of the piece, reference to saxophone notes will always be made in concert pitch.




Music for a Saxophone Concerto

Jacqueline Leggatt

-

Mol
1
|
1
1
1

Bb Soprano Sax [

&E;"Q

vibes perc I & II on one vibe

Percussion |

motor off/pedal Hown _
vibes bowed vibes throughout

Percussion {1

P> P>

" con sordino
2

1A P - -
otin 1 [T =i — — —
Violin 1] A pSm— P SE— p Se S £—
NSV < € < € I € - < i
) mp
con sordino
fa) ; i i
R 3% I y ; i p - y J T 2 ]
Violin 1 | % —5—— p S— P —  —
\U Y i~ AY Y 1 AY hY A=
D) mp !
con sordino \ 1
Viol D-F 4 ¥ J T y ! y 2 % p -
iola ; =
<% P 4 e <
H
mp' !
con sordino
$): y 2 1[ i !
Cello} =/ P S &+ be o £ & ¢ i
< i € 1 AS T € N < T
mp | ! | f
con sordino
g { bz
Contrabass | =2 Po f & &
S5 : | | |
A”lp 1

© 1996, Jacqueline Leggatt




' I ) L L T N
HEN N
Nt L% ni' a2 M: |
) ' S8} TR TTR S
- LN
NERN ~y ~y vy ~4 MWL |
' ' ' QL1 T Qld TR
IR
Ay Vo d 2 N e TR
! ' NN TN QL L
N 1B
Ny a2 ~y i T
' ' Q! T A M
k- - -9
ST ~ ~A ~ Q]
. _ N 10 Senl
oy A il g g% MII
o< G N P o e R _ Ik
S N KI\ N TN N N
e | S—— \ .
7 - = - = 3 2 7
g 4 0 £ = - .7 3
Q - =
o




' ! QL] TTTO V- TR
© RN
o . .
RS W ~y ~y AN i~y TN
( S
S
ol ]
' ' NEER TN QL N
N L ot
[ M~ i~y N ey RERN
' ' ' QL TTT QL i
ke e
~L A P g 2 A~ Qi
' 1 ' L - T QL
L | 4N
A~ g ™~ Ny m At
' ' ' QL T QL i
k. -
N Ay w1y ni 4 QLL
' ' ' QliL TR TR .
~y g 2 % &y Qi
o ™ ) » ™ B plign! o~ -
DN Do DN DN NG ]_mﬁmlu‘q 2] GN GN
\ va N 7 % . y
2 2 2 £ = s > 3
& g - =




' QL T Tl il
s Ss -4
QLiL N~y Y i~y ~y .,lel
' L oLl T Nl
LN S+
.,v L ~y ™y >y ~y .01 1
\ L
- 4t R
QlL o Q| ML
N
Qb A~ i g ni'd A~ .nvulul
] 4 |l
VIR N N WLl
Qg i 2 i 4 Ny ~A ./V -
1 o] QL T SHEN
HES LR
Qlil ~ ~y AR i~ QL
ﬁ\ p-
i N L TTH 0 Y
XN .Y
LIRS ~y i~y nbd ~y Qi
< ML
w U U U U V ole olo
DN A NG e NG DB 4N N
\ s \ /
¥ - = — = = ) @
7 2 o = = > - 2
@ 5 P - 0
p -




' ' L L BEEN NEH Rl
™ ===
.nuxﬁ, L A~y Y AN i~y NN
' ' NERE TR QL NEE
- 1N
.AV[lr M~ ey g i~y NBE
' ' QL TN TR QL
LN
.Au, |11 ~t i d ANy ot 2 O |
I J L T SR NI
45 N
.,VII. ~Y 1~ MY i~y .DII
il
f
' ' QL EREN N R QL
S¥
.nv.i- ~y ~Y i~y vy QU
d ] T Ll RN
P o 1y Joxt
.a,;lr ..-W 11 ~y ~y ~y ~ TR
| o
3 » » Y Ty Y - =
2hvnm e lm ) Avxm e AUAm J Aﬁlm\ FM%M N A:/
\ -7 i \ .
j - = - o = = 2
3 2 B £ = - - B
m. Q - A
o,




8¢

I I Qi T TR QLlL
1N
.AVII( ~Y ~y ~Y e 2 Mr L
\ -
! ' N.LL TR Qll QL
o LN
.nu.rc- P 4'% Ny vy ~y mué!l
f NN
' ' Qlil TR N\ QL.
g
.,.v L1 ~Y et ~L o TR
' i Ot TTTD Qi LIRS
.. k- AIkE
.,Vlli sl ~NY ANy i g N L
' ' NERE TN L N
. =5
.nu.il. i 4 AL A~ i~y Y.L
' : Qi TN TR 0L
LN
.,v L ~y A4 Ent d ~y LINKE
N6 > . u NI - e
NoY DN PN Ny N BE AN GN
A \ vl \ /
o - = = = 3 2 %
g g . =




)

8¢




' ' DIREN T A4 QL
N
| N wy ~y ~Ny Ny V3 I
4 ' N Dl T NLL
LD SN
..u, Ll wy Ay vy a2 Ml,zr.
ﬁ\ 1
' ' QLLL T Sl QL
EAy
.,v 114 ~ Ay ~y i~y QLl
' ! i TN TN Q.
! VIR ndd ni 4 e g ~t QL
¥ N b1 TTTO NN
iR L IN
\ N L .nV!i- ~Y AN Ny » i YL
ﬁ\ = - 4N
] ] d ~ 1]
10T S
.,uur-lr ni A~ Ay QIX\ VWII[
< et
Q » »> Ty ! Y - -
e N DG N gy BE 6N N
= 7 3 / : 7
% - = — = 3 = z
& 5 2 = E g g 3
& g - =




i J QL TR L N
S¥ LA 1IN
LIRS i~y i~y Ny > 4% NH
/ N
’ 1 QL TR N Qll.
P . NEN
LIRES A~y ey il At Qo
[ HE.N
' ' RS o Qli T
N
&L ~ A ~ N T
' QL SR QL Qi
L LN
Q] L PJ it i~ ~y Ay mu "
f BN
I ) Al T QLll N
NN in
Q] ~t » & 2 »d'g % R
| 1
] Een ]
' . oL L] N &Ll QL
™ 1. K gy
Ol 24'd Ny Ay a2 1 ,.0
? S U\ " D) ) ) Y ™ - ole
e NCre Auam Te Aunme nunm SCIL 3 A\ A/
\ v \ 7 \
v o = — = = ] 1]
g ) N o - = = 4
Vil w. m = |m... - - .m
p -




3

] 1 AL R BEE
Qi N N
- ERE LA
.AVT ne Ay e & 2 A~y NEE
' ' QLLL T Ol T
X
.,Vl!- Ny ni'd ~NA Ny TR
I i Nl TR i Q]
X3 N LN
.,VII L g el ~L AN O
Lid
f i
¥ 1NN T TR QL
- L
.AV ane ) N () et ni ' Ny i QL
\ ek
1 | N |an QL N
s = L LN
.nv L1l A~ J;\ ~A ~ Ml;
\ 4+
' ! oLl TR Wl T
A
.nu. 1L i~y Y ~Y ANy 7T
L » N N N P >q
N NGe N NP N mﬂjﬂﬁ : G GN
v \ v \
o - = - = = = 2
g 2 0 £ = - - F
& g s =

-10-




' s QL o Ll oL
BN i
.fu..,!lr » &' i 2 o o ' .fuxllq
' ' QL O TTTO T
BN
.nu«ll( N ae g Ny F ' T )‘.AJ
! L o T ALl
LA HEN
(L IRES Qf Ny a2 ~y | A \Y
/I N
i
' ' Qi BN TR MR
LBy
Qi i~ ~A ~ ~t | TR
! ) L gN TR Y
LN BEN
Qi ~Y i g Ny Ay .,u,.l _
/ LN
' AL B IR T
\ E 3 LN o
LYAN NS | ~y L Al T
< == g
» ™ ™ » > ™ e e
B NP NP NG N BE 4N N
| Me—— N\ m——— \ v
5 = = - = = 2 2
; 2B £ E ’ - 2
m. -

-11-




! alll EREY QL all
= = TN 40
.rv%; ;Il..mv f A~ il g 2 N N
i YRS T QL I
-0
il JHRS ~y ~y ~y ~ Qi
\ ke = -
' ' QL TN N N
= = 1M 10N
Q] ~ et ~Y ~NY .0[ Ao
¥
' ' all AR oL Q.
== 1 L.
Jil "y ~y A~ p T oL
4 4
' QL T Ol T
N
QL Nail ~ N N i~ Av 1l
1 E ==
A Q] T L @l
l; b4
Q| TR A~y N ~y ~ Qi
<| =2'S J Ly
s U. Y » [ P . P
Sy NGY NG N PO BE AN o
| — [ ——— N\ —
7 = = = = 2 2 2
g 2 2 £ = - - 3
m.. jut A —_ L0
mx -

1o




' ! LIRSS ERER Q] Q|
B 3o
Qlil Ny ~y Ay i~y QI
¥l
' ! Qiil TR RERN Q.
\IH R N > 4 Nt -4 Q.
' ' N B T L
L 1N
.Auxllx Ny a2 A~y AN MII.
\ et
A y Qi BEEN TR QJ
e - Ll
Qi ~ Ny nd Ny Q|
| LN
' A QL] T DL T8
. c- -
LVIL- g db Ay A~y 22 TR
) aldl T BEEN Q
e - N
Qlll thl-ﬁru A, i~ A ~A Q
| k r
N ™ o) ™ ) I b4 P
G e e o aee 8 & R
\ 7 \ v \
5 - = z = = 2 2
g g - -

-13-




b ! QLLL TN TN QL
KN
Q4 w g o o' o a2 .ru%. 4
d ! NARR T YR N
- LN
QY Ny Ny % ~NY NI
i I
' ' QLLL BREN NENS Qi
%3
Q] 1~ Ny ~t vy Dl
' ' NEER TR Q] N
N - JuxT
Q. ~y » i % Ny ~ | TR
| S L T8 all IR
i
Q] TTTO S Y ~ ~y N QL
e
' ! NEEE Al TN L
LLEN i
Q] i~y i g Ay ~ .Dll
< ] I
U u ele »ie
& S G nuamué N R R )\
7 \
o - = - = =3 =2 A
] C . n . \ : 3
g B 2 = £ g B
g DA

-14-




|
|
,
' ' oLl REEN N QL |
= = < |
.Aunxyl | Ny ANy nd % Ny TN
' ! Qi T all QL |
..\ k. =) k- s 3
\ pLll N ~y Ny ' O |
' ! o] SREY L N
N F=
QL Ay AL AL A N
|
|
& |
' ' QL TN TR QUL - |
1A |
A . ,
QL i~y ~NA ~ ~ Qi |
M
] Ll
NN R Rl NS
N = = =4
.nv L] NERY f ~ % ~AL i~ NERE
i
] 1] |
' NN N Qi N |
N 1IN ﬁ
Qb A~ NS ~ ~ s “
C
» » » » ! v P P
NEP NG NN DN NGg» DB N 3N
g \
v — o — = = = 2
p -~




' ' il TARS 3L L
—N e
D] ~t i~y ai'g A QL
1 N QL T TR QL
-y
VIl Ny Y nd % A NN
4N
' ! Y11 TR N N L.
. .’ ==
h | AL B pury A QL
A AR T I NI
L N 1K
) | Dl[lf g Ny 4y v Qi
= = =i
¥ ) NN TN TR NN
LK
N A~ N~y Ny ad' ml)r
' i NIal TR Qi L
LK 1N
DI ] Ny Ny ~ Y g Qi
d . PN
. Y U Y - N P ﬂ ) P vle
B lm ruam Y Aurm e NG fulm b o'y N N
o/ | ——r
v Ce = - = =2 2 2
3 2 o £ E g g 8
& g . A

-16-




' ' QLI T QL] QL
£ -3
QLiL ~t ~Ny M~y Ny QO
¥
' ' QLI IR T8 QL
QLiL i 4 2 ' Yy ey D] |
' ' i Q! 1 e N1
.- 4N
QL] Y i~ Y ~1 |
J N
! ' MRE nn TR Q-
e - - BN
QL nt's » ' Ny Ay QY
.. N
' A Qi T Q| TN
k-4
QL ~y ~ A ~ T
| ] FEE p
DL Q Q] DEL L
.y TN ™
QL i 2 ~y oy s TN
2 L L N ~ » allen sl %
DN N PY DNIY NNEe ¢ G N
e 3 . 3
e — = - = = o 2
@ 2 2 £ i e - ‘%
8 - -

17-




S
<
— =
m. ] ] ] | ] ] Sit
=
= 1
) o <
v
QL = ¥
J
] ) ] D
= = = S
= = = =
™ IS I s K
] 4R | SE8 | 2 21
~ -~
S = 5 &
R m = w = .
3 A
AR QL 3 3 3 B N
)
[ 18N
)

NS 1 NREE TN QL NI TR
]
£ | _
. [s0]
' gl NAARI Ea Y ol R -
m N 1IN 4ox]
.nv. m AL N o o' AN lll@




T You) i e Yesy sy Yes AT
L
] ] | | ] ] ]
T77%
| ] ] 1 ] 1 ]
9
N TT1e
s \\. ¥
2 | = ] ) ] i ) < |y
s A ;
3 GRS '
> A\
O
i
e D & & . QU & C Q!
A B
] ] ] ] ] ] ]
.&;ll‘
1 | R | ] ] ]
QL
-0 I TS
L »! B 'y » ™ | sl olo
NP NG NG NP e B N G
e a 7
fr ~ — = = =2 Z
: 2 = p p 3
Q. -

“pere I

-19-




113

-
™
X | A I 1 ) 1 ﬁx
[
TR
| Tipy o Tipa Lo Lo RLoprt L LI Lo
l 3
] 2 ] ] | | | u‘—r
g
c i
acen . acs ) At " oy an
~
M
i ) 1 1 1 TIRE
i pvh= ]
L{hH S T Tran Tpan RO Tpan S
U ole ofs U » Lo ole ole
e N GN Oy NG DB N |
7 o
z S = g = = 2 2
S T ER R
g PN

-20-







o)
L
/1
B 3
[>)
-
/1
- 3
(]
-
k&
E J
(> ]
Ay
X
x
[»)
=
A
& 3
[ )
Ay
I
X
)
Ay
&
=X
[_3_
h

;‘
>

m ba
e et
1 ——=
np
S T E——
=

Y 2

Py

Al
e

)'I

woodblock
=

=
np

[ )

i




123

Ieg Teny Tesy Leok e LEobN L Tegy
u..l
¢
L YN | S il 2 [
‘T—f l"
o Niﬁ
| ¢ | ] N ]
gl
Ea d' % L YHN
® A
S ol
'y bini
o] 1Q
¢ p.mJ ~y [ 18
AnS ~ A CroN AnS ~ GY 3.’ n
™ Qi
LSRR TTe
™ El
. | B
| | | ] ] ) g
L YRl
ol
J il
= - %
NG &R AL N otsc i S
| N nv A
\ A= N 4
Z 5 = = = 3 2 2
@7 2 9 = - - 3
g g - z °

cresc.

o3




125

—g

o

37
a

il

HO

K )
b
FYREN
et
LEg LS LI Tpan Tpsn ' 3
- -~ Y ™ - v ole
3\ GN N NG gLt & G N
\ a
s = = =z
E sz ¢ 2
A

-24-




128
0

[ 4 - _
Sax [ £anY =
\\87.2
p timpani
Sl == 5 - 3 -
perc | — - £ # ﬁ# £
~ GD '_,,ﬂ Al
mp = ppp
perc [I ‘9: = =
O.
vinl - = =
S5
)
Fa)
!L L}
vin i - =
A\SY
3}
(2}
via =4 b -
=)
vie _9'* = =
3T ===l _
.  —a A Y } :
buss | ML — —
_(#37 ™ R A NS — L —— 4

((f

-25.




Sax

vin i

vin I1

bass

Sax

vin |

vin I

131

J:H;’

I

@
[

1/3 section

«
g

¢ 3
T

e

pp

R 4
mp

1/2 section

<t

{*
O

.

rP

127
P ra

Ty
D)

re)

A\

I

N7

—_
w
H

mp

[rm—
P
DN

P>

L
S

A

> QJ{;"E>

A

YT

|

.

N

N5




i
'. d ’A\
) 'Y
N
\ 0 i g [
RN}/ i
ql
a1s
54 _ L
o
3
o ol *Rie [
JueT
| |
BN N
O
| Y
. L LN
im ¥ )
== . L
0 & 0l
{ i ym |
2
m 10
P T 1
m < W ]
© A~ I olRe o
"L NG o N @A N\
. ot 3 [#] w
Z £ - - E

142
[ WP

\

Q I.hV) ~y
1 \ u
1
(RS g8 e Q|0 i
s | v
7
[
A
1~
i r1 '
A + A Ay
&L 9|0 015
.ﬁ
( THE \V.;

] I 7] 1
0 0 O O N
| imill |

LN .
BN
] i i
sl ol0 & 1l
NP NG DY DNEe A o
|

-07-







| |8H
\ “ hﬁ- P a'% "
I |- BN T . ) i“if
_ 1 1 : —0
| |
" “”nV _ I\UV. “ \'\'\
| “T _
! A nﬂl i |
q | 5 ¢l ol i) | T i
- __ - _ !
. ] _
\nﬂu. | ! ) " .L..W il
el ! N N& e R T GlH o
| “ . 1 |
| .{\nv lnll! !
! 5 o|p - o6 - |
( : L B ik | “
h ‘ A A “ I K. ™y
i ™ i i
| R | IIIL _ il
1 ! 1 !
| _ ¥
| WEN _ N ¥
s Hille  9lp \,h gl i
GMEE e oldk el el ' A hiiii I |
i G |
_.m [ IR 1 \A _
"m 10 ..HT... ! A \“u "
r._L : f N 0N
el 2 o " oy
“
I
o
o I




{qm -
| 'R Y
(1R _
3y 1
- ;
~y | N
X 1
e
! AN ol
\ | 1) &
' ot
I
i
) X L1
. | 0o Olel gl e N
I Lot
\ i |
|
| I il
X L4
1
' K.
Q] | ] ~N
A XN 1 3
Ll '
" nid
. ]
Bl t
- I -
_ © GINL R je ~i
| , )
! (
] QTN
} X
I
t
i RN
|
VAL |
. ! 1
N 1
1 sl
Py
o & e ald d(0
© ™ el U\l/ < w A » sle ol
e DO DN DY GN N
\
~ — et 3 [#) 1751
3 o — .H o

)
ot
i

0

|
I
[

16
[a)
uv

{es

A\NV

Q) m oo T T

b

O

{rs
A\,
)

—

n

raY
y O
D

&)
y O

|

SaX

vinl

vin il

via

vic

bass

-30-







h \ L.
! S
| '
9 |
’ |
A " el ~Y
' ! +¥] ||.nxl
.Y
" I I~ -+ 0 O o1
P RP 91 ™ REN i
_ i
A | \ | T il
! —+
N 4 |
“ u.l
|
! =1
' § J | i
I = 5
. 5 |
' " n‘M Lt b p T ! _.AI.
_ = & il
. “
( | o
(Y ) - |
) y ol ~
IS gl d|d ) 97
Rl
_ o
t Ji o~
" L‘ ~Y
t
) 1
1
R “ \.{II
_ in
| .
el 1
. \% gl Q|f I MRS { A
< ~— > < N << <N > ;
e N NG e &7
\ 7 \ B l]lu k m
.m\ m H.m £ - )

-32-



sax

vinl

vin II

vin [l

via

vic

N i . e r— .
p S LD ja A
)7 e ¢
- -
{sS
NV
1
L2 cresc
(Sva) _______________________________________________
f—
3 O~ . ®
y .4
{S
A8V}
v O- [TO-
H "o — ® 2
7 |
.4
N O [§)
R
fa)
v )
P .
[ faw
NY O - O
) __ } —
|7 ] PR N 4 N1
] N 1 ! Ty
S " 1 2 : af v
S |
. cresc
T O — O
ra
J O
i [®)] MK S )




M :
R ] =
qx.,a , “ L“..
‘uHVy " \l\p\
A | = = =8
I 9
1 k= = E
1
A " 6 4dip 0 9l
A i , \ \ TNE \ =<
t
&7 f_ (1 O
& :
Nt _
. ] i~
1 ST
! .
“ Pa g’
- |
_ J 2 |
N o q|p ¢ Hwil ald "
1 + A. i
A | ol e
! Lioy \
__ L AN T
R | ..\
_ M o
i
| ]
| | ! NE.
. | A ol
i unll I
; i N
I
4.’ ! 1l |
. Py . | - <
8 fl: g0 . " oRRe o
< /mu > < b < b
~ . ole
Qe DB D e B R &
N
et ~ = = =2 =2 2
Z = = = g g 3

-34-







{
q |
BN |
e |
.'i |
N a; 1
. I
|
|
I
:
| __
. | )
1Y I _
1
NI
vl | |
|
I
1
"
= “
|
1
i
i
!
I
. |
|
|
oy oot —
* t
. :
o |
- TR C Rl dlE
-3 | D 4
E |
Aop ot
&
o e
TN DY Y
—
= E




LY]

!
i
‘o ! V
. !
{ SA[ " A
( | )
|
[ Y ] 1]
i -rj N BN
|
| ¢ L Ow
|
I
_ |, A LHV
1 L
1 A
! L
1
i
I »
% _ S o 0 Q (el
| \ | iliy L
A b i
|
\';) —
Ca |
vy MR \ ..l
1
| ny
I ok ) n
e - -3 ] TGN N
o | & QL ™
( _ ) )
| ® 3N
. jry- SN
. h _.I-N 3 <
‘ i S N
L 1N
1 3
. - :
3 &0 - o . QR PR
< ~— > vU_ LL N | Clale] P »le
¥ N NG e NG ° G N
jM——
% = = = = =2 Z

-37-




184~
: , - o . h[ ——— 1 M
- y .4 ] 1 <
Sax ’S— 1 1 id
SP—w e—
Y}
S e
A A ’ T O
o hd
vin [ -
A\SP
¢ O O
g d 49 o |
w | '
vin I1
o= [®)
)
fa)
"
vinll | s
OO O
Y]
N’ L
i 1 I i K
via | — F =Y 0] Y N
'@'— 1 i m I S
Y] I gd H' q‘
|
nd L | h A
vic e/’ [e) O
rov b [
buss pr = 1 i
N

-38-




alN |
m x !
) i
o1 |
i E. 5. N
|
b _
1
Q 1
i
. |
i
LY |
=t | A
. “ 3
{ I
haan . A
== |
i
. . ‘ ! ! VL ]
[ _ 0| @ IR0 . N . [
= =3 | i \ = = =
\ i | | |
I
|
i
_ LN R
|
A v |
/,.—rhw i
h I
ot " A
f
f
o \
|
\ i
BN - al
= = < |
[}
!
I
- j ! | ‘ i K
. s 0|e o g TTe efle pre
g - < > < b b
B Y » ™ - -
g NG DNe o NG DY 4N G
M — 3
4 - = = 3 2 7
; £ E E - 2

-309-




|
i
i
1
|
]
i
i | ol
XY | ry
k= = =2 ) —
4 | |
oN " Qo \ * s
_ ) pap y A
_ <
A I L _ .
L i Nl
mm.._ ! T
e )
. 1
e _ |
o 9l , el i S
| A f ; Q
| b H
) -
N i
.'1 7 __ . d'%
P% _
.Y i
LY A |
| L
’ LY
v | b 2
o \
lp. | N .
Qo ! RN P At
o~ i e ||
N \'_/ ~
F 0wo 9 o) ¢ nf Y no I
2 o v NG NG NG NG 6 &)
| — \ /
, — = = 5 2 7
3 £ P < e - 3




( _ ( ) ﬁ
o | ] ——] ot
nﬂ | 2 \
. !
=Y . “ A 1o I
!
_ \
1 N —
.l " R N Bim
t v KN
“ ) 1N -
| ﬁl\ uwﬁry _.
| oL
: | ) |
Y i L J A
| ]
D VO e Y AL n - \~ g
Ab ! I | _. i |
. Lo
-0 |
4] i
X% 1
. L 1IN
|MH " A 4N N
“ —3 Sx
o .
|
X% -
. “ “—y
( “
1
| I
¢! ! N 1
.'1_ “ == =
i ”
. I i { !
< s i) ® o) e Bl
- @D« < > REN [N N
g g NP NG NG N 6N N
fe——— \
. o = o 3 = A
7 & = e - - 2

-41-




g - la_l i
) ! Y ] Un
( |
- |
]
I _
T f
0 _ . b
N I BEN —a
i h
ﬁ oo .rl/la h? a
! h.i S .
\ N ] 8 LN
~N e
| '
f
|
-] |
o8 | T
N | e
I
f
L. f
by . . &
m“ Q1o P o — AL o ¥
AY 1 A\ A
I ) ), o
! 3 il dh
" LN .W) LS
P d' 2 | '. |, ]
|
Lim i
f LA
[ ] h\l [ o
| g
|
f Un
_ A
i
! Rics
A | I &
n,o: o 9l p— Ao o ) i oie o
N ~— 4 N > . N N > > ole olo
5 TNY® DNEe NP NG DN R G\
- \ 7 \ /
% - = = 3 = &
g & E E - - &




| L
- 18 I Ul
[ 4xx
o !
|
q I
| TERE 401
: LT
¢ _ o
Y \
_x" i T~
b !
. 2 . i
N
(Y U“ .IW.I
Fal L
1
®/ | i !
== ! |
0474 Coo O e O Al o) oflo) EIS
l _ N L \ f Lo .,
|
i O
[ |
{
|
1 I
i |
v,
|
ot |
l
| ]
]
I
~N ) ..iw 1
! - | e
I e
_ |
R BN A
| [ .
X N
1 D 8 —IF ¢
3 & < mu " NO C a \ A~
e e & NTe N G
N 3

-43-




'l
= .
. '\[ |
! ~4
] A\
tw_ " o
t
1 g
. b
o !
H
® ! NI Q [\ oDy
A | o v k= =
)
iu K ~ A
XX i
|
: e o
" )
| L) L
| PRE.N E ) i
. | i !
- G e Oen » i 90 PN
|
[}
~ )
- 1 <
_ bl
'
i
I
1 i
o |
. / xS e
L Yn ) o1
! f
q _ D Ql P NP
N m 4N
t
| il
. ! 0
- .g_ | y o . o 2
! - @ ] P N
X V Y RY h
N = gllles 00|53 05 00l (M
e @8] c > > E. 5. S p
- N N » > P P
s NP NGy DNy X N 3\
R v \ ~
5 ~ = = 3 2 7
3 £ = = - - .mSw




e

‘ 1

“toi

&

o < .
t O

-45-

*

Ml

¢

&

J T
&
I

<>

105

A\ V.
Py} ge_

[ (2o W Ticd

A\NVj

I £an MR1A Y
£3'
’.
&)
G

e

Fa
Y .o

V.4
V.4
| [anY
A\SVJ

Sax

vinI
vin 1
vin i
via
bass




L i

Cal

LY

he

L)

o

A

200

cresc

"o

)
P .

ANV}

0] r mf{a.

3

£

mf

N
%4

famy

Fa

.4

W .4
N
ANV 2 =

<>

o
f
74

vinl

vin Il
vin I

vic

¥

1

-46-

2

"llgf

raY]
4

bass



{ Y
o] NlL N
=x=x | 1IN IN
B 5N - B A~
ﬁl(_l ! i
X i
~ t
| N TN
! | o
|
! A 3
! N tin
. | e = S
o |
e = =3 |
el !
/e "
_ | &
_ . " m S=2 ses
i "
| I o
E \ _ ﬂ
D% | DL X o T g & o
2 X . = 1
| \ \ E== \
i
B \ ‘ B n
Yo
s P L I
ER ! . T NN
! ) )
1 $ o
! £ 23
. " >[N
t
.Ih'v!,ﬁ.— 1
_ T
. I
o | S
I
. _ Iul
'Y ~
ol @ 9P T | D 0|0 ~
< V o’ « u pl U u > U ol b ole
s Nge NGy e NG N 4N GN
/ \ N e o e e e e e e e - v.
5 ~ = = 3 =2 7
7 £ E E g g E

47-




| Y " M~y
i
|
\ 19
i = )
s .
|
i
|
LY % ! k| L] ~y
« | 3] Loy
3 _ A
| i
o L o ¢ » ofe
\ I | i k= = | KN
!
! -
| o
N |
L3 _
~ X |
'Y | .
. |
xx ) - %7 ©
) " \d ™ <
'_ | = = =
xR 1
Ll “
4 L
| i » N Ll
d o | =S L HEN
|
|
|
3 | |- . _
1 | [ 5 e
|
o] I
o TN ’ 1. I 3 . 5
N s oLl ¢ o] g o
.Y <0 < < i> > 3 4
u .\J ole o
3 NG NEe NGy NG NG \ o
\s——— p
5 = = = = =2 Z
3 = = = - - F




A’ __ Ay
-= i
. | v
'..I _ LI\ = = =3
TN d) " i . I
_ g = |
Y
[§ . |
ATV
xxt — " |
2 \ * I
) _ TN 4
N t
]
— 1
" | ) N
| ﬁ_ \ o D% 9 SN
' “ |1 O 4.4 \
( " i I
L 18 ! )
— —
| LY
: :
i 1L oy
o : | m_,oJr i
| N
| 2
X |
]
( __ (
B! _ = = = S
P
( |
ani_ ! | |
5 0] ) N i
g & v I 1
¢ e deo g SO N\
» e <Y MW Aulm“ NG |
g NG S )
= = = > E
z Z = -

-49-



. ans &
)
[ ,’ ’
== =
)
A o b
YR m N w
o N b
Wﬂv I
)
© L
~
b S-S EN0
. )
: Nis » || o
% 4 \ ELiyy / \
AL
.
. TR -
_XET
q e N
(
, . .
« .19
L IS
X
9] b R
v N = =4
k-
L I
|A .
LI\ 2 . T (e
‘ L N » PIgny ;
8 NG G e e NG R f
|—
o — = = =3 =
3 £ = = = o

-50-




( ( _
) I
O NIXE |
Au.t |
L _ ) | i ! ! I
AW\rhu | A
| A
& _ NN
|
_ "l
N R | Gaa
|+ | i I ' ]
. ) ] , g= . 4
Y , W SN | wu E w“
;
| . . .
| . .
¢l ¢ | € r e G| Ul CE dl
— .
= gﬂﬁ ﬂ ,W = .
PN e anV Jx— - v
| 7
~p b ! B B . b b Jﬂl b
|
(IR i /
. mw . NN 1Rl 1 r. lo_
ol | e J
! il
. @ ' ™ T
} X | i
. I
Q] I v
5 |
\._/ LN \ TN .
(N & wills oAl AN, e |k
L m N . . roke orbad T
SR DO AN N AN NS R
| S———— N
, = — — — . n
5 2 P = E 2 4

-51-




i
|
|
i
|
]
( ' (
9 ¢ )
A Xk \
i
]
]
|
|
I
]
N 1HES
D (
N . 1A
O ) «
un |
n oL “ \ YHAY
e 3 |
i
|
i
N\ & | |1
o ..y 0 |
o1 1 T ]
| Kony
- N !
..\ X% |
| . .
AJ Tﬁ _ N
| _ V
! o
G K
\ | TR
. N Py N
. 5e
< < (‘ﬁ.
s Nge NG Y e
N
P |n|u —_ jonnt
2 g = =
vi - I\.

- Y Iy
! 4™
|
I
)
N |
. |
q] _ . .
a Y N
= -2 _# -
N i
Y N
X%
U.]
q
\
o} -
1
L &
o R.u
™ '
m .
== =
- .Y /
=Xy 1. b It
A {4 1
/// NEo P o NG
. = — =
3 - = =
’g - -




. 1IN A
ﬁ K ) " \ . \ :
( ( ! Ly . ” v X
~ “ A i S X " a EE2
.\ ' i ]
i “ / . / : . ! \ \. , )
| | A e X
K.Y " v ¥ “ = % S ‘
: . | _ )
| AL .
WA yill} |
1 I
A .lur «
| ﬁ it A
! \ 'LV L Ynnk ! .
. ( - (
@ £ “ [ { “ nin ) .
- AN \ N | " e s
| |
Y ) ) i [ ] :
T»D " \ WY A
RSy uMM|i v ” o v
|| -~ '
“ i L / ,® |
| ' -
_ ( | ‘
“ flJ ..llf fmJ p ik “ T e o o . v
N M&J D | = ] { { . /
N YN [ ! /BPI !
— 7 f _ . »
o “ .v.[[ﬁ,‘mJ | BN m : “ h
n | m § T i A
gl ! 0 ™Y s : V Ay
' — = = A v LR
A i ﬁV»O X 2 . o’ n’/
! ¢ ~ » NECe N i
Q& W < e NS
& LA AN e Lo & s
2 L@ gy G\ = E 8
o I NS N B \ — = . = 2
N N N s - : = £ £
—T— —~ = 2 E ’ !
¥ B = £
3 - - -




N

o

227

- A ﬁ
|
I [ 10 R
El o
o o .\ o
W KN |
| }
| A K
»
m Q < _ndunnu
N
' )
I
|
(1] ! A
|
f
x
| (
|
: 'y
| k]
| )
|
A | 1) I A
i
‘I!I “ - ‘-LL.I
== |
_ il
| Ay |3
i
iKY o J e
_# I
! .
I
| A S ]
|
o |
i -
™ » > n o~
o DNy NOe S N N
e m — — [} 173
3 > = = = k-

1
| e -
_
|
I
i
1
i | ) )
i
b, WS
AN | '
=22 “|D
§
¥
t
'
t
i . .
I
) |
|
| JI&
ST R
i
|
i
]
f
-
I
Q (
R
| . i =Y
i
_ L
— $ oy
| ™
t
b( iy '
t
-
1
| .
~~ N N .
£ I
by @D 3
o ™ » > > -~ -~
Iy N NG 0e BN o
—
3 - = e = 3
’ v = = ©

-54-




o)

P

l?l’\.t

7

T

9]

DY

231
ANV
2.

A\NV 4

vinl

vin [l

Teey o Jets B P Sty Jeiy b
) N
t >
I L
\ |
* »
N {
0 [ - |
1 _ . .
s ‘
) ) = : (
F _ Lﬂb- T
|
A=Al h |k
. «
i f~q
! JHII N
. . Q] _ B o ~Nt ~
. - ]D _
\n WA 4 > I > > >
ﬂ N A “ M~y ~y A ~NY
o Ca o o On En b
\Jhur " " H & H H W
D \ .
B | gt .
I . ¥l ke \ : :
B ¥ ! } Y q
J- M A " Hm - A A
|
O A A< v U S
1. ! ! « ¢
\ ! ¢ .
1 i ! . o
Ll | — N
A ~ ‘ B
e e | < 5 > <
> > H prey L2 T psy L Tegsy Tngsy
AN e We e e e 9 2N
s [ \ /
= 2 Z g < E - B




285

il e cai o Tray Trsy
t
S |
~ - LT
=y i - p
| Al A
B b .
) e N ( (
s —
T T AN ol
| ) £ A A‘
“ T o Lo
o “ Slo 3] ot — brira
o RS B o o
- |
v b R Q > b
[ u.ru.‘l.
! Ay A~y
! it 2
! ~NY
1 1 ! N AL
“ g
| gt
|
-
| | \
i ™
A F )
N |
- L1dy \ )
o “ T BN v
§ .
_ . HES
N ol “ i - | ,‘v \-
! ] “v )
I .
Ll ! ™ ~ Loy itice
< \ml
%y oM 5 an RO o o e
» N T » » - -
PR ® Auzmw\d 9 mwd e N N
| —
v, = — o] < A

W

JeRy J= S0 I e S e.iq J=t et
1 {
| . .
T i
t . .
h ' ulN |N
S s i - )
| 4
! . £
] .
i q LY
{
A 3 ( A
| 1 -5 /
\ { | ' l
O L TN
\ .
! T e Y
“ : -
o . STt ST Hinry Sl
- ; UN T Un o
- !
]
<> o o u )
- '
A~y Ay | AN A '
! 0
I
3
|
| e Hh iy
b 1
|
iy A A
] A .
1
. o LI\ | o[> oy
BB : :
1 uL)/
N Lot
“ 1 1 Mu.ﬂ. oo
! )
| At Ny
o >
Trey Tes B NI T e By 1e Tes Teay
» » g » Py P
NG NG NG N GN N
\ \ _/
y £ - — o »
3 - = - = 4
- “ N = 5

-56-




239

vin 1l

i N P N Eat
]
|
l
™ ! T
=3 ! N «
I ) .
I .
| .
r o ) “
! Y
S M ( N
q “ i N Y8 =~
X ] /4 A |
;
! L
f i L 1N N
T _ oot e Lty tirim
S " M o Mm
]
v ! b b b
!
| At 1N ~L
|
1 1 ~Y 4 Ny
I pa
i
i
|
i .
' ! yan — !
] -
_ ik
| 1N
X | + o
- . /
“ L I8 D A
L s N1
| A S
1 g1 .
I T : 7 Litim
|
\a_} e 4 N
-s . m»w » Je N ﬁunr.
» ale . P M
& 0o <N ¢ oo\ ]
| —; /
v —
7 s 2

{
o
0
n o
<
u..l
&
B A i i i X
o .
N
ISH
I Q
L b b U b b
Fe <% A,
o «'% P!
ad % a2 A
il _
/]
S i
r ]
|
iy iy L
i | | . .
c e !
T C D Bl
) Wb { |
: >
i 1 1 ....mw/ STt
| )
| P A
- > f
e erq nwb e A Aan ‘A
U U " V ole ole
NG NG NG & N o
" 3\
v £ —~ = 2 2
7 g z = g B

-57-




WI.
XINE
A~ ¢ ]
(
Cim L Y
.Y
n 4
Lo A
B o
I v g
- 'y
N L)
N - q
N
-4
T - q
™ L
U <
y O

245

Sax

s. vin

LY

.

LY

.ﬁnur

I

}
Vi

i}
Y
¥

be

e

Sax

s. vin

49
I

- b ‘*Qb"' .'-

I').

LTy

LI

N

An

7}
7

N
A\ V)

SaX

~s.vin

oy v
1

I & 7T
Ji

ANV,

-58-

N~

\\SY;
Y

A\NY

Sax

] {
ABLn
e
™
<
u.l
1 e
_xY
A .
Ex .
—
B=
N .
e v %Y
o] .
e 2
b
L
B
3] - @
A
-
By . L]
B
s vl
ol .
N
C
I oy
<< lm
N S/
“ =
3 -
v
o




257

Y
.
|

O_¥
i/
Z
{77

LYEK Y]

A\NV 4
)

Sax

Ay
T | 1R
T\
. @l
= = -4
o]
gL I [ YH
[
Ay
\
E 5.8 «
%
P d '
Um .
==
P d 2
- .
it ﬂ
rt | 1NN
N .
LN
«
T
st
o'.\l
- <
™ ™
Co NG
\ / L /
w £
3 -
v .
1773

g .

no ritard or diminuendo

U
T

N
¥ 2
Py
<

-

-] j

I}
o %
L 4

T -

e

!
- o
L 4

attacca

-59-




I

|
# 1 N
, ..
,
ol X [ mﬂ [
b i H
I !
oy W
. i
) :
[ if -]
i
1 " .
o g
6 R
3
i
]
Selll &
!
2 i
# |
1
el ninln L L R ]
g ] M . L
o Nz T = N @

)

percl
perc 11
via 1
vic. 2
bass 1
aas:




Tl
1@L> 3
3
Yo

vin, . - (53 — y - © . o ¥ -
! - Sl | & D st
zr pp —===mmm TS 2P = 'y
: salo
N
o T T
vin. 4 [~<§) : —
L ppC ———me———— "
L4 o o . o . M
(3
via | [ gf\; ¥ - y 2 - |
' PP m—————— jf pp ———————
P
det [ 23 ":'; = 2 ° ]
) e T T T ¢ ! PP e f]‘;’
vie. 2 -C)-: £ 3y i
i
' solo & & e T o
=z = .y s
. = E - ——
bass 1 [;‘}' - : s — : X
pp === ff J e —
=
T
= =7
-G :
sl 1 [; ;—_0_ e ——— e g - S =
. PR et B /J.
=6 = -
vin 4 [{lﬂv - 54 - o
)] P —— f]
| 'R Tty T
via [ 5} - & - _:
<t PP e
4 o
vt [ ‘ e > 3
o! ; L ! i . ) : :
pp s T pp =T S :
ner | 2EE = = = 2 ?
L 4
20 e g o
: e be o
bass 1 | )= - ! § ‘ —
PP :
—— ! {
pass2 |2 = i : : mm——
T () — (= & o sannd
—_— e 7.5

-61-



11

<

i
N Ho D
e
iy
I
I i
! 30} N
i . . _— - " )
. A
e &
. b g
14 il .
| »
by
kY
»
! !
i ] AN
i} A 13 1 1 1 i - i v
e
U
X
Ay
| 2]
<y agle _ﬂ_. oG <&V . B L;amwﬂ Ai@w mKM e n:_ | )
L ST SN— - I L PEENENE | v
m \w Yy ﬁu

percl
perc [f
vin 1
vin
vin. 3
vin. 4
vin.
vio. 6
via b
via 2
vie. 1
i,
bass |
bass 2




|
i d=50"

ﬁ.,ﬂ pTe anys o e ﬁ By ot et s
i
A
&
- o4
...
4
: Q. .l L YIA JREEN ..
e e Al
oyl . ]
all \ [ L | \ [
o {
{ ,ﬁ ~
m |
|
i1
i
I, 3 . !
W aoaa

T TR
-63-

be

s

r
£3
EE
fo
=
¥t ? &)
P, e O
Ji@; <%
et .rﬂk...‘ —i " - -

sA%

perc i
perc il
vin. 1
vin.

bass |
bass 2




1 —
¥4 3
: i
perc 1 i }, i
o i ; ; .
A4 :
T
.) t
perc I !
' T !
&)= i {
i3 3
H
i
.vo[or 5 . r"5l:‘v._\ -5+ *—ST_I—Sa ~5- —5—
Be fe he V2 e o ¢ .\.L“ l"h“- be B,
. ¥ . i 1. Y R ot s ¥ - 4 3 y
vin i 4 + L Y-i—V— — A —— : + ;
i
H
Py ”» PX PP Y ' P Py he :
T Iy 3 <
vin 2 — —t h T t
vin. 3
vin. 4
vhe 5
%
vin. 6 TR T
via 1 : r :
i
' V‘l i Fag- & »- > :
via. 2 #- . T
G4 .
o)
vie. | -
|
]
vl 2 : :
bass 1 pos = =
\
N i
1
B = L
bass 2 [ :
-1 i :

-64-




™
L NS
w9
Loal
-
w
s
Y

——

[-JE—

o,
~

Sax

—5-—
e .

e be

te

—5—
-
:

P N
be
7

i

be

2o

e

b

7
V4
]
o

1
{
{
:

0

i’
(s
1)

.

4] ks
44
ol
i,

RN vy

|

“ 1

S i

A8 N

]

N ~

i

i

t

i

-
fuldi
@

‘ mf

wf

vin. 1

vln. 2

vin. 4

vin. 3

vie. 1

H
1

hass {

P a——

bass 2

-65-




vin |

vin. 2

vin. 3

vin. 4

vin. 3

via. |

via 2

vle. |

vic. 2

bass 1

bass 2

e

cresc.

cresc.

e —

Cerese.

i ™\

Py

. [ AN
wf
P— L
& L. Y -y ;" [ 2 L ] h
D T “ . ‘
= ——
] ”!/‘ Ccresc,
pizz. | ~ :
°): o b E— e—je ;
J ASE—Y " - :

-66-



300 T 5 iR
-
a2 2
7 LV s
sax T - =
XD : e
o : 7 e
Y
) i
7 T
{2y T T
AP 2 : : {
" T ; .j | i
pesc { i
O3 :
e s Ay = ¥
- Vo PSS, . S— P finivuint it
=
& ey
b . 3
Y ¢ =
perc il 1 :
Lo } -
: L) 3
): " o
; 1
vin. t :
X
vin 2 >
%
1 3
P
- {
i~ !
vin. 3 : 5
4
N
m P -
je22 oo 2
vin. 4 .
vin. 3
¥in. o
via. t
vla. 2
vie. 1
vie. 2
bass !
. —_
; . . . i
. oy Py ' ' i)p r) . [ o 0 ® e -
s (R : : Z Halet e~
D : ST 1

67-




ﬂ.ﬂ.-gﬂ [T Doy 7..1, TS g Ry e o o pro ryae R
s s RN |
i
i
i
;
m
! %
i i e
* * * on ! .(m
| [ 4 4
1 . -
9] . &
1. ¢ & o e
bl || N E1S
of “ W ; o Fp
N LWL : L3¢ Wm
] L el ‘ ol 73
o« [ 1 ! « &3
: &
nA—“: N " 1. (18 43
ollt W : ol 23
[ JH 6] JL1S & - N.m
H S E - B i % 2
3 oy sias B i | Sl Y E Lonka gARY AR bt LN Dot cT
: ; 5 0 DU Y W 1 Ny
. - i i
; i ”. | .
| il I h
JaIx r | |
TN L :
2 [ | :
i [y L 30\ Y : 3
L w ©
_y i ;N.‘. m '
i i | m
SN i X
e |
il
WL
] i ] . |
: ! :
i ]
o | i
H !
| ] .
1 ] I ! i
T, i M |
L : ] ;
h P o _c i :
o { N
e ‘ i
[l { i
| !
i i {
1 i !
e | m
] ! i
m.%,. wi Y] AT g fan atan
™| . - N ™ o ™. -2
I © njm 4 nwim»é J.imw s &
F s 2 P : 3 PR 7




perc !

perc il

vin. 1

[

vhr

vin. 3

vin 4

Crese.,

—
| vibes

5
no pedal  no motor

Vi d

1
I

————
| manml‘J_aJ

L‘OQ‘...

Sy —

5

i

Crase.,

crese.,

cresc.

crese.

Cresc,




perc |

perc il

vl 1

vin. 2

vln. 4

v, 6

vla t

via 2

vie 1

e

vle

bass [

bass 2

>

o & & & o o

. o o o o

l). * o @ > & & & & o e o o o o ® & o o *

e e e —
5

-70-




; & § 5 5 5 § 5
H T T ——
perc [ ; R ———
i
?A})oooooooooooooooooooo Loooooooooooooooooooo i)ooo OGP PSPSPOISISSIOOOIGES
~—— ot T —— ; 1 ; —r—— — 3
. " mma — S -
{'ho i - 5 5 5 5 5
perc L} A ———— e 7/}
—y
B
J
¥in. 1
vin 2
i
VIR 3§ A o - - e e e i
n 5 5 —5
T T
vin. 4 — —— - e — : :
D A A A e : :
H 1
5 5 ]
vie. 5 e
e s s ssee | ;
| ?
vin. 6 - B - : - :
via 1 : ]
: 5 s :
ZREY -
1 P——— m—
v 2 I - —— p——— V]
T LI I I A 3
i rd
vie L -
! e P sy rssessevE ! i :
: ; | |
P S — 58— H ! . f
vie, 2 —— ; ; ]
bass | — " 1 pm
i
i
1
bass 2 = : —

-71-




" B / \ L ‘ _ .
o Hitite _ v oo (LU . wlffo
o §l \\ /r — L)
HTe L 1 .
L H L}
ﬂ . I |
N - B~ o
Gy 0 L1
. Bhiie ~ o] ..T [
il oty _ v i
L e "
D [ RRENN | ¥ ) Y - )
=1l XY
22 = T L L I ]
RN . i
e _\\\_ e
roE w T ©
B | i) 0 el 4 T !
CYRRA R L «\ b 21 [ e -4 5
il . i | rer L i H il
o — [YI i A\ Ak o
L IR ') w0 e w St I //ilo _ QL o Bgy
L 184 ¥k, L J58 8
oLl it _, -5— _ T — A L ) * ;vtm. i
B DL YR N S I 1 O I R N I S R S E N AR NN | - guL. B
:‘. - b , Sl el : 3 2
S e _|0_ o Ha lsm.,. o LJNE
| w N\ . - | 5 . _
b _- st L » A . i i
a. L3N _. .. W
v . . | )
b w e = Ma N SLptg o
g . | |
L JRAN i3 ZOIE R i ~ L1 N
— ’ i [ 1 4 =
. v ol . S
Jg W 0 ’ T v __b ] ;¢ H ! N
0 R . w0 X
9 R * T a4 i w Gl L ! v - v [ o
oin P I
BTt ! o 1 '
w ﬁ T __.3
ek
! W. K At i N »
[ il
17
X Y \\ [ N
_ /] _ o
- o~ - [ 381
- <. J
_. B b ;ﬁf
" A
L JEN NN . [
i !
et
%
- Cre

vio. 6
perc |
e




i
[
" |
..... ‘._‘ | A0
) S .
7 Lyt W o IR W
w | s .4 ¥ e b
L et i
~y | B o Bty
L N\ o xy.,L N H
MR Ll I
\ L4 L wl i
w N N )
R _ il v
v N . P {BIN]
4L o el [} [ ! i
k N . o = . - .n v
0 U Y . Yl _m _
TT [N, M- ARl ;
e\ _ et ¢ © r |
w8 - N _ d ! .
i 0‘— i 12y L] _
- 55 Y N
A o - i LT
Ay | B B »
w
o 7 o
| il AN, 4 )
.20 JARNEE 4
L of 1y W N /,
© T et
~ i
] &
~y —4
_, st © i ”
s ! A
g o\ N N ) ..
P R N
L
L8 = ~ ) 1 2
nli i ]
o _ niG Y I JRS 5 1
all oy i i .
Ll ] «\ LUTANE-S
—u Fe
I/ ._.._ ” i ._ !
¢ ] Q, r |
g . LY . \M
LA ] | 1
Y _ ® Y] ~
.ll g
B RERAL! - L IUR
.qzo., h ;// LJRR w _
/] 7 |
w1 ol ‘
iy il - _
N L 1. . _ | .
L IR Lo 1 40 R )
Ll
i N Aulmuﬂ Auam\jo L . - IS
s NP SR § S I ) < P G
- l - P 7 = - i
- > = =
i £ * g




L 4ty
i st
e el o I [ Y
lits
(R ¥..Y
M.ﬂ/~
b |
! g -y -y
rode=t s TN
~_4 T v _.. Ly
Lol Ly | [
LU e R 4 b
it ~ 9
h.ﬂ__ PR
g
I [
e .l
Ak ol
I _
i ol
M
4 - o |
-y L HEN e
[ tHio
s = 3
-3 2
Yl
._:_
ol
::_ o<
NG N
- - [} hesd "y =
= £ = ] £ £

_d

e e T et

PP

“pEy
15
I £3 4

&F
i

bass 2

74~




N il ;
b 2 St S SN L LA N
o s M Il In| * S|
S N
£ &
o NA oY sH 1§ S sl %
s g
I S8 Y
% L o L 5 g N JUIR & ifie 5
- ket NN ‘ it 9 R
o [ _ _ NI
H © ot o s o |l ®
W LY — RY
b *r b mr _y B~ W . qU m.
e m CH m St m
_‘ ~4 ol ] § _E LI
w B i VIl £ e &
L LT Ll S e [ 1 2t 1 [
{1 | o U ) i | i ]
Y L ak s
L LJEN _ _ N A 5y il il
* ¥ o &L o | BT y of »
[ elith .l y. s _. 5 _r 5 N Va8 e
- ‘ e
_ - e £
__a . CYRARRAR “ _
1
L (YR Tiw [ vy e y ~4
ﬁ xnw,r
LIRE et T .
rﬂw t n
_v bid (YRR o o -y ’
L i
f ~4 L 188 [ A\ Al Q,
0 = el 1% ’_ Q,
U |~ ol o o , 1 7ic i '
[55:. i I
el i)
Sk (Y - Sa N vy
rols - !
'
At Lol (YNE &N | e 3~ 3 o
it [l A kil | |
| i 5 o) A
[\ 0 oLl L s o s
ﬁ o [y :
i o - ey N ¥ i
Ney N
i
w
2
i e
Rinh
ik
LN ' ¢ ¢ 1
. | Sl I
2 S S
LU TN AU ., < e LA - Ao
- 5} - -+ ) - - ) - et - o
- - - - £ =4




PR .

5——

. yan *.. ™ N
o8 b oy oL R ¢ v W |
(! oy
s 7 L iy n bt _, |
B F . N o vy oy | et jng. 2
I 8 a . %
_ g oL [ i N (e s e
L JRREG NI ~ d & !
ST T P W
it o e e < 3 < i
_f o [ Ja! [ 2n N [ 14 Wi S i
_, T [YRNA! ol " LI
W] |
b e I Righd il letad
.
_, L JHB RN N [ JERY] LRl » L LI SREUN e g ~ g ~
r i A i 12 (1N o v e
| it N _ BH i & & ﬁ A 12 phd
[m L7 3
ol o $LILITN [ X VAR S SR L L Y
| w Y | _ 8§
L f L ﬁ Sl P _ By ! B A B Lo M) e a S on N
.Y O
! Ll q
o sH BT [ JENRan LB L LI s ¥ i
o s L o St Mr
i F 4 Ny S vy -y
P-4 a
[YBRRE L Ean X I LI N g |
| Hog el ‘
H 0N W K »
[\ . 3
all L it g M
w 5 BN &
LINEERN RN FNARAS .| e el o kM ik ] |6
itab st st 3k sk | L _ I &
P © N L 18,8 [ S & ._J e o ~
[ Y 5 b~
ENSRRN RCRRANNE N e el Lo W. o W. o WJr st T
a3
- r FH ol Pl ] T o
—. g i "
° N 0T LS |
R
L [ets Ayt 1 E w || M g s A v A N3
i L IR AP L L L RN —
r 4
i M = [JURRSAN e e N N 10 i
]
ot 1% iy i !
&4 i o~ 5
! e F gl »
!
hd O;// A
! sk ~dl e e A
m, il Ly @ L .| T &
izl i ] el & S B Ry
o it | ._ : |
] W
_c L] il | [ 3 ...Muu‘/ S
|| |
! st o il # _
ool o _L o h
L ot RN u%y _ ] . _?\. ~d hed
| AR L % 3 N L
g < G SO 2 cfias NB &N&
v - = - ~t o0 -+ " [ — ~ — 2 - ~
2 g 2 £ g £ £ £ = g g B g H] g
g g = = = H z T S > < > E 2




Q.

$

85—

5—

Y

%
1

Lo
i vs :
N

L7}
1

[ [ [
e ~q e
on| 1
W i
N . L
b / \_ o B
(! 1
SR Y 1
N\ 5%4. Y
e Ul
5 =14 R
aos ﬁ NIu
n L 1 I
.
|l

— 3

T
£XY
SIS
S,
. 2

S

oL MY /\
BN N L i
[YEREE ! LV N
St ¥ Sy
I ol
&3t e e
[YWRN CEaRAERR RR
AT P gl
| .l
[ RN it [t o BN 0 o
.Y .‘D g M. _
oM ﬂ ot mu ,u gt
!
LYNRRERY [ ¢
T fd o
[ Ban -t 0
Y o X
i
!
iy
|
I

B

{7y
&5
o

A=

3—-

i [ ‘
Ayt g Aot
S - =~
1 D g
-~ ﬂ d Ml ﬂ
e en Ve ._\_
e /\ b { L /‘
|
TR %y U s ‘U
s i
L
vl wglide
i it B
e oL el

vin. 3

a7

—3-

3

R A —

| SR

L7
I

4

a7

J¥

LT3

I S

— 3

37

T3TTT 3T

7

iig

o
«

L7

L)

]
L

—3—

g ——

—3—

3—

»
,

_,

-3

33—

| i
g vy
N§ G
i

Qi

S s
Ll |

W 4

|

WI [l
Ll

S _ “Tim
M |
L Lk

vla i

bass |

bass 2

-77-




-4

dl

342

LY
mf

it

gl

L ehe

3T

rhe o fo fe

73

[

=

3
'y
19 gae

¥
Py

2
"

T

.
34
i
It
—

123

Sax

1
e

{ marimba |

be

—»»
———i
5

Le:

1t

ahe—e

T

o L%

o

ey

]

PP

ﬁo_h.p_.

sole

r—y
o

- ’-_—.__}_—._4

ety

%

#' ——pied

—3—

salo

beL
Pt

pedal down

sax

-78-



vin. 1

via 1

367 ——3—
4 » ——————— e
e ~ e ————
s ” e . — “ o )
Y. + T - ¢ ' : -
4 it f +
)
|
|
Fa
g i i i -
@ I s i T +
= 1§ o - o
S— T &
T 4 I v
o T + + +
ve = o Lo o
i)
3
¥ o e pm— . 2 e ——e
o P H F”2 L9 ) (¢ ) n ' )
¥ fon T L 1 — 1]
334 T N * )
a ' |
bewed
a -
s 2. —-O.
7y -
\;\)1 Iy
..
pedal doven
Y ; T :
N ¥
) = Iy
=) v
< T ; :
h O T o i
I - — —— e
: i i : T
i H i i !
! i i H
i i ! i |
: : : i ! ~
i i - L. L . B
- ‘,‘A, L : 3 Lo ! . Q.
Ay -
D
)

.79

i
L

N

Dur: 19 minute



Discussion of Music for a Saxophone Concerto

Introduction

The discussion of Music for a Saxophone Concerto begins with a detailed analysis of
the piece. Each movement is examined for its large and small-séale form, its pitch structure,
and its links with other movements or sections in the piece. Next, the title is discussed since it
is not traditional and serves to distance the listeners from the traditional concerto, prompting
them to question their assumptions when they sit down to listen to a saxophone concerto. For
this reason, it is important to discuss briefly the Baroque, Romantic, and twentieth-century
concerto to determine in which ways my piece would frustréte 6r cémplimcnt a modern
listener's expectations.

The concept of partnership is most obvious in the Baroque concerto and in neo-
Classical wqus of the twentieth ceﬁtury (like Stravinsky's Vio_lin Concerto). The idea of
opposing forces is more common in the Romantic peﬁod and t\:>ventieth century as exemplified
by Beethoven's Piano Concerto #5 and Schoenberg's Violin Concérto. While Music for a
Saxophone Concerto utilizes a Baroque dance in the first movemeﬁt, it displays neither a real
partnership nor a relationship between conflicting characters, but rather seeks to use the
concept of the soloist as 'individual’ and the orchestra as 'society' in a way that demonstrates
their complete integration. For this reason, contrasting textures, inétrumentation,
orchestration, and forms have been chosen which all, in different ways, experiment with idea
of thé soloist and orchestra as mutually inclusive. The use of saxophone with strings is a
continuation qf arich saxophone concerto tradition but the choice of soprano saxophone is less

traditional and thus, with the title and many of the formal details, leads the listener to an

appreciation of the possibilities inherent in an anti-concerto.




Analysis of Music for a Saxophone Concerto
Overview

Music for a Saxophone Concerto is a three-movement work with an Interlude between
the first two movements and is scored for solo B soprano saxophone, string orchestra and
two percussionists. The first movement consists of bars 1-109, the Interlude bars 110-130,
the second movement bars 131-266, and the third movement bars 267-377. There are no
breaks between the movements and the total duration is nineteen minutes. Because of the divisi
strings in the; second and third movements, a string orchestra comprising at least six first
violins, six éecond violins, four violas, four celli, and two‘basé:es is‘needed although an ideal
size would be 12-12-8-8-4. The percussion instruments are vibraphone, marimba, timpani and
woodblock.

The percussion writing in this piece is typical of my pe;cus§ion style in general. Many
composers use a large variety of different instrumenfs when they ﬁte for percussion but I
have always preferred a small number. In this way, each instrument is used extensively, and
the combination of instruments is chosen to give a particular sound without a large contrast in
timbre within a movement. For example, in the first movement, both p¢rcussionists bow a
single vibraphone and stand on either side of the instrument sé that the 'white keys' are bowed
by percussiéﬁ 1 and the 'black keys' by percussion 2.j This sound complements the string
chords and the held C of the saxopﬁone so that the whole first movement is made up of long,
sustained sounds. In the Interlude, the percussionists move to timpani, woodblock, and
marimba so the contrast is achieved by mbvin g from a bowed metal sound with a long decay
(in the first movement), to a brittle (mainly) wood sound in the“Inférlude. The second
movement has no percussion and the third movement is scored for struck vibraphone and

marimba. In this movement, the metal and wood sounds are combined but they play a very
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similar texture and the vibraphone plays without pedal or motor which reduces the perception
of timbral difference (see bars 318-341).

The string writing in the first movemen; is legato, con sordino, and the tessitura is
always within four octaves. In the second movement, the mutes are removed, the tessitura is
expanded, and a detached texture predominates until bar 242 when solo violin and saxophone
play staccato. In the third movement, the string writing becomes less traditional, the tessitura
is expanded‘to the furthest possible limits, and many eontrasting textures are used. For
example, long held notes that move from pp to ff (bars 267-279), rthythmic unison (bars 287-
289, 308-312, 336-340)), complex counterpoint (bars 290-302), high-pitched staccato lines
played very quickly (bar 305), and long legato lines (bars 360j375).

Similarly, the, saicophone writing meves frorii beirig veiy siinple to being gradually
more complex and contrasting. In the first movement, the held C requires the performer to
circular breathe on a single pltch at mf for almost six minutes. The second movement contains
lyrical saxophone writing throughout and the third movement includes the saxophone within
many different textures; rhythmic unison with the strings (bars 287-288), staccato with
vibraphone and marimba (bars 328-340), and lyrical solo passages (bars 341-360). The
saxophone is ilsed primarily in its middle and high register.s;v'thel lovi/ register was avoided for
reasons of balance. |

The form of the whole piece is best described as a gradpal crescendo and the effect is
one of moving by degrees from a very static texture in the ﬁrst"inox"tement with chordal strings
and the held Cin the :saxophone, to a more busy texture in the thircl movement where contrasts
are sudden and textures are varied. Besides texture, the tessitura, dynamic range, thythmic and
pitch complexity, and smaller-scale formal organization also articulate this gradual crescendo.
Pitch and form will be discussed in detail later but it is important to note that the piece moves
from a generally consonant pitch oréanization (in the first moVerpent) to one that is extremely
dissonant (in the third) and that the form of each movement is seetiohalized into increasingly

smaller sections as the piece progresses which helps give the impression of increased activity.
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Likewise, dynamics move from a constant state in the first movement to the use of a steady

crescendo in the second movement to the use of large contrasts in the third movement.

There are several passages for solo string instruments in this piece: the Interlude is for

solo double bass with percussion accompaniment; in the second movement, solo violin and

saxophone play a duet (bars 242-266); and in the third movement (bars 267-377), solo violin,

viola, 'cello and bass dominate the opening and, with the saxophone, closing measures.

However, the most predominant use of a single voice texture occurs in the Interlude and in the

opening measures of the third movement (bars 267-270) when solo violin and viola play

overlapping statements of a held B. Thus, the gradual crescendo is not constant, but is broken

up by sections of less activity and/or intensity. How all these elements work together is best

viewed in a diagram:

Interlude, IL

Figure 1 Form of Music for a Saxophone Concerto
Time:  0:00 6:00  7:25 1310 19:00
"""" = _ — 1 . tessitura :
middle range tessitura '
T?xfure 5-part texture expanded iilgggfied :
Form: . A-A’-A | . A-B-A> . A-B-C-D-E .
~ Section: I : III :
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First Movement and Interlude

The first movement (bars 1-109) is based on two Baroque forms; the chaconne and the
sarabande. Conseque_:ntly it is slow, in triple time, wif_h the emphasis on the second beat of the
bar, and it contains a repeating bass melody and chord progression. The string texture is
basically 4 parts (soprano, alto, tenor, bass); the first violins play the soprano part, the second
violins play the alto part, the violas play the tenor part and the ‘celli and basses play the bass
part. Each voice in the 4-part texture has a repeating interval pattern that is different from the

other voices (see Figure 2).

Figure 2 Chord Progression A

\ S

[

A ) ,jhold ,]¢'2 .~,|-.T—2 ,J¢+2
# 1oy g] : 174 154 50 g o T+2
5 7 5, PP =2 5 P A A -

ANSV —+2 =2 v+Z T =3 v=3 =7 )
J | | |

BJ~L+2 JJ-""Z JT+2 JT+2 ﬁﬁl‘l"*} '{'}‘T+3 ﬁJ‘L_z hél T+2
q:t N hy r 0 7 1= Jrm el - o 7 J,—’) - =7 E \L"‘2
4 gl VP12 Zhoid =21 "1

Thus, chord progression B will begin with D in the bass, D in the tenor, F*# in the alto,
and F in the soprano and then the ensuing chords will be generated according to the interval
pattern outlined above (see Figure 3).

By ﬁsfng this pattern, motivic unity is maintained in each part while the type of chord is
constantly changing; :the first chord in progression A is a C majér chord with added sharp-1
while the first chord in progression B is a D major chord with added natural-3 and the 5th

omitted.
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Figure 3 Chord Progression B

t@*>
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N@
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The entire first movement can be divided into 8-bar phrases. The first statement of
chord progression A occurs in bars 1-8 and is then repeated in, bars 9-16 and 17-24. Chord
progression B occurs in bars 25-32, and then in bars 33-40 thevupp.er strings repeat
progression B while the basses return to A material. In bars 41:-48 the second section begins
by stating progression A. The next generation of the progession (C) occurs in bars 49-56,
progression D occurs in bars 57-64 and then in bars 65-72 we hear progression C in the upper
strings while the basses return to B ,‘imaterial. Bars 73-105 contain the return of the opening
material alt}iough this time it is shortened. Bars 73-86 have pr‘pgression A, bars 81-88 have
progression B, bars 89-96 have progression B in the upper strings and A in the basses, and
bars 97-104 have the last statement of progression A. The first moyement is therefore a clear

three-part form which can be symbolized by the letters A - A'-A

Figure 4 ) Form of the First Movement

section A A ‘ A

location bars 1-40 bars 41-72 bars 73-105
chord AA’ABBA ACDCB‘ A B BA A
progressions : : ' -
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The middle section is not heard as contrasting (hence A') because the texture,
dynamics; rhythm, and pitch organization has remained the same; only the type of chords
change. A | J

There are numerous tonal implications in this movement. Ifn progression A, the first
and second violin paxits are basically in G minor, the viola part‘is in A major, the 'celli and bass
are in C minor, and the vibraphone plays a descending B major scale. Although this may
sound cacophonous on paper, the saxophone's held C against the C minor in the bass make
this the most prominent tonal area although in subsequent chord generations, this held C
becomes more dissonant in relation to the string parts. For exémple, in bars 65-72, the held C
is against D minor in the bass, B major in the 'celli, C minor in the violas, E major/minor in the
second violins, and F minor in the first violins. Again, this is mucﬁ less dissonant than it
looks on paper because the repeétin g interval patterns and steady rhythm create a feeling of
unity. ‘

Probably the most striking thing about this movement is the saxophone’s held C which
would require the soloist to circular breath while trying to maintain the smoothest possible
sound for almost six minutes. Because of the difficulty of ach:i’eving this, I chose the C, an
octave above middle C, as a mid-range_ note which would reduce the difficulty of circular
breathing. I shall disculs this static part in more detail later, but for now it is important to note
the effect this held note has on the listener in relation to the chah ging chord progressions
mentioned above. An interesting aspect of this held C is that it is coloured by the chord
progressions around it as it, in turn, colours the chords and bripgs out different tonal areas (or
emphasizes a C tonal area as it movés between voices). So this held C is sometimes
consonant, sometlmes dlssonant and while it is steady and unchangmg, at the same time subtle
changes do take place in our perception of the C as the chord progressmns are constantly

shifting around it. Another interesting aspect of this held C is that sometimes it ceases 1o be

perceived as being there. This might change in live performancé with the difficulties inherent

in circular breathing and with the visually very present soloist in the centre of the stage, but in




sequenced versions, this C seems to melt into the background i:lt some times and appear more
prominent th others. | |

The Interlude (bars _110-130)” that follows the first movement is scored for solo double

- bass, timpani,‘ marimba, and wood block. This interlude creatés an effective bridge between

the first and second’ movemenfs in several ways. Most importz;ntly‘, it breaks the static texture
of the first movement with a melody that, in its limited tessitura (octave plus perfect 4th)
prepares for the viola me;lody in movement two. Secondly, the timpani, marimba, and wood
block provide an effective contrast yvith the bowed vibes and legato strings heard previously;
thirdly, it creates the effect of movement within a'single-voice texture that is perceived as
acceleration after the ‘repetitive first movement, and fourthly, the lqw, solo double bass sound
is a welcome contrast to the sa;xophone's held C.

The Interlude both begins and ends with fff ‘timpani. Within this frame the double bass
plays a melody that alternates between stepwise motioﬁ and leaps 4b:zgise‘:d on the interval of a

_ perfect 4th/5th. This melody reaches a highpoint at bar 124 with the bass's F* and the

percussion accompaniment, and then a short denouement follows.
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Second Movement

The second movement (bars 131-266) already exists in a version for BP soprano

saxophone and piano entitled Girls In Their Married Bliss which is dedicated to Julia Nolan
who gave it its premiere performance with Cheryl Pauls on March'3, 1994. Tt was also

| performed in its present version for BP soprano saxophone and stn"nge on March 10, 1994

with Julia Nolan and the UBC Chamber Strings under the direction of Eric Wilson. Itisin

ternary form (A = bars 131-211, B = bars 212-241, A’ = bars 242-266), the tempo (quarter

note =112) is faster than the first movement and Interlude, and‘the mood is quite light and

humorous.

The first A section (bars‘ 131-211) consists primarily of a 2-voice texture in the
saxophone and violas. The upper strings play long held notes which enter in a staggered
fashion and slowly accumulate unti} a 7-part chord is present (bar 170). Consequently, the
strings are divided; there are 2 ﬁrst 'violin parts, 3 second Qiolin parts, and 2 'cello parts. The
basses pizzicato throughout this first section; their plzzwato notes are taken from the viola's
melody and, in turn, mtroduce the notes that are held by the upper strings. For example, in bar
131 the bass’s C mtroduces the held C of the 'celli, in bar 133 the bass's AP introduces the
held AV of the second violins, in bar 135 the bass's Bb 1ntroduces the held BP of the 'celli, etc.
This pattern is generally adhered to, but not ngldly $0; once all seven notes of the upper
string’s chord have been introduced, their lines move according to voice-leading principles and
are not always introduced by the pizzicato basses. |

The opening A section's viola part is organized isorhythmically with a colour and talea

as illustrated in Figures 5and 6.
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Figure 5 ~ Viola Colour in A Section
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The talea is maintained throughout the opening section but the colour is arranged
accumulatively in palindromic structures so that the entire colour is not stated until bars 141-
144. For example, in bars 131-132 only the first three notes of the colour are used (see Figure
7). In bars 132-134, the first five notes are used (see Figure 8) ahd, as in bars 131-132, the
notes are stated palindromically. In bars 138- 141, all notes except the final C are introduced
(see Figure 9), and finally, in bars 141-144, the entire colour is stated for the first time (see

Figure 10).

Figure 7 Viola Colour, bars 131-132
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Figure8 . Viola Colour, bars 132-134
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Figure 10 Viola Colour, bars 141-144
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| The saxophone part is arranged isorhythmically in its talea only:

Figure 11 ' Saxophone Talea in A Section
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The talea of the saxophone is, obviously, the same as that of thé-vi‘olas except that it is

multiplied by three and moves at a different speed so that the viola is playing quarter = 112 and

the saxophone is playing dotted half = 37.3. The saxophone melody is freely composed and

based on the common intervals of the viola's colour.




The first section accumul.ates tension as the rhythms of the saxophone talea are divided
into ever srﬁaller subdivisions of the beat and the melody asceﬁds into the saxophone's upper
register while the stri;l g texture thickens with the addition of divisi sﬁings. All parts crescendo
until bar 211 when a sudden 2-bar rest ends the first section and provides all the transition
employed 1n this movement.

The B section (bars 212-241) begins abruptly at pp and the texture becomes 3 voices;
saxophone and solo violin play in u&ﬁson, violin I and II play a seQenth apart, and cello and

bass play a seventh apart (starting. at bar 222). Each voice in the 3-voice texture plays the same

pitch material transposed at T; and the same talea, again at different speeds:

Figure 12 Saxophone and Solo Violin Talea in Section B
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The effect is of three different speeéls: saxophone and solo violin have quarter = 66; violin I
and II have dotted quarter = 49.5; and 'cello and bass have iquarter: fnote tied to a thirtysecond =
58. There is a constantly repeated melody and talea so that the section seems slow, static and
non-dramatic.

The final A' section (bars 242-266) is a éénon at the eighth note in inversion (see

Figure 15) for solo saxophone and solo violin.

Figure 15 Reduction of Bars 242-243
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The texture has been reduced to two voices and the dramatic tension created by the canon
slowly unwinds by the insertion of rests in the saxophone part which is eventually subsumed
into the violin melody. The melodic and rhythmic material is based on that of the A section,
though with'c;m its syéfematic treatment. The movémént ends witfl a single B in the violin and
three beats rest. | :

In the second movement the sections are quite long and the contrast between them
extreme in terms of texture, dynamics, and rhythm. A few beats silence is all that distinguishes
one section from another and the second movement from the third. Thus, the whole piece is

accumulating activity as these contrasts and sectionalizations become the primary feature of the

third movement.
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Third Movement

The third movement is in five large sections (A B C D E) which proceed largely without
development but through contrast of material, texture, dynamtcs instrumentation and
orchestratton The saxophone does not have the prormnent partit enJoyed in the second
movement; it is used here, as are most of the instruments, in a chamber style. Thus, it is
integrated into a large variety of textures but does not have an outstanding separate role. The
divisi strings in the second movement are further divided in the third movement into six violin
parts, two viola paI‘tSi two 'cello parts and two bass parts. The vibraphone and marimba are

featured in the third movement; their extremely difficult duet which precedes sections B and C |
becemes the main material of section D and is echoeel and accompanied by the saxophone and

strings. Therefore, this movement contains elements of rondo structure:

Figure 16 Form of Third Movement

sections A d B d C D E
begins atbat 267 286 287 303 305 316_ 341

i Ny P

The A section takes the last note of movement two and uses itin long, overlapping
statements (see bars 266-276) in the upper strings. This overlai)pin g B is reminiscent of the
held C from the first movement. Tlte solo strings 'exitatld the B outwards by semitone to form
a small cluster (C - B - Bb) at bar 279. AsIwill demonstrete the pitch organization of this
| entire movement can be descnbed as the accumulation of gradually larger semitone clusters. At
bar 279, the lower stnngs create a shghtly varied texture and expand outwards from F to the
cluster F* - F - E (in bar 285). |

At bar 286, vibraphone and meﬁmba interrupt briefly with material that will be

developed in section D. It consists of a contrapuntal cluster of D - Db - C.
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At the opening of Sectlon B, a rhythmic unison melody (bars 287-290) gives way to a
lyrical, contrapuntal trio for saxophone and two violins (bars 290-296). Although this
rthythmic unison melody seems like a large contrast, it is based on the semitone cluster F*-F-
E heard earlier (bar 285). The texture in the B section builds withfthe addition of contrapuntal
lines in the other strings which ascend in range and become rhythmically more active in bars
296-302. Some instruments in this section accompany and sustain others' lines; for example in
bars 297-302, the saxophone is doubling and sustaining the important notes from the viola 1
part, violin 1 doubles and sustains violin 3, violin 2 doubles and sustains ‘cello 1, bass 2
doubles bass 1 pizzicato, etc. The dynamics increase to f at bar 302 and then a slightly longer
version of bar 286 occurs in bars 303-304 in the vibra'phone and man'mba

Section C (bars 303- 31|5) is the shortest section in the th1rd movement and contains a
cluster that accumulates to all the notes except EP - Gb Bb by bar 309. In bars 309-312, a
tutti, thythmic unison, quintuplet figure appears in all 1nstruments V\fthh the vibes and
marimba maintain (throughout bars 309-315) whlle the strin gs and saxophone descend and
decrescendo to silenc‘e. ' |

In section D (bars 316-341), the vibraphone and marimba can finally develop the
material they foreshadowed in bars 286 and 303-304; of central irnportance here is the pitch C
which was S0 prominent in the ﬁrst movement. The vibraphone relt_erates this pitch over fdur -
octaves whlle the manmba creates a contrapuntal cluster around th1s C by adding first a B (bar
318), then a Db (bar 319), then a Bb (bar 320) thena D (bar 320) etc In other words,
semitones are added to the cluster ina symmetncal fashion around C.

At bar 328, the saxophone joins the percuss1on with staccato figures that are also
clustered around C wh1le the strings form into two groups w1th clusters that punctuate the
texture in bars 332- 341 violins 2-4 play a Db - C - B cluster, and ‘cello 1 and basses play a F#
- F - E cluster. High strings join the first group and low strmgs Jom the second group until
they all collide on the down beat of bar 341 with the loudest most dissonant cluster of the

piece (all the notes except E - F - G).
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At th1s point all instruments stop except the saxophone whrch begins the E section. The
saxophone holds a C* for 16. 5 beats which recalls its held C of the first movement and then
begins a lyrical solo melody that begins to dissipate the accumulated tension. In fact, the entire
E section can be seen as a denouement to the movement and the whole piece as the lyrical solo
writing outlines ever smaller intervals and the piece ends on a single pitch (G). For example,
the saxophone melody (bars 345-359) is based on the interval of a major third as is the violin 1
melody (bars 360-363) and the ‘cello melody (bars 364-366). The saxophone melody (bars
369-376) outlines a minor third, the violin 1 melody (bars 369-375) outlines a major second,
and the last note (G in viola 2 and bowed vibraphone) is a min'or second above the violin's last
note (F¥).

Earlier, I stated that the whole piece represents a crescendo'in terms of texture,
tessitura, dynamic range, rhythmic and pitch complexity, and smaller-scale formal
organization. Formally, it represents a gradual build-up beoause the first movement (though in
three sections) is based ona smgle 1dea the second isin ternary form and the third movement
isa flve-part form. Therefore the musrc is broken up into gradually smaller blocks of material
which is peroe1ved by the listener as an increase in activity. |

There is also a large-scale pitch organlzation; the saxophone's held C of the first
movement 1s surrounded by i 1ts own sermtone cluster in that the notes of primary importance
that follow the Care the B from the end of the second movement and beginning of the third

movement (see bars 266-276) and the C¥ from the openmg of section E, third movement (see

bars 341-345).




Music for a Saxophone Concerto as Anti-concerto

The first thing one notices about this piece is its title. Music for a Saxophone Concerto
is not merely e ‘Saxophone Concerto": he use of the Words 'Mnsic for' distances the piece
from a traditional concerto and in this way, forces the reader/lietener to ask herself why it is not
a 'Saxophone Concerto'. This is a very important act of distancing for me because this piece
both is and is not a concerto. Rather, it could be said to be an 'anti-concerto’ and the title's job
is to hint at the possibility of 'anti-concerto' while‘it is the piece's job to verify this concept and
to challenge the listener's expectations of a 'concerto’. But first, we should look at just what
are a listener's expectations ano where this piece satisfies or frustrates them.

: By L

The derivation of the term 'concerto is unclear. The term is possibly from the Latin

consortio, meaning 'a fellowséhip or partnership’, and possiblyi:ldeljived from concertare, 'to

strive or contend'.! Both of these ideas are meaningful today, The Baroque concerto with its

ritornello forms, use of contrasting textures and uniformity of mate‘rial could be seen as a

‘fellowship or partnershlp betnveen the soloist (or small ensemble) and the large ensemble.
This idea obviously mﬂuenced Stravinsky in his Vlolm Concerto in D major; it has four
movements whlch are a}l based on Baroque dances, and uses textures, gestures, terraced
dynamics, and a chamber-like :orchestral sound \yhich are rennniscenf of Baroque music.
Likewise Music for d Saxophone Concerto, in the first movement, uses two Baroque forms;
the sarabande and thei. ohaconrfe .but vthe textures, gestufesand ;cen'a'inly the saxophone's held C
does not make one thmk of Baroque music. Rather, the repetmve and static nature of the first
movement is medltatlve in quahty although the amalgamatlon of the saxophone with the string
is a type of partnershlp .

The other meaning of fhe term ‘concerto’ (to strive or contend) is most prevalent today

and, indeed, has been so since Mozart's time when sonata from principles and the ritornello

1 Henry Raynor, A Social sttory of Muszc From the Middle Ages to Beethoven (London Barrie & Jenkins,
1972), 187.
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form were combined to create a new and dramatic relationship between the soloist and the
orchestra.

"The most important fact about concerto form is that the audience waits

for the soloist to enter, and when he stops playing they wait for him to

begin again. In so far as the concerto may be said to have a form after

1775, that is the basis of it....essentially what the classical period did

was to dramatize the concerto, and this in the most hterally scenic way-

the soloist was seen to. be different."2

In the late Classical period, the soloist became like a character in a drama who interacts
with the orchestra. This, combined with the rise of the virtuoso performer in the Romantic
period, led to the composition of many concerti where technicai acrobatics are featured (as in
Liszt and Paganini) and the soloist is dis‘tinguishableas a striking individual against the
orchestral mass of sound. And even in the concerti that were not written by superstars for the
display of their technical prowess (as in Brahms' and Mendelssohn S Vzolm Concerti), the
soloist retains her 1nd1v1duahty and technical display remains an 1mportant feature.

Concerto writing occupied a huge number of' composers and performers in the
Romantic period, most of whom are now forgotten and in the twentieth century, although its
popularity diminished somewhat, it remained one of the forms that Econtinued to generate
interest amongst stylistically disparate composers. For some of these composers the concerto
is largely unchanged from the Romantic period and was written for a particular performer or

i
for themselves as a vehicle for virtuosic display (as in Prokofiev s Smfoma concertante and
Rachmamnov s Piano Concertz ). Others were more experlmental m their use of form,
structure and muswai material however the use of technical acrobatics has remained an integral
part of the concerto and has even been extended in the twentieth century to include highly
difficult writing in the ensemble music and not just in the soloist's part. This is made obvious

by the almost ubiquitous use of the cadenza (an exception being, as one would expect,

Stravinsky's Violin Concerto) and regardless of where the cadenza is placed in the concerto, it

i

2 Charles Rosén, The Classical Style (New York: W.W. Norton, 1972), 196.
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is almost alvt}ays an opportunity for virtuosic display. An important feature of Music for a
Saxophone Concerto ' is that iticontains no cadenza and this is because I was trying to eschew
the concept of the soloist as an individual acting against the orChestra and was thus avoiding the
use of technical display for its own sake.

The concept of the soloist and orchestraﬁ as embodying a contentious relationship has
remained common up to the present time. The soloist and ensemble are often viewed as
adversaries and the drama of the concerto con51sts in the battle between them. Malcolm
Forsyth, for example, described his Piano Concerio as "a duel and deﬁnitely not a duet”".3 In
Elliott Carter's Concerto for Oboe, the small ensemble "accompanies", the orchestra
“opposes” and, with the soloist, the three groups are "associated with contrasting and
conflicting characters" 4 The soloist is often seen not asan 1nd1v1dua1 but as the archetypal
individual ‘who must battle forces stronger than him/herself A common concept about the
ensemble/orchestra is that it represents 'society’ but that 'society’ is external to the individual
and works to oppress if not the entire individual, than at least that individual'’s voice.

This concept of the concerto as dialectic, as the \ivorkin‘g out of conflicting forces, is
precisely what I was trying to ayoid in Music for a Saxophone:Concerto. In my piece,
although the soloist is;still associated with 'the individual" and the orchestra with 'society’, I
have attempted to posu them as mutually inclusive. Thus, in the ﬁrst movement, the
saxophone s held C and the stnn gs chords work together to create a texture where the C is
constantly coloured by the chord progressmns and the chord progressrons are, in turn,
modified by the held C (certain tonal areas take on different functions depending on their
proximity to C). In the second movement section A (bars 131 21 1) the two-part texture

between saxophone and Vlolas is analogous toa conversation between two people where they

are both really saying the same things (thelr music is based on the same pitch material) but are

3 Malcolm Forsyth as quoted in brochure for Jane Coop and Calgary. thlharmomc (CBC Records SMCD
5124) Y

4 Eliot Carter, notes for Carter's Concerto for Oboe, brochure for Carter Concerto pour hautbois
(Eraro 2292-45364-2 CD) .
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not really listening to:each other (as exemplified by their different tempi). As the section
progresses, the increase in activity and dynamic range is like each person in the conversation
compensating for not bein g he‘ard:by talking louder. ‘In the final A' section (bars 242-266)
however, they seem to come to an agreement as the saxophone's melody is subsumed into the
solo violin'srnelody within their canon. In the thi'rd movement, there are many small sections
where an increase in activity is achieved through the repetition of blocks of music. For
example, in bars 335-340, the vibraphone and marimba's music repeats every measure, the
saxophone's music repeats every measure from bars 332-340, and the clusters in high and low
strings repeat every measure from bars 337-340. This is an accumulation of energy, butitis a
motor-energy and not organic or developmental in nature In this 'way, I have attempted to
demonstrate an accumulatlon and dispersion of energy throughout the third movement, rather
than the development of conflict and release The solorst is fully 1ntegrated into the texture and
becomes an integral part of the th1rd movement but not an opposmg voice. Even when the

saxophone has solo matenal (bars 341-360) itisnota cadenza but rather the beginning of the
denouement sectlon of the p1ece that introduces solo wntmg 1n many instruments.

The 1dea of music as non d1alectlc is not new to my musrc although itisrareina
concerto. John Cage was mterested'm writing music that was not prtmarlly conflict and release
and hlS Concerto for Prepared Pzano and Orchestra in its use of aleatonc practices to generate

" pitch matenal comes closest to mme w1th its feeling of non statw statrcness The majority of
twentieth century concert1 however are more akin to Forsyth and Carter the soloist's role is
very dramatic, very strong, and the interaction between solorst and orchestra is oppositional in
character. | o |

After' Stating that Musi‘b for a Saxophone Concerto' iis an 'anti-concerto' it is important
to note the ways in Wthh it conforms to tradrtlonal concerto style Frrst it is in three
movements which has been common in concerti since the Classwal period, and secondly, the

soloist stands at the front of the stage beside the conductor Wthh is the standard stage set—up

and serves to clearly differentiate, both aurally and v1sually, the soloist from the orchestra.
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The choice of' soprano Esaxophone as the solo instrument was rnade for both practical
and philosophical reasons. There are many wonderful saxophonists in Vancouver who are
interested in new music whichz 18, in itself, the most important reason for me to write a piece.
The choice of soprano saxophone also contributes to the idea of anti-concerto because the
soprano saxophone is not a common concerto instrument and therefore contributes to the
distancing of Music for a Saxophone Concerto from traditional concerti. In Londeix's 125
Years of Music for Sarophoné, there is not a single example of a work for soprano saxophone
and full orchestra or stﬁng orchestra although there are 182 pieces listed for alto saxophone and
full orchestra or string orchestra. 1 25 Years of Music for Sa.xophorie is not an up-to-date
blbhography of saxophone music (1t was pubhshed in l97l) but it does represent the non-use
of soprano saxophone asa solo instrument w1th orchestra from the 1ncept1on of the instrument
to the late twentieth century. As well it clearly demonstrates the preference for the alto
saxophone as a concerto 1nstrument In the latest edmon (1994) of 125 Years of Music for
Saxophone, approxrmately 60 p1eces are 11sted for solo soprano saxophone with orchestra or
band which reflects the huge popularlty that this 1nstrument has enJoyed in the last twenty
years.

Among concerti for alto saxophone, several composers have used string orchestra
instead of full orchestra as I have done. Notable examples include Pierre Max Dubois'
Concerto for Alto quophqne tznd String Orchestra, Glazhnov"s ancerto in Eb, and Larsson's
Concerto for Sa.xophohe and S tring ?Orchestra'. Obylously, I am not the first to notice that the
sound of saxophone is particularly suited to string orchestra and thhs my concerto continues a

tradition of merging saxophone with string orchestra while its "choice of soprano saxophone is

Eil

less traditional.




Conclusion

In conclusion, T would reiterate the dual meanings of the term ‘concerto’ as either a
partnership or opposing forces. While Music for a Saxophone Concerto utilizes a Baroque
dance in the first movement, itis nerther areal partnershlp nor a relatronshlp between
conflicting characters but rather seeks to use the concept of the solorst as individual and the
orchestra as socrety 1n a way that demonstrates their complete 1ntegratron. For this reason,

t

contrastrng textures have been chosen which all, in dlfferent ways, experiment with idea of the
soloist and orchestra as mutually inclusive. The use of saxophone with strings is a
continuation of a rich saxophone concerto tradition but the chojce of soprano saxophone is less
traditional and thus, with the title and many of the formal details, leads the listener to an
appreciation of the possibilities inherent in an anti-concerto.

There exists performance difficulties with th1s work smce many soloists would prefer a
concerto that dlsplays their technical abilities as a solorst instead of as an integrated member of
the ensemble There have been other concerti however that have mamtamed their position in

the repertoire desprte therr mtegrated character (hke Berhoz s Harold in Italy ) and, it could be

argued, that the held C of the saxophone in the first movement is the helght of virtuosity and

the piece will therefore appeal to many musicians.
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