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Fingering 14.1. B, Fingering 14.2.C! 4
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Fingering 14.3. E,




160

II1. PRESTO - 2 BARS BEFORE REHEARSAL 14 TO BAR 3 OF REHEARSAL 16

This immensely tricky bassoon passage appears about halfway into the third
movement, and restating the piano’s opening theme. Like the excerpts from
Mozart’s Figaro and Haffner, a tempo of | = 138-144 is perfectly acceptable for
auditions, though faster tempos that also allow for clean technique should not be
discouraged.1? In orchestral situations, though, be prepared for tempos of | = 160
and above.13 Also, be sure to observe the crescendo into the third bar before

Rehearsal 15 since the horn entrance can often cover up the bassoon at this point.

Placement and Movement of the Fingers

As with all fast technical passages, players should strive to keep their fingers
as close to the keys and tone holes as possible. The amount of distance the fingers
must travel to close the holes is directly related to how fast we can play a passage—
notes simply cannot speak faster than the amount of time it takes for the fingers to
cover the necessary holes. Since we don’t often look at our own fingers while
playing, we can visualize an excellent comparison between moving our fingers to
cover the tone holes with bouncing a tennis ball straight up into the air with a tennis
racquet. Bouncing the ball a few feet into the air means that the amount of time the
ball takes to return to the racquet is fairy substantial. On the other hand, bouncing

the ball only a few inches into the air allows for a much quicker series of bounces

12 See Chapter 11 for David McGill’s remarks on preparing technical excerpts at
slightly slower tempos for auditions.

13 [t is important to note that many conductors do not require the principal
bassoonist to play both parts, making these much quicker tempos less shocking than
they might seem.
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since the ball has a much shorter distance to travel. The bouncing movement of the
ball at this range is also noticeably more fluid because there is only a small distance
for gravity and air friction to force the ball back to the racquet. When the ball
bounces at a higher distance, the slowing effects of gravity are very apparent, and
the ball will even linger at the top of its bounce in a split-second of weightlessness.
All of these same properties apply to our finger technique. In the same way
that gravity dictates the frequency the ball bounces in relation to the height it
travels away from the racquet, the physical limits of our muscles determine how fast
our fingers can reach the tone holes in proportion to their distance from them.
Weisberg explains:
The absolute speed with which a player is able to move his fingers will
determine the upper limits of his technique... The most important
consideration, with the exception of absolute speed, is the distance that the
fingers have to move. This is very much like the situation with regard to
tonguing—the less distance to be covered, the better.14
To keep the distance and movement as minimal as possible, the fingers should be
kept curved rather than flat.’> This position also helps to reduce tension in the
finger muscles, as Jooste writes:
The starting point is relaxation. The fingers should always be relaxed, to
make the precise movements with comfort. To reach this relaxed attitude, it
should be pointed out to students from the beginning that it is not necessary
to close the keys and tone holes with much strength. In truth very little
strength of the fingers is required to keep the tone holes closed... The fingers
should be kept normally round or bent as in holding and turning a round

door knob. The sections near to the finger tips of the left hand will then
normally close the tone holes.16

14 Weisberg, 73.
15 For bassoonists this is particularly important for the left hand. The fingers of the

right hand tend to stay more flat to reach the keys, especially if using a crutch.
16 Jooste, 73-74.
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Keeping the fingers of the left hand curved and relaxed is especially important in the
first few bars of this excerpt since it can greatly affect the possible speed of the
repeated C - D - Eb - D figure. Christopher Weait also points out that tension in the
left hand is often the result of letting too much of the bassoon’s weight rest against it,
and recommends experimenting with the angle and height the bassoon is held at to

find a more relaxed weight distribution.1”

Employing Alternate Rhythms to Develop Technique

Weait also discusses a number of practice patterns for Ravel’s Piano
Concerto in a handout that [ received at one of his master classes. One method he
discusses is to shift the passage forward one sixteenth note at a time similar to

Example 14.1.

Example 14.1. Ravel, Piano Concerto in G Major, Mvt. I1I - bars 5 to 8 of Rehearsal
14, metric displacement practice patterns

17 Weait, 69.
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This moves the emphasis to different notes in the passage by placing them on the
beats, and at first can be very disorienting to practice. Weait recommends practicing
these with a light legato tonguing instead of a slur.

He also suggests condensing the meter to 3/8, which allows four-note
groupings to irregular rhythmic patterns. Some examples are shown in Example

14.2 (each particular pattern should be used for the entire excerpt).

Example 14.2. Ravel, Piano Concerto in G Major, Mvt. Il - bar 5 of Rehearsal 14,
possible rhythmic variations

| ] | I I [ I I 1 I I 1 I I ]

Y - . - -

Other practice strategies Weait recommends include playing the excerpt as triplets
or quintuplets, and practicing backwards from the end.18

One final note: do not feel that you must use a long Eb fingering for this
excerpt. At such a brisk tempo, whatever pitch or timbre discrepancies you notice
between the long and short Eb on your instrument are imperceptible to the
audience. If the short Eb is exceptionally unstable, though, try scraping a little on the

center area just behind the tip.

18 See Chapter 5 for more on this particular practice technique.
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PARTS, SCORES, AND RECORDINGS

Part
Ravel, Maurice. Concerto pour piano et orchestre. Paris: Durand, 1932. Bassoon [ & I1
part.

Score
Ravel, Maurice. Concerto pour piano et orchestre. Paris: Durand, 1932.

Recordings
Berliner Philharmoniker. Seiji Ozawa, conductor; Yundi Li, piano. Piano Concerto No.

2, by Sergey Prokofiev; Piano Concerto in G Major, by Maurice Ravel.
Recorded May 2007. Deutsche Grammophon B0010175-02. CD. 2007.

Boston Symphony Orchestra. Charles Munch, conductor; Nicole Henriot-Schweitzer,
piano. Great Men of Music: Ravel. Time-Life Records STL 559. LP. 1977.

Cleveland Orchestra. Pierre Boulez, conductor; Krystian Zimerman, piano. Piano
Concerto in G Major; Valses nobles et sentimentales; Piano Concerto in D Major
(Left Hand), by Maurice Ravel. Recorded Nov. 1994. Deutsche Grammophon
289 449 213-2.CD. 1998.

Concerts Colonne Orchestra. Jascha Horenstein, conductor; Vlado Perlemuter, piano.
Piano Concerto in G Major; Piano Concerto for the Left Hand, by Maurice Ravel.
Vox PL 9220. LP. 1963.

Orchestra of Radio Luxembourg. Louis de Froment, conductor; Abbey Simon,
piano. Ravel: The Complete Works for Orchestra, Vol. 1. VoxBox CDX 5031. CD.
1991.

Orchestra Symphonique. Maurice Ravel, conductor; Marguerite Long, conductor.
Concerto en sol majeur, by Maurice Ravel; La plus que lente: Valse, by Claude
Debussy; Concerto pour piano et orchestre; Paysandu: Extraits de Saudades de
Brazil; Alfama: Extrait de Automne, by Darius Milhaud; Arabesque No. 1 en mi;
Arabesque No. 2 en sol; Jardins sous la pluie, by Claude Debussy. Recorded
1932. La Voix de Son Maitre 2C 051-16349. LP. 197-.

Orchestre de la Société des Concerts du Conservatoire. Andre Cluytens, conductor;
Samson Francois, piano. Ravel: The Two Piano Concertos. Recorded 1959. EMI
7243 556239 2 8.CD. 1997.

Orchestre de la Suisse Romande. Ernest Ansermet, conductor; Jaqueline Blanchard,
piano. Concerto in D Major for the Left Hand for Piano and Orchestra; Concerto
in G Major for Piano and Orchestra, by Maurice Ravel. London LL 797. LP.
195-.
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Philharmonia Orchestra. Andrew Davis, conductor; Daniel Varsano, piano. Concerto
in G Major, by Maurice Ravel; Ballade for Piano and Orchestra, Op. 19;
Fantasie for Piano and Orchestra, by Gabriel Fauré. Recorded August 1983.
Pro Arte PAD-173. LP. 1984.

WDR Sinfonieorchester Koln. Israel Yinon, conductor; Michael Rische, piano. Piano
Concertos of the 1920s, Vol. 1. Recorded Sept. 1999. Arte Nova
Classics/Allegro ANO 910140. CD. 2005.



CHAPTER 15

SCHEHERAZADE, OP. 35
BY NikoLAI RiMSKY-KoORsAkoV (1844 - 1908)

Composed: Summer 1888 at Neyzhgovitsy on the shore of Lake
Cheryemenyetskoye

Premiere: November 3, 1888 in St. Petersburg, with Rimsky-Korsakov conducting

Origins

The idea for Scheherazade came to Rimsky-Korsakov during the early winter
months of 1888 as he worked to complete Alexander Borodin’s opera Prince Igor.
Rimsky-Korsakov’s output had diminished significantly since his appointment in
1883 as the assistant to his mentor, Mily Balakeriev, at the Court Kapella,! and much
of this time was spent editing and revising his older works along with those of
colleagues like Modest Mussorgsky (who had died in 1881). It is possible that
Rimsky-Korsakov’s inspiration for a work with an Oriental character came from the
Polovtsian Dances of Prince Igor,? but exposure to such soundscapes can be traced
back to as early as Balakeriev’'s Tamara.: Indeed, the recurring solo violin sections of
Scheherazade seem to be an idea that Rimsky-Korsakov borrowed unabashedly

from the earlier symphonic poem of his teacher.

1 Rimsky-Korsakov has begun studying composition with Balakeriev in 1861.

2 Field, 463.

3 Balakeriev began work on Tamara in 1861, though he did not fully complete it
until 1882.
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Programmatic Elements

The title Scheherazade is taken from the book Arabian Nights (also known as
One Thousand and One Nights). In the book, the Sultan Schahriar discovers that his
wife has been unfaithful, and, in his heartbreak, concludes that no woman can ever
be trusted again. The hardened Sultan begins marrying virgins one after the next,
and has each executed the following morning before they have an opportunity to
betray him. The clever Scheherazade, however, devises a plan to keep the Sultan
captivated by telling him stories each evening, always ending on a cliffhanger. After
a thousand and one nights of breathtaking stories, Scheherazade wins the heart of
the Sultan, along with his pardon.

The story of Scheherazade and the Sultan is a form of storytelling known as a
“framed narrative.” It is a way of presenting shorter stories (in this case, the tales
that Scheherazade presents to the Sultan) within a larger, overarching narrative that
binds them all together. Rimsky-Korsakov utilizes this storytelling technique in
Scheherazade by having the solo violin represent the title character throughout the
suite, and this recurring material acts to connect the four movements of
Scheherazade in the same way that the larger story of Scheherazade and the Sultan
connects the smaller tales of Arabian Nights.

In his memoir My Musical Life, Rimsky-Korsakov discusses the connective
musical features of Scheherazade:

The program I had been guided by in composing Scheherazada consisted of

separate, unconnected episodes and pictures from The Arabian Nights,

scattered through all four movements of my suite: the sea and Sindbad’s ship,

the fantastic narrative of the Prince Kalendar, the Prince and the Princess, the
Bagdad festival, and the ship dashing against the rock with the bronze rider
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upon it. The unifying thread consisted of the brief introductions to the first,
second, and fourth movements and the intermezzo in movement three,
written for violin solo and delineating Scheherazada herself as telling
wondrous tales to the stern Sultan. The final conclusion of movement four
serves the same artistic purpose.

Although Rimsky-Korsakov makes it clear that the violin represents
Scheherazade, he also goes on to insist that any other motivic connections were
never intended (though he understands why listeners might make such
assumptions). One common misconception, for example, is that the Sultan has a
recurring theme as well:

In vain do people seek in my suite leading motives linked unbrokenly with

ever the same poetic ideas and conceptions. On the contrary, in the majority

of cases, all these seeming Leitmotive are nothing but purely musical material
or the given motives for symphonic development. These given motives
thread and spread over all the movements of the suite, alternating and
intertwining each with the others. Appearing as they do each time under
different illumination, depicting each time different traits, and expressing
different moods, the same given motives and themes correspond each time to
different images, actions, and pictures... The unison phrase, as though
depicting Scheherazada’s stern spouse, at the beginning of the suite appears
as a datum, in the Kalendar’s Narrative, where there cannot, however, be any
mention of Sultan Shakhriar.s

There are a number of recurring motives threaded throughout the suite, but
Rimsky-Korsakov insists that they are purely musical in function and do not
represent any specific characters or events. Interestingly, Rimsky-Korsakov
eventually removed the original thematic names for each movement in a later

edition, but that change was never widely adopted:

Originally I had even intended to label Movement I of Scheherazada Prelude;
I1, Ballade; 111, Adagio; and 1V, Finale; but on the advice of Lyadov and others |

4 Nikolay Andreyevich Rimsky-Korsakov, My Musical Life, ed. Carl van Vechten, trans.
Judah A. Joffe (New York: Alfred A. Knopf, Inc., 1942), 292.
5 Ibid., 292-93.



169

had not done so. My aversion for seeking too definite a program in my
composition led me subsequently (in the new edition) to do away with even
those hints of it which had lain in the headings of each movement, like The
Sea; Sindbad’s Ship; The Kalendar’s Narrative; and so forth. In composing
Scheherazada I meant these hints to direct but slightly the hearer’s fancy on
the path which my own fancy had travelled, and to leave more minute and
particular conceptions to the will and mood of each. All [ had desired was
that the hearer, if he liked my piece as symphonic music, should carry away
the impression that it is beyond doubt an Oriental narrative of some
numerous and varied fairy-tale wonders and not merely four pieces played
one after the other and composed on the basis of themes common to all the
four movements.s

So, how does all of this affect us as bassoonists? In short, according to
Rimsky-Korsakov, the solo and cadenzas found in “The Kalendar Prince” do not
actually represent any character or plot point. This may be a difficult notion to
accept, but Rimsky-Korsakov clearly and emphatically states that to be the case.
Instead, the bassoon solo functions as a sort of expository opening to
Scheherazade’s tale of the Kalendar Prince, presenting the audience with the mood

and setting for the musical adventure to come.

I1. “THE KALENDAR PRINCE” - M. 5 TO REHEARSAL A

This bassoon solo follows directly after the opening violin solo, introducing
the main theme of the second movement. Though not marked on the bassoon part,
the full score provides a metronome marking of J' = 112. Practice the entire solo
with this tempo first, and then from there you can experiment with pushing and

pulling the tempo of specific phrases. Make sure, however, to perform the first few

6 Rimsky-Korsakov, 293-94.
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bars in strict time so the audience will have a reference point for any tempo

fluctuations you include later on.

Terminology and Score Discrepancies

As with each orchestral excerpt or piece of solo literature, the first task
should be to decipher the written markings provided by the composer; however,
this process is more challenging than usual with this particular solo. The beginning
is marked Capriccioso, quasi recitando, which basically translates as follows:

Capriccioso - a lively, free style

quasi recitando - in a somewhat declamatory or reciting style (resembling

the informal rhythm of speaking)

In addition, there are also the following markings:

ad lib. - “at one’s pleasure” in Latin?
dolce ed espressivo - gently, sweetly, and expressive

The combination of these terms can be difficult to make sense of, especially
considering that some of them seem to either overlap or contradict each other. How
can you play both lively and gently at the same time? How can you be expressive
while simply speaking? It is rare to find an excerpt where even the terminology is
open to interpretation, but looking at all the phrases together, the reading I prefer is
along the lines of the following:

“Gently and sweetly. In an informal manner (as if speaking to someone), with

the freedom to choose where to slightly push/pull the tempo and where to
play more lively and expressive.”

7 This marking was originally missing from the included bassoon part, and has been
added in Photoshop.
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The solo closes with a much more straightforward rit. assai (meaning “slow down a
lot”) followed by an a tempo.

In addition to the ad lib. marking, there are also two crescendos in the
bassoon part that are not shown in any published editions of the score I examined;®8
these crescendos appeared in the fifth and sixteenth bars of the solo in the original
version of the part, and have been removed from the version included on the site.
am not exactly sure why these crescendos have endured in most published versions

of the printed part, though I do agree with the phrasing ideas they indicate.

Phrasing

This solo is a particular favorite of mine because it allows for such a wide
range of interpretive decisions. The solo consists of three sections—the A theme and
its variation, the B theme and its variation, and a final coda.? Example 15.1 shows
the basic skeletal structure and sections of the solo, along with my suggested
phrasing indications. There are a number of ways to show these sections in our
playing—through variety of articulation, changes in dynamics, pushing and pulling
the tempo, and so on. My approach is to distinguish the sections by giving each a
certain quality:

* Section A - straight tempo with gentle phrasing

* Section A’ - more impassioned phrasing and vibrato, with rubato in first

and last bars (slight rubato and crescendo in first bar, and slight rubato
and diminuendo in the last bar)

* Section B - slightly faster tempo to create a feeling of 1 instead of 3/8,
combined with broader and more connected phrasing

8 These markings are found in most editions of the parts as well, not just this one.
9 McGill, Orchestral Excerpts for the Bassoon, Track 18.
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* Section B’ - gentler, softer “floating” quality in first half followed by a

crescendo and slight rubato leading into the Coda

* Coda - deliberate phrasing to signal the end of the solo (and to help the

conductor follow into the downbeat at Rehearsal A)

You can see above that there are a few typical interpretive ideas that I
personally like to avoid, such as singling out a specific phrase to play much more
slowly than the rest (which I feel can break the flow of the solo), and also the
“question and answer” style of phrasing that makes the first half of a particular

phrase much louder than the second half (which, in my opinion, is as overused as

the “slur two-tongue two” articulation is for Classical period music).

Example 15.1. Rimsky-Korsakov, Scheherazade, Mvt. II - m. 5 to Rehearsal A,
melodic skeleton, phrase structure, and suggested phrasing
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Articulation

Another way we can add a layer of refinement and variation to the solo is by
using different articulations. This solo provides a great place to use what Weisberg
describes as “resonant endings.”1? In short, a resonant ending is performed by
quickly tapering the ending of a note by decreasing the air stream while
simultaneously increasing the pressure from the embouchure—specifically the
corners—to offset the drop in pitch. Another way to think of resonant endings is to
imagine performing a morendo in only a fraction of a second (as opposed to over the
course of numerous beats).11 The combination of resonant endings and a legato,
connected articulation adds an extra layer of refinement and nuance to the opening
phrases of the solo.

[t is also necessary to decide exactly how to approach the staccato and accent
markings. Giving the staccato notes a sharp ending with the tongue creates a nice
contrast to the previous two phrases, creating a sequence of articulations that looks

like this:

Resonant endings —> Legato & connected —> Sharp and separated

Not only is the tongue-stopped staccato musically interesting here, it also achieves

the more practical purpose of keeping the airstream, jaw, and embouchure set

during the passage. This minimized movement is helpful for playing staccato notes

10 Weisberg, 39.
11 For more on resonant endings, see the “Articulation” section in Chapter 3.
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in this range, and especially with more resistant notes like F#3.12 This technique
prevents the staccato notes from disrupting the phrase, allowing the player to
maintain a long, lyrical line despite all of the articulated notes. As for the accents, we
should give them the same warm, full shape that we give the ones found in Ravel’s
Bolero (Chapter 13).

Rimsky-Korsakov provides much less room for personalized articulation
choices in the second half of the solo, instead presenting the player with only slurs
and legato markings. This is clearly meant to emphasize the broad, singing quality of
this section, but there are still some excellent places to add resonant endings, such

as on the final notes of each slurred grouping.

I1. “THE KALENDAR PRINCE” - BAR 2 OF REHEARSAL L TO REHEARSAL M

Further into the second movement, the clarinet and bassoon each play a
series of three florid cadenzas. The tempos can vary wildly from player to player,
but as with all technical excerpts, you should not play faster than your technique
allows. Luckily, we can create the illusion of reaching a faster tempo by starting the
sixteenth notes more slowly, since it is the relative difference in speed that the

audience will notice, not the absolute difference.

12 For more on tongue-stopped staccatos, see the “Articulation” section in Chapter 3,
along with the articulation discussion in Chapter 10.



175

Phrasing Considerations

A common phrasing issue that occurs in many performances of these
cadenzas is the overemphasis of the Gs. While it is natural to want the highest note
of a phrase to also be the loudest, in this case the emphasis of each grouping should
actually be placed on the Fs. Players often concentrate so intently on playing
difficult notes like the G that this same concentration actually becomes part of the
problem. Focusing on the D - G interval can cause the transition between the two
notes to be rushed, which in turn almost ensures that the G will never speak cleanly
with any real consistency.

As in Figaro (Chapter 11), this is an instance where we can employ David
McGill’s process of “mentally eliminating” an awkward interval by realizing that the
two notes of the interval do not actually belong to the same note grouping.13 Once
this is discovered, adjusting the airflow to show the true gesture will eliminate the
difficulty of the interval. In this case, the interval we want to mentally eliminate is D
- G. This requires the emphasis to be shifted away from the G and back to the F,
which can be practiced in two ways (either individually or simultaneously):

* Overemphasizing the dynamic hairpins

* Adding fermatas to the D to help reinforce that note as the final note of

the grouping (and helping to eliminate any tense rushing between the D
and G)
These markings are shown in Example 15.2. While we do want to show these

hairpins in our musical gesture, it is important to note that the air flow must still

continue between the D and G; in fact, as with all upward leaps, a slight push of air is

13 McGill, 264-65
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necessary. Most importantly, however, is that the corners of the embouchure must
be actively engaged in order for the slurred leap to sound.1# If the corners are not
applying sufficient pressure to the sides of the reed, then no amount of air support

will force the Gs to speak consistently.

Example 15.2. Rimsky-Korsakov, Scheherazade, Mvt. 11 - bar 4 of Rehearsal L, with
added hairpins and fermatas

cepfrer el e ()

3 3 3 3 3 3 3
e ———— - —— i ———

As discussed in Chapter 7, the decisions composers make in regards to note

beaming do not always emphasize proper phrasing. McGill elaborates on this point:
The beams that connect notes together can lead to unnatural grouping and
breathing. Groups of two, four, or eight eighth notes connected by a common
beam can lead one to hammer out each beamed group, beat, or bar. But in
almost every case, beams do not indicate phrasing. For the most part, they
exist for one reason only: rhythmical subdivision. And that reason is
completely unrelated to musical phrasing.1>

This is also the case for the cadenzas of Scheherazade. In Example 15.3 you can see

that rearranging the beam breaks clarifies the true note groupings and musical

gesture.

14 See Chapter 21 for a further discussion on the role the corners play in performing
wide slurred leaps.
15 McGill, 86.
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Example 15.3. Rimsky-Korsakov, Scheherazade, Mvt. 11 - bar 4 of Rehearsal L, re-
beamed music with added hairpins and fermatas
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To hear the difference between cadenzas that emphasize the Gs and cadenzas
that emphasize the Fs, listen to the included examples from the BBC Scottish
Symphony Orchestra and the Scottish National Orchestra. The inflection to the Fs in
the BBC SSO recording—which is especially noticeable during the ritards—creates
an incredibly smooth and clean line, whereas the emphasis on the Gs in the SNO

recording makes for a comparatively disjointed and sloppy performance.

Tempo & Variety

The main musical challenge the cadenzas present us with is how to keep a
sequence of three very similar phrases interesting. Because all of the notes occur
under slurs, we are left with only two main ways to create variety: by altering the
tempo, and by altering the dynamics. These cadenzas have an inherent drama to
them because each passage presents an overarching D - E - F - E - D melodic line
that only finally resolves to C# at the end of the third and final passage. The
underlying harmonies also propel the cadenzas to the very final C# by outlining an

exotic bVII7 =N - V"9 - progression over the course of the solo. In order to bring
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out this building tension, we can apply the following principles to each successive
cadenza:

* Hold the half note F longer and diminuendo to a softer dynamic

» Start the sixteenths slower and softer?®

* Reach a faster tempo at the fastest point

* Reach alouder dynamic at the end (within good taste)

* Slow down more at the ritard
Following this plan means that the first cadenza will be fairly straightforward, while
the third and final cadenza will be by far the most dramatic. This approach of doing
“a little more” for each cadenza gives us a tangible musical plan to follow, and the
more clear our musical plan is to us as players, the more clear it will be to the
audience.

Of the included recordings, the bassoonist from the BBC Scottish Symphony
Orchestra comes closest to demonstrating the approach detailed above. My only
complaint with this recording is the way the ritards are handled—I prefer to quickly
“slam on the brakes” at the last G instead of gradually slowing down before the a

tempo. A great example of this type of ritard can be heard in the 1973 Philadelphia

Orchestra recording with Eugene Ormandy.

Alternate Fingerings and Other Considerations

Many players will be tempted to use an alternate fingering for the Es in the
third cadenza (first finger left hand), but this should be avoided if at all possible.

Although many alternate fingerings are often only noticeable to the bassoonist using

16 This is specifically mentioned by McGill (Orchestral Excerpts for Bassoon, Track
18) and Camden (Bassoon Technique, 50).
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them, in this case the fingering is very noticeable since it is more like a “fake”
fingering than an alternate fingering. Weisberg would agree:

Too many players resort to these “false” fingerings, however, as a way of

escaping the work necessary to make the right fingering possible. These

players will often use a “false” fingering that can definitely be heard, simply
because their standards are too low.1”
An additional benefit of following the plan outlined above is that the sixteenth notes
in the third cadenza begin very slowly, meaning that you will still be at a very
manageable tempo when you arrive at the Es. This is yet another example of how
musicality and technique are invariably intertwined.

Finally, be sure to mentally hear the triplets that occur in the strings between
the cadenzas—the accuracy of the triplets we open each cadenza with depends on it.
[t is very common to hear bassoonists play these two quarters as duplets instead,
and this is simply incorrect. To emphasize the correct rhythm, give each quarter a
heavy nudge on the front and a slight taper on the back.1® Once again, the examples

from the BBC Scottish Symphony Orchestra and the Scottish National Orchestra

provide an excellent comparison.

17 Weisberg, 84.
18 This style of accent should be very similar to Weisberg’s “expressive attacks” that
are discussed in Chapter 13.
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PARTS, SCORES, AND RECORDINGS

Part

Rimsky-Korsakov, Nikolai. Scheherazade: Suite symphonique, Op. 35. Edited by
Clinton F. Nieweg and Drew Holmes. Boca Raton, FL: E.F. Kalmus, 2002.
Bassoon | part.

Score

Rimsky-Korsakov, Nikolay. Scheherazade. Unabridged and unaltered republication
of all the music from Scheherazade: d’apres “Mille et une nuits.” Suite
symphonique pour Orchestre, originally published by M.P. Belaieff in Leipzig.
New York: Dover, 1984.

Recordings
BBC Scottish Symphony Orchestra. Alexander Titov, conductor. Sheherazade, by

Nikolai Rimsky-Korsakov; Baba-Yaga; The Enchanted Lake; Kikimora, by
Anatol Lyadov. Recorded April 19, 2002. BBC Music Magazine BBC MM 256.
CD. 2005.

Cleveland Orchestra. Artur Rodzinski, conductor. The Cleveland Orchestra: 75th
Anniversary, Vol. 1. Musical Arts DIMS 000904. CD. 1993.

Morton Gould Orchestra. Morton Gould, conductor. Scheherazade: Symphonic Suite,
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Scottish National Orchestra. Neeme Jarvi, conductor. Scheherazade: Symphonic Suite,
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Nikolai Rimsky-Korsakov. Recorded 196-. Quintessence PMC-7171. LP. 1980.



CHAPTER 16

SYMPHONY No. 9 IN E-FLAT MAJOR, OP. 70
BY DMITRI SHOSTAKOVICH (1906 - 1975)

Composed: August 1945 at the Soviet Composers’ Rest Home near Ivanovo (about
150 miles NE of Moscow)

Premiere: November 3, 1945 by the Leningrad Philharmonic, conducted by Evgeny
Mravinsky

Origins

Shostakovich’s Ninth Symphony was composed over a short span of four
weeks in August 1945—only three months after the Allied victory in Europe. It was
not Shostakovich’s first attempt at the symphony, though, and he had actually
performed ten minutes of the first version for his friend Isaak Glickman earlier that
April.! Dissatisfied, Shostakovich set aside his initial attempt and proceeded to
create the version of the Ninth Symphony that we all know today. Five days after the
score’s completion, Shostakovich and Sviatoslav Richter premiered the piano
reduction at the Moscow Composers’ Union. The orchestral premiere was given on
November 3rd by the Leningrad Philharmonic as the headlining event in a festival
celebrating the twenty-eighth anniversary of the Russian Revolution. Shostakovich
was pleased with the premiere, writing:

My Ninth Symphony is very difficult to perform. But from the very first

rehearsals, the orchestra dealt easily with all the technical difficulties and

achieved a high level of artistry and expressiveness. This symphony also has

a number of solos, there are big solos for all the woodwind instruments, the
trumpet, the trombones, and the violin. These solos should be free,

1 Jan MacDonald, The New Shostakovich (London: Pimlico, 2006), 196.
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expressive, and light. This is especially true of the bassoon, which is heard
throughout the entire fourth movement and fifth movement. Bassoonist
Vorobyov succeeded brilliantly with this far-from-easy task... The orchestra
performed superbly both in individual groups and as a whole. I repeat, the
orchestra’s work on the Ninth Symphony gave me immense enjoyment.2

Programmatic Elements

The Ninth Symphony expected of Shostakovich was very different from the
Ninth Symphony he delivered. His previous two symphonies were grand affairs of
over an hour in length, and each required a massive orchestra. These symphonies
were also thematically tied to the ongoing war: his Seventh Symphony appeared to
chronicle the Nazi invasion of the Soviet Union, while his Eighth portrayed the
turning of the war as the Russians drove the Nazis back into Germany. It was
subsequently expected by all that, for his Ninth Symphony, Shostakovich would
deliver a grand apotheosis to Stalin that celebrated the end of the war, and
ultimately completed his epic “war trilogy” of symphonies. In spite of these
expectations—and, in fact, likely because of them—Shostakovich instead delivered a
short, small-scale neoclassical work that had more in common with Prokofiev’s
Classical Symphony than with the Ninth Symphonies of Beethoven or Mahler.

The controversy was immediate, beginning with the premiere of the piano
reduction. After the performance, Shostakovich reportedly stood up and remarked

to the assembled crowd of Soviet and foreign press: “It is a merry little piece.

2 Manashir Iakubov, ed. “Symphony No. 9, Op. 70,” In Dmitri Shostakovich: New
Collected Works, Series 1, Symphonies, Vol. 9 (Moscow: DSCH Publishers, 2000), 122.
Quote originally taken from Shostakovich’s Ninth Symphony in Moscow, Bulletin of
the Moscow State Philharmonic, 1945.
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Musicians will love to play it, and critics will delight in blasting it.”3 Shostakovich’s
prediction of the critical reception his new symphony would receive was quite
accurate, and one particularly harsh London reviewer even wrote that he
“substituted only a farrago of circus tunes, gallop rhythms, and dated harmonic
quirks whose smart cleverness resembles the tea-table talk of an ultra-precocious
child.”*

Those who did not immediately dismiss the Ninth Symphony as some sort of
“musical prank” by Shostakovich were left to formulate their own theories
concerning its abrupt shift in tone in the fourth movement. A common view among
many critics and historians is that the bassoon line represents a somber memorial
for those lost during the Great War. Israel Nestyev, for example, writes that the
bassoon “pronounces a speech over the grave.”> Biographer Ivan Martynov offers a
similar interpretation:

It is astonishing in its depth of tragedy, which at first may seem out of place

in light and merry music of the symphony. But this is not so. The Largo is the

necessary turning point in the development, the solitary peak from which
there opens before us that wide perspective so necessary for understanding
the inner meaning of the whole work. It is a return to the past which is
impossible to forget, even amidst the joys of peaceful life. This minute of
concentrated silence is a tribute of love and endless gratitude to those who
saved the world and gave humanity back the very possibility of work and
happiness. The Soviet artist Shostakovich could not forget these people at

this minute of happy festivity. The very presence of the Largo gives the music
of the Symphony a special philosophic significance.®

3 Downes, 859.

4 Nicolas Slonimsky, Lexicon of Musical Invective (New York; London: W.W. Norton &
Company, 2000), 177.

5> David Rabinovich; George Hanna, trans., Dmitri Shostakovich (London: Lawrence &
Wishart, 1959), 99.

6 Ivan Martynov; T. Guralsky, trans., Shostakovich: The Man and His Work (New York:
Philosphical Library, 1947), 151.
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The true meaning of the bassoon solo, however, will likely never be known—
Shostakovich left no written programme, and the accuracy of remarks made in his

memoirs remains questionable.”

BAR 10 OF IV. LARGO TO BAR 27 OF V. ALLEGRETTO

The lengthy bassoon solo spanning the fourth and fifth movements of
Shostakovich’s Ninth Symphony presents a number of challenges that are solely
unique to this excerpt. At around four minutes in length—easily the longest
principal bassoon solo in our standard orchestral repertoire—it not only challenges
the player’s lyricism and musicality, but also the limits of his or her endurance.
Furthermore, it is not enough to simply play the solo expressively—there also needs
to be enough variety in the phrasing to hold the listener’s attention for its entire
duration. Since the fifth movement passage is comparatively straightforward, I will

be focusing this discussion on the lyrical solo in the fourth movement.

Tempo Considerations

In the manuscript of the fourth movement, Shostakovich gives a tempo
marking of ;' = 84; however, this tempo is actually marked over his original
indication of J = 56. For the fifth movement, he also replaces his original marking of
J =112 with a tempo indication of J = 100.8 While I do follow his corrected tempo

of J =100 for the fifth movement, I still prefer a tempo closer to his original J =56

7 Shostakovich’s son, Maxim, claimed that Testimony was mostly a compilation of
third-hand rumors and anecdotes.
8 J[akubov, 124.
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marking for the fourth. This tempo is most closely reflected in the included
recording by the Oslo Philharmonic Orchestra, while his corrected tempo of

J =84 is closer to the tempo taken in the recording by the Scottish National
Orchestra. In my opinion, a tempo of & = 84 is much too stagnant for such a lengthy
solo structured around half notes; on the other end of the spectrum, an
exceptionally fast tempo like the one taken in Bernstein’s recording with the Wiener
Philharmoniker can make the solo feel rushed, drastically reducing the pathos of the

line.

Identifying and Bringing Out Tension in the Line

The biggest challenge in this solo is preparing a musical plan of attack.
Shostakovich writes, “These solos should be free, expressive, and light. This is
especially true of the bassoon.”® While he does give us some specific dynamic
indications, we should feel free to push and pull the tempo where we see fit.
However, there are certain parts of the solo where altering the tempo is much more
natural sounding than others, and in order to understand where these places are,
we should take note of the consonance and dissonance in the bassoon line.

In the first half of m. 10, the bassoon has three statements of a descending
half note motive over a sustained F Major chord in the brass. Each of these intervals
are consonant: the first interval of F - C is the root and fifth of F Major, the next
interval of D - A is the added sixth and third of F Major (essentially creating a

passing vi” harmony at that point), and the last interval is another statement of the

9 lakubov, 122.
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opening F - C. These three sets of notes are the most consonant intervals in this
opening phrase, and Shostakovich highlights them by making them the longest
notes of the phrase, as well as placing diminuendos on the second and third sets of
intervals. Starting with the idea that these half notes should be the focal points of
this opening section, we can next assign some specific guidelines to follow:

* Half notes (besides the opening set) should relax slightly in both tempo
and vibrato over the course of the two notes; because Shostakovich does
not include a diminuendo on the opening half notes, I instead play them
in a broad, declamatory fashion in the tempo I intend to base the overall
solo on.

e All descending notes should move forward into the next note of a longer
note value; for example, the eighth notes in the first half should lead into
the Ab», while the quarter notes that descend from the Db 4 should lead
into Abs.

e All upward notes should slow down slightly as the range moves higher,
and should be played as pickup notes into the half notes; in the first half
of the bar, these lines create the tension that is dissipated by the
consonant half notes; in the second half of the bar, these notes lead into
the main notes of the descending F - Eb - Db - C resolution.1?

After the half notes, the second most important notes are the quarter notes
that approach them from a half step above (Eb for the second set of half notes, and
Gb for the third). This motive occurs throughout the entire solo—you will notice
that almost every instance of two half notes is preceded by a quarter note a half step
above. Because of this half-step interval, these quarter notes should have the most
tension in each set of notes leading into the half notes, and giving them the most
tension requires that we emphasize them somehow in our playing. We already

examined one method of stressing particular notes in our discussion of the second

movement of Beethoven'’s Violin Concerto (Chapter 6) that involved slightly

10 This is essentially just a movement from 1 to 5 with a modal inflection in the
middle.
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lengthening the duration of the note. But we can also stress notes by adding a more
intense vibrato, and I find that a combination of these two methods is very effective
for these dissonant quarter notes.

This solo is also a perfect example of a lyrical line that can benefit greatly
from the wide range of vibrato that can be created with the abdomen. The four
factors that should influence our decisions regarding vibrato are:

* The range of the notes

* The dynamic of the notes

¢ The harmonic tension of the note
¢ The intervallic tension of the line

These last two factors are especially important, as Jooste explains:

For the judicious application of vibrato, the player first has to determine

which notes or even parts of them should contribute to the build-up of

tension, what the relative level of tension should be, which notes form the

climax of the tension line and which notes or parts thereof should contain an

element of tension at all.11

Example 16.1 shows most of my major phrasing decisions for the first full bar,
including the levels of vibrato I apply to certain important notes. While I do use
vibrato on most notes in the solo, I concentrate on specific harmonic dissonances
and half-step intervals to act almost like vibrato “goal” notes that my vibrato
intensity can lead to and away from. The numbers I have assigned indicate the speed
of the pulses, and for the sake of simplicity, we can say that the width of the pulses
are directly related to the given dynamic (a louder dynamic equals wider pulses, and

vice versa). For example, because of the dynamic difference between the two notes,

the Gb in the middle of the second line will have a narrower Vib. 3 vibrato than the

1 Jooste, 118.
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Ab half note just before it. Along with the dynamics, the pitches themselves should
also have an influence on the width of the vibrato. For example, playing extremely
high notes like the D4 in m. 22 with a very fast and wide vibrato will make the
vibrato stick out from the note itself; so although I give this note the fastest vibrato
(since it is the highest note of the solo), I make it narrow enough to sound

appropriate and tasteful for a note of that range.12

Example 16.1. Shostakovich, Symphony No. 9, Mvt. [V - m. 10, phrasing suggestions
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Other Considerations

One unusual issue arises in m. 29 of the fourth movement, where we are
asked to keep a long hairpin alive during a rest between the D% and Eb. The end of
the D ¥ requires a variation of Weisberg’s resonant endings that requires giving the

end of D a little push and lift with the air, while keeping the abdominals flexed so

12 See the “Vibrato” section of Chapter 3 for more information on these vibrato
labels, as well as Weisberg’s explanation of why very wide vibrato on high notes
generally does not sound good.
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the airstream can be reinstated at the same level for the following Eb after the rest.
McGill describes a similar technique:

In reed playing, the embouchure should tighten from the corners of the

mouth at the very end of the note while the abdominal muscles give a minute

push with the air. This slight increase in air pressure at the final moment
keeps up the intensity of the cutoff and prevents any residual feeling of
deflation. Ending a triumphant note in this way, as a great opera singer might,
can create a thrilling effect.13

Although there is a rest, we want to create the impression that the sound is

continuing to travel through it, not stopped by it. Resist the temptation to end the

D4 by closing the glottis—keep the airstream unrestricted, and use the

embouchure to close the note.

Finally, for the D4, - Cb3 slurred leap in mm. 31 to 32, I find that I can leave
the whisper lock down for the D% (which I put on during the rest in m. 26) and then
press and hold the C vent key for the Cb. Having the whisper lock down prevents the
lower D4 from jumping up too soon, and on my bassoon the vent key will override

the whisper key in this situation. You may find that this is not the case on your own

instrument, but I recommend experimenting to find out.

13 McGill, 182.



190

PARTS, SCORES, AND RECORDINGS

Part
Schostakowitsch, Dmitri. Sinfonie Nr. 9, Op. 70. New York: E.F. Kalmus, n.d. Bassoon I
part.
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Iakubov, Manashir, ed. Dmitri Shostakovich: New Collected Works. Series 1,
Symphonies, Vol. 9. Moscow: DSCH Publishers, 2000.
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Moscow: DSCH Publishers, 2000.

Recordings
London Philharmonic Orchestra. Bernard Haitink, conductor. Symphony No. 5;

Symphony No. 9, by Dmitri Shostakovich. Recorded 1980. Decca 425 066-2.
CD. 1993.

London Symphony Orchestra. Sir Malcolm Sargent, conductor. Symphony No. 9, Op.
70, by Dmitri Shostakovich; Lieutenant Kije Suite, by Sergei Prokofiev. Everest
SDBR 3054. LP. 1960.

Philharmonic-Symphony Orchestra of New York. Efrem Kurtz, conductor. Symphony
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CHAPTER 17

TILL EULENSPIEGELS LUSTIGE STREICHE, OP. 28
BY RICHARD STRAUSS (1864 - 1949)

Composed: Late 1894 to May 6, 1895 in Munich

Premiere: November 5, 1895 in Cologne, conducted by Franz Wiillner

Origins

Strauss began composing Till Eulenspiegel in late 1894, five years after he
had completed his last tone poem, Tod und Verkldrung. During this five-year gap,
Strauss had been completely preoccupied with writing the music and libretto for his
opera Guntram. The opera, which premiered in May 1894, was an uncharacteristic
failure for the twenty-nine-year-old Strauss, and it was only ever staged a handful of
times during his lifetime.

The next work that Strauss embarked on, Till Eulenspiegel bei den
Schildbiirgern, also began life as an opera. He originally intended it to take the form
of a one-act Volksoper (folk opera) based on the folk character of the same name, but
the project was scrapped with only a rough draft of the libretto ever completed.! It
is not entirely clear why Strauss abandoned this opera, but the recent failure of
Guntram undoubtedly played a large role in the composer’s decision.

Nevertheless, Strauss remained inspired by the thought of a musical work

based on the Till Eulenspiegel character, and soon turned his attention towards

1 Mark-Daniel Schmid, The Tone Poems of Richard Strauss and Their Reception
History from 1887-1908 (Ann Arbor, MI: UMI, 1997), 230.
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creating a purely symphonic work based on the idea. The finished result was titled
Till Eulenspiegels lustige Streiche, nach alter Schelmenweise—in Rondeauform—fiir
grosses Orchester gestetzt (Till Eulenspiegel's merry pranks, in the manner of an old

rogue—in rondo form—set for full orchestra).?

Programmatic Elements

Till Eulenspiegel is considered a heroic character in German folklore, with
stories of his adventures dating all the way back to the fifteenth century (and
earliest surviving texts dating from 1515).3 In these tales, Till Eulenspiegel is a
prankster from Brunswick who delights in playing practical jokes on villagers from
every social class. Despite the numerous, oftentimes vulgar tricks that Till
Eulenspiegel took part in, he always managed to get away with no punishment.
Strauss, however, decided to play his own macabre trick on the infamous joker. In
the traditional story, Till outwits the executioners and later dies peacefully in his
own bed, but in his tone poem, Strauss makes sure Till never escapes the scaffold.

Originally, Strauss was hesitant to divulge specific details about the various
scenes he imagined for Till Eulenspiegel. The conductor of the premiere, Franz
Wiillner, asked Strauss for further details on the programme shortly before the first

performance. Strauss replied, “It is impossible to give Eulenspiegel a program. Put

2 "Till Eulenspiegel," In The Oxford Dictionary of Music, 2nd ed. rev., ed. Michael
Kennedy, Oxford Music Online,
http://www.oxfordmusiconline.com/subscriber/article/opr/t237/e10272
(accessed June 27, 2011).

3 "Till Eulenspiegel," In Encyclopaedia Britannica. Encyclopaedia Britannica Online,
http://www.britannica.com/EBchecked/topic/195195/Till-Eulenspiegel (accessed
June 27, 2011).
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into words, what [ was thinking as | composed the individual parts would appear
damned funny and give much offense.”* Not long after the premiere, though, Strauss
labeled over twenty different sections in Wilhelm Mauke’s copy of Till Eulenspiegel,
which Mauke subsequently published in 1896.> Since Strauss loosely structured the
piece around the classical rondo form, he essentially made each episode a musical
representation of one of Till's various practical jokes. According to Strauss’s notes,
some of the episodes depict Till flirting with women, mocking religion while dressed
as a priest, and even brazenly riding a horse through a crowded market.
Unfortunately, Strauss did not include labels for the large, complex section
between rehearsal numbers 26 and 38 (the bassoon excerpt begins 6 bars before
Rehearsal 32). The first label that appears after this blank section is at Rehearsal 38:
Das Gericht (The Court), so we can assume that Till had finally been chased down
and apprehended by the authorities during the previous unlabeled section. Music
historian James Hepokoski offers one explanation for the absence of any labels in
this section, and I find it to be highly appropriate considering the difficulty of our
bassoon excerpt. In his 1996 article “Framing Till Eulenspiegel,” Hepokoski argues
that Till’s final, biggest prank of all is actually a prank on the musicians themselves:
As the programmatic labels fall away, we find that Till’s climactic prank is an
essentially musical one, involving, among other things, a marked increase in
rhythmic and contrapuntal complexity and a ratcheting up of sheer difficulty
of performance... How many ensembles, one wonders, have come undone at

just this point, as Till bedevils the very instrumentalists who are bringing
him to life?6

4 James Hepokoski, “Framing Till Eulenspiegel,” 19th-Century Music 30, no. 1
(Summer 2006): 10.

5 Ibid., 11-12.

6 Ibid., 35-36.
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6 BARS BEFORE REHEARSAL 32 TO 8 BARS AFTER REHEARSAL 33

A tempo of J.=120-126 is common for this section of the piece, though in
many recordings there is a noticeable relaxation at Rehearsal 32. The melodic line at

the end of this excerpt is a variation of the opening theme in the solo horn.

A Misprint for the Last Note?

In his orchestral excerpt CD,” David McGill remarks that the last note of this
excerpt, an F3, should actually be a C4. McGill’s former teacher, Sol Schoenbach, was
convinced that a tenor clef sign had been erroneously omitted from both the score
and part, and thought that the bassoon line should actually be identical to the violas,
ending on a high C. However, Strauss’s autograph score—with the bassoon written
in tenor clef instead of bass clef—leaves no doubt that the F is correct. Also, if the
note was indeed meant to be a C (the fifth in a V7/IV), then we might also expect it to
resolve down a whole step to a Bb (the root of IV) as it does in the violas.
Schoenbach was such a prolific performer and important teacher that many in the
bassoon community continue to regard this story as fact, and hopefully this clarifies

things once and for all.8

Note Groupings

The first half of this excerpt is essentially an exercise in finger technique, and

our fluidity greatly depends on understanding how the notes should be grouped

7 McGill, Orchestral Excerpts for Bassoon, Track 19.
8 It should be noted that none of the recordings in this project include this error.



195

together. Example 17.1 shows the groupings David McGill discusses in his book® and

orchestral excerpt CD.10

Example 17.1. Strauss, Till Eulenspiegel, bars 6 to 4 before Rehearsal 32, David
McGill’s note groupings

As you can see, these groupings are not overtly apparent in the written music, and if
we were to remove the bar lines and re-beam the passage as in Example 17.2, we
would see these groupings in a much clearer light. As we discovered in the
examinations of Berlioz’s Symphonie fantastique (Chapter 7) and Rimsky-Korsakov’s
Scheherazade (Chapter 15), composers often do not provide the most accurate
beaming, and it is up to us to determine when they can be detrimental to the musical
gesture. That being said, the intersecting bar lines in this particular instance gave

Strauss little choice in his beaming decisions.

Example 17.2. Strauss, Till Eulenspiegel, bars 6 to 4 before Rehearsal 32, re-beamed
music with omitted bar lines

J{Qjﬁ,—ft—f—.—w '_ |1|\§:
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[

9 McGill, 273.
10 McGill, Orchestral Excerpts for Bassoon, Track 19.
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To familiarize yourself with the groupings of this segment, try practicing at a
slow tempo with the hairpins and fermatas from Example 17.3. Once these
inflections have been ingrained, move on to practicing the passage with various
rhythms such as dotted-eighth-sixteenths and sixteenth-dotted-eighths. The truly
adventurous can even try using similar rhythmic patterns and metric displacements
like the ones Christopher Weait suggests for the third movement of Ravel’s Piano

Concerto (Chapter 14).

Example 17.3. Strauss, Till Eulenspiegel, bars 6 to 4 before Rehearsal 32, re-beamed
music with fermatas and hairpins

be , o ®i0,
—_— =

Syncopations

Students often put most of their practice energy into the technical figure at
the beginning of the excerpt, glossing over the syncopated melodic line near the end.
Though not as challenging as the first half of the excerpt, the second half still
requires a great deal of attention. The main problem we face is how to play the
syncopated melody at Rehearsal 33 without dragging, but like with most technical
challenges, the answer can be found through giving the passage a clear musical
gesture. The gesture for this figure (a variation of the horn’s opening theme) should

lead to and from the G#3, repeating each time from the C3 (Example 17.4).
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Example 17.4. Strauss, Till Eulenspiegel, bars 1 to 4 of Rehearsal 33, with added
hairpins
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A helpful way to think of this gesture is to imagine the inflection we would
use if it started on the downbeat of the measure (Example 17.5). In fact, I
recommend practicing this version first since it removes the variable of the

syncopation and allows us to focus on the underlying phrasing.

Example 17.5. Strauss, Till Eulenspiegel, bars 1 to 4 of Rehearsal 33, re-barred
music with added hairpins
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Another way to play with the meter in our practice is demonstrated in
Example 17.6. 1 find that having the G# tied through the bar line in the original
version can cause a mental hitch, and that moving the note to the middle of the
measure allows the figure to flow more naturally. Also, if we split off the first three
beats of the measure at Rehearsal 33 into its own 3/8 bar, it will help bring out the

pick-up quality of the C that starts the upward line.
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Example 17.6. Strauss, Till Eulenspiegel, bars 1 to 4 of Rehearsal 33, re-barred
music with 3/8 measure and added hairpins
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Finally, since the tendency will be to play the A after the tied G#s too late,

experiment with actually trying to play it a little early instead. My guess is that this

will actually place the A exactly in tempo for many players.
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PARTS, SCORES, AND RECORDINGS
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Strauss, Richard. Till Eulenspiegels lustige Streiche, Op. 28. Critical Edition based on
the composer’s manuscript. Edited by Clinton F. Nieweg. Boca Raton, FL: E.F.
Kalmus, 2001. Bassoon I part.
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Walter Werbeck. Wien: Verlag Dr. Richard Strauss; Frankfurt/M.; New York:
C.F. Peters, 1999.

. “Till Eulenspiegels lustige Streiche, Op. 28.” In Tondichtungen I/Tone
Poems I. Introduction by Walter Werbeck. Wien: Verlag Dr. Richard Strauss;
Frankfort: C.F. Peters, 1999,

Recordings
BBC Philharmonic. Yan Pascal Tortelier, conductor. Peter and the Wolf, by Sergei

Prokofiev; Till Eulenspiegel, by Richard Strauss. Recorded Sept. 21-22, 1999.
BBC Music Magazine BBC MM94. CD. 2000.

Berlin Philharmonic. Herbert von Karajan, conductor. Till Eulenspiegels lustige
Streiche, Op. 28; Don Juan, Op. 20; Tod und Verkldrung, Op. 24; Salomes Tanz:
aus dem Musikdrama “Salome”, Op. 54, by Richard Strauss. Recorded Nov. &
Dec. 1972. Deutsche Grammophon 423 222-2. CD. 1988.

Berliner Philharmoniker. Herbert von Karajan, conductor. Don Quixote, Op. 35; Till
Eulenspiegel, Op. 28, by Richard Strauss. Recorded June 1986. Deutsche
Grammophon 419 599-2. CD. 1987.

Chicago Symphony Orchestra. Frederick Stock, conductor. Chicago Symphony
Orchestra: The First 100 Years. Recorded 1940. Chicago Symphony Orchestra
CS090/12. CD. 1990.

. Sir Georg Solti, conductor. Also sprach Zarathustra; Ein Heldenleben; Eine
Alpensinfonie; Don Juan; Till Eulenspiegel, by Richard Strauss. Recorded May
1975. London 440 618-2. CD. 1994.

New York Philharmonic. Leonard Bernstein, conductor and narrator. Bernstein
Conducts for Young People: All-Time Children’s Favorites. Columbia
Masterworks D3S 785. LP. 1968.

Royal Concertgebouw Orchestra. Bernard Haitink, conductor. Strauss: 5 Great Tone
Poems. Recorded 1981. Philips 442 281-2. CD. 1994.



CHAPTER 18

THE FIREBIRD (ORIGINAL 1910 BALLET VERSION)
BY IGOR STRAVINSKY (1882 - 1971)

Composed: November 1909 in the country area outside of St. Petersburg;
December 1909 to May 1910 in St. Petersburg

Premiere: June 25, 1910 at the Paris Opera House, conducted by Gabriel Pierné,
with choreography by Michel Fokine

Origins
[gor Stravinsky was only twenty-seven years old when he received the
commission for The Firebird from Sergei Diaghilev. Diaghilev, a ballet impresario,
had previously hired Stravinsky to arrange a few short piano pieces for earlier
productions at his Ballets Russes, and clearly recognized both the talent and
potential of the young composer’s work. Initial discussions between Stravinsky and
Diaghilev took place as early as the summer of 1909, but an official commission was
not offered until December. Interestingly, Diaghilev actually offered the job to two
other composers during this period, and only returned to Stravinsky after both of
these earlier commissions fell through. Stravinsky, aware that he was not the first
choice to produce the score, began composing anyway:
[ had already begun to think about The Firebird when I returned to St.
Petersburg from Ustilug in the fall of 1909, though [ was not yet certain of the
commission (which, in fact, did not come until December, more than a month
after [ had begun to compose; I remember the day Diaghilev telephoned me
to say go ahead, and I recall his surprise when I said that I already had
started). Early in November I moved from St. Petersburg to a dacha
belonging to the Rimsky-Korsakov family about seventy miles southeast of

the city. [ went there for a vacation in birch forests and snow-fresh air, but
instead began work on The Firebird. Andrei Rimsky-Korsakov was with me at
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the time, as he often was during the following months; because of this, The
Firebird is dedicated to him. The Introduction up to the bassoon-and-clarinet
figure at bar seven was composed in the country, as were notations for later
parts. [ returned to St. Petersburg in December and remained there until
March, when the composition was finished.! [Note: Stravinsky continued
orchestrating The Firebird until May 1910.]

It quickly became clear during rehearsals that most of the musicians and
dancers were completely baffled by Stravinsky’s new score. The stage manager of
the Ballet Russes, S.L. Grigoriev, recounts:

From the moment they heard the first bars the company were all too
obviously dismayed at the absence of melody in the music and its unlikeness
to what they were used to dancing to at the Mariinsky. Some of them declared
that it did not sound like music at all. Stravinsky was usually present to
indicate the tempo and rhythms. Now and again he would play over passages
himself and, according to some of the dancers, ‘demolish the piano’. He was
particularly exacting about the rhythms and used to hammer them out with
considerable violence, humming loudly and scarcely caring whether he
struck the right notes. It was invigorating to watch such a display of
temperament, which certainly inspired Fokine in his work... Stravinsky
attended the orchestra rehearsals and endeavoured to explain the music; but
energetically though the musicians attacked it, they found it no less
bewildering than did the dancers.2

While the dancers and musicians may have been “bewildered” by the avant-
garde score, Stravinsky viewed it as a logical continuation of the established Russian
tradition. He even compared his melodic material in The Firebird to that of
Tchaikovsky, and his orchestration techniques to those of his mentor Rimsky-

Korsakov.3 More importantly, the public seems to have had little issue with the

1 Igor Stravinsky and Robert Craft, Expositions and Developments (University of
California Press: Berkeley and Los Angeles, 1959), 127-28.

2 S.L. Grigoriev, The Diaghilev Ballet: 1909 - 1929, translated and edited by Vera
Bowen (R. & R. Clark, Ltd.: Edinburgh, 1953), 32 & 37.

3 Pieter C. Van den Toorn, The Music of Igor Stravinsky (Yale University Press: New
Haven & London, 1983), 2.
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complexity of The Firebird, giving it an overwhelmingly positive reception at its
premiere.* Stravinsky detailed the event in his 1936 autobiography:
The performance was warmly applauded by the Paris public. I am, of course,
far from attributing this success solely to the score; it was equally due to the
spectacle on the stage in the painter Golovin’s magnificent setting, the
brilliant interpretation by Diaghileff’s artists, and the talent of the
choreographer.>
The Firebird’s success was a turning point in Stravinsky’s early career, and
led to further collaborations with Diaghilev that would cement his status as one of
the century’s most important composers. In hindsight, it is surprising to learn that
Stravinsky was doubtful in his ability to even attempt such an ambitious project:
The Firebird did not attract me as a subject. Like all story ballets it
determined a descriptive music of a kind I did not want to write. I had not yet
proved myself as a composer, and I had not earned the right to criticize the
aesthetics of my collaborators, but I did criticize them, and arrogantly,
though perhaps my age (twenty-seven) was more arrogant than I was...
However, if I say [ was less than eager to fulfill the commission, I know that,
in truth, my reservations about the subject were also an advance defence for
my not being sure I could.®
Although The Firebird remained Stravinsky’s most popular work for the rest
of his life, he was never entirely satisfied with the score. He went on to release

orchestra suites of the ballet in 1912, 1919 and 1945, each featuring a number of

significant alterations and revisions.”

4 Maurice Ravel, however, attributed much of the premiere’s success to the sheer
dullness of Diaghilev’s last two productions.

5> Igor Stravinsky, An Autobiography (Calder & Boyars: London, 1975), 29-30.

6 Stravinsky and Craft, Expositions and Developments, 128.

7 See the following Pedagogy section for more on Stravinsky’s numerous revisions of
Firebird and how it has affected bassoonists.
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Programmatic Elements

The plot of The Firebird is based on an old Russian fairy tale of the same
name (in Russian Zhar’-ptitsa). As envisioned by original choreographer Michel
Fokine, the ballet version follows the Czarevich Ivan, who one night discovers a
magical garden outside the castle of the evil sorcerer King Kastchei. Through the
garden walls, Ivan is amazed to see golden fruit hanging from silver trees, scattered
amongst the petrified knights who had dared enter before. Out of nowhere, the dark
garden is suddenly illuminated, and the mysterious Firebird enters, moving to pick a
golden apple from its tree. Ivan climbs over the fence and snatches the Firebird, but
the Czarevich—being a noble and benevolent man—is so moved by the creature’s
plaintive cries that he decides to releases her. In exchange for his compassion, the
Firebird presents Ivan with one of her fiery plumes and promises to return should
he ever find himself in need. The Firebird flies away, leaving Ivan alone once again
in the dark garden.

As Ivan prepares to leave, twelve beautiful princesses file into the garden,
followed by a thirteenth princess whom Ivan believes to be the most fair of all.
Unbeknownst to the sleeping Kastchei, the princesses entered the garden each night
to play with the golden apples under the glittering moonlight. Enchanted by the
thirteenth princess, Ivan decides to introduce himself, and though initially very shy,
the princesses soon let Ivan join in their game. As dawn starts to break, the
princesses suddenly realize they must return to the castle before the evil Kastchei
awakes. When Ivan attempts to follow, the thirteenth princess stops him and tells

him that he will die if he enters. The gates close, and the princesses are gone.
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Ivan refuses to accept that his beautiful princess is gone forever, and begins
clanging at the gates with his sword. The entire kingdom is awoken, and all manner
of grotesque figures spew forth to attack the Czarevich. Ivan proves to be a capable
and resilient warrior, but the king’s grotesque minions inevitably overtake him.
King Kastchei himself emerges from the castle, and summons Ivan forward to be
questioned. Ivan, defiant to the end, responds by spitting in Kastchei’s face. Enraged,
the evil sorcerer pins Ivan against the wall, and begins the incantation that will turn
him to stone. The thirteenth princess begs Kastchei for mercy, but it is of no use—
the Czarevich appears doomed to join the other petrified statues in the garden.

Suddenly, Ivan remembers the feather given to him by the Firebird, and
quickly pulls it out, waving it in the air. The Firebird immediately swoops in and
blinds the monsters, bewildering them into an uncontrollable dance. Kastchei and
his minions dance themselves to the point of exhaustion, and finally collapse on the
ground. As the monsters rock themselves to sleep, the Firebird gently glides over
them as if singing a lullaby (our bassoon solo from the “Berceuse”). She then leads
Ivan to a nearby tree stump, next to which sits a chest containing an egg. This egg,
the Firebird explains, holds the very soul of Kastchei, and is the key to his defeat.
Ivan triumphantly slams the egg to the ground, smashing it to pieces, and in doing so
destroys the evil sorcerer forever. As the ballet ends, the kingdom is transformed
into a Christian city, the castle into a cathedral, and Ivan takes the thirteenth

princess as his wife and queen.
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BAR 3 OF REHEARSAL 183 TO 1 BAR BEFORE REHEARSAL 187

The bassoon solo in the “Berceuse” is the Firebird’s lullaby to Kastchei and
his monsters that have danced themselves to exhaustion during the “Infernal Dance.”
We might assume that Stravinsky’s own recordings could be used as reference for
an appropriate tempo, but the tempos of each are quite varied. For example,
Stravinsky takes a tempo close to &' =92 in his 1946 recording with the New York
Philharmonic; fifteen years later, however, he takes a tempo closer to
J =120 with the Columbia Symphony Orchestra. I prefer a tempo in the former
range (about &' =90-100), which can be heard in the recordings of the Royal

Concertgebouw Orchestra and the San Francisco Symphony.

The Case of the Mysterious D /Db

The main issue I want to discuss with this excerpt is the now infamous
question of whether to play a Db or D& in the fourth bar of Rehearsal 186. Luckily,
the long and complex circumstances leading to this confusion have been expertly
documented in Jeffery Lyman’s 2008 Double Reed article “D or D flat?: Stravinsky’s
Berceuse and the Long Story of a Short Note.”8 The controversy began with
Stravinsky’s lesser-known 1912 revision of the “Berceuse,” when the natural sign in
front of the D was omitted from the published score. I believe that we can dismiss
this missing natural sign as an error on the publisher’s part, since this version of the

“Berceuse” was the only one to appear before 1928 in either print or recorded form

8 Jeffrey Lyman, “D or D flat?: Stravinsky’s Berceuse and the Long Story of a Short
Note.” Double Reed, Vol. 31, No. 1 (2008), 75-85.
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without the original D 4. We know that Stravinsky’s scores were often published in
poor condition, and that Stravinsky himself often had little control over the
publishing rights to his own music. Robert Craft, Stravinsky’s close friend and
colleague, gave us an idea of just how many mistakes could be possible in one
edition of Firebird when he pointed out that the score for the 1919 suite contained
over three hundred errors in total.?

Some bassoonists attempt to explain the necessity of a D4 by looking at the
accompanying harmonies, and argue that the note must be a D% so that it does not
clash with the D% in the accompaniment. However, Stravinsky’s second reduction
for violin and piano (published in 1932) appears to silence any such assertions.
Here, for the first time, Stravinsky directly indicates that the note should be different
than in his original ballet score. In this version (transposed to E Minor) Stravinsky
marks what corresponds to a cautionary flat sign before the D, while leaving the
dissonant accompaniment intact. By the time of the 1945 suite, the note had
officially been changed to Db in the bassoon solo as well.

Did Stravinsky make this change in his 1945 suite because he started to
believe the Db version sounded better? In 1959, he lamented:

[ laboured again and again on that piece, but could do no better, and an

awkward orchestral handicap remains, though I cannot say exactly what it is.

[ have already criticized The Firebird twice, in my revised versions of 1919

and 1945, and these direct musical criticisms are stronger than words.10

Interestingly, Stravinsky often expressed his disdain for Firebird’s popularity,

and complained about the number of times he was requested to conduct it. Could it

9 Robert Craft, Stravinsky: Glimpses of a Life (St. Martin’s Press: New York, 1992), 10.
10 Stravinsky and Craft, Expositions and Developments, 132.
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be that he simply began caring less about the piece, therefore allowing bassoonists
to choose either note they wished? Accounts of Stravinsky yelling directions at the
orchestra in rehearsals—including specifically for the bassoonist not to play D i —do
not portray a composer who no longer cared about the finer details of his work.
Furthermore, he retroactively applied the Db to the original ballet version as well,
which can be heard in the included 1961 recording with the Columbia Symphony
Orchestra.ll

There is little doubt that Stravinsky preferred the Db—after all, he did make
the conscious decision to change the note in his suites, and most of his own
recordings feature the Db as well. But the original version—which went unchanged
for eighteen years—was a D 4. Just because Stravinsky made this change to his own
piece, does it automatically mean we must follow it? To claim that an artist can do
absolutely no wrong when altering his own work is a bit too reverential, in my
opinion. After all, George Lucas made a number of changes to his Star Wars movies
twenty years after they were released, yet most fans agree that many of these
revisions actually make the movies worse—not better—than the originals.

So what are we supposed to think? Should itbe a D%, a Db, or should we just
choose whichever note we prefer? Though this final option is both a tempting and
easy choice, I believe that one of these notes is far more musically interesting and

logical—the D 4. Instead of examining how the solo relates to the underlying

11 Columbia Symphony Orchestra, Stravinsky: The Ballets, Vol. I, Igor Stravinsky,
conductor, Sony Classical SM3K 46291 (CD), 1991.
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accompaniment, we should actually take a closer look at the melodic structure of the

solo itself.

Similarities of the Fundamental Line

To understand why the D4 is the better note to play here, we first need to
figure out where this section of new material comes from. In the first half of the solo,
we have two consecutive statements of a four-bar melody. At Rehearsal 132, this
melody appears for a third time, but it is interrupted by a new four-bar phrase in the
third bar. At the end of this interruption, we are finally presented with the last two
bars of the main melody that began at Rehearsal 132.

The original melody and the “interrupting” melody both span four bars, and
this should be our first indication that there may be a connection between the two.
Looking closer, we can also see that the pitch structure and melodic contours of
each are also very similar. McGill explains exactly how these melodies are related:

When this theme is repeated later, it is expanded by simply ornamenting the

main melody. First, there’s part A of the theme and its variation, then part B’s

variation, and finally, part B essentially as it originally sounded... Whether to

play a Db or a D4 in the fourth bar, here, causes a lot of controversy among
otherwise levelheaded bassoonists. To me, it’s simply an ornamentation of

the original melody, so I play a D 4.12

In fact, if the note is played as a D%, then the fundamental lines of both the

original melody (Example 18.1) and the interrupting melody (Example 18.2) are

12 McGill, Orchestral Excerpts for Bassoon, Track 26. Quote transcribed and
punctuated by the author.
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identical.’® As both examples show, the fundamental structure of the melody is Bb -
Db-D4%-Eb-F-Eb (3 “T-#7-1-2- i),l‘* but even more interesting is that,
as shown in the fourth level of Example 18.2, the Dt of the interrupting melody does
not resolve to Eb until the fourth beat of the bar. This means that, at a deeper level,
the questionable D4 of the interrupting melody actually lasts an entire beat longer
than the D ¥ of the original melody! From this perspective, we can see that by
changing this note to a Db, we are really changing two beats of the bar, not just one

note.

Example 18.1. Stravinsky, The Firebird — bars 3 to 6 of Rehearsal 183, melodic
reduction

Level 1 (Surface)
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13 To arrive at their identical fundamental lines, the interrupting melody—a more
florid line containing a few more notes than the original melody—must be reduced
one level further.

14 This is essentially a prolonged motion from Bb to Eb (3 - i).



Example 18.2. Stravinsky, The Firebird — bars 3 to 6 of Rehearsal 186, melodic

reduction with D&
Level 1 (Surface)
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Example 18.3 shows the fundamental line of the solo with the Db instead of

the D 4. As you can see, it's not nearly as elegant as the version with the D t —it is

almost the same as the original melody, but not quite the same. In fact, [ would argue

that it is just different enough to be distracting—once you are aware of the

fundamental line that repeats in each of the first two statements of the melody

(Example 18.1), you will start to expect the D% (sounding as the leading tone to the

subsequent Eb) here as well. To me, hearing a bassoonist play a Db instead ofa D4

is tantamount to hearing a bassoonist play a completely wrong note.



Example 18.3. Stravinsky, The Firebird — bars 3 to 6 of Rehearsal 186, melodic

reduction with Db
Level 1 (Surface)

211

1 bl | = |
2 — o . s
ey L ] J /) | | | 1

&

o T
| |2 | | | [ | | | |
| [ 1T 1 | 1 — | T | — |
} 1 | | ? T T i ! [ } | |
3 3 3
Level 2
—— —~ <,
== o - T w.—P—F}l‘—“Pﬁ
bl B 4 | | 2 | | 1 | | |
) L] )/ | N | | | || | | 1 | T |
| | | | | T T | r |
| 3 3 | | 3
Level 3
L‘ s e —“, /\
[ 112 [ o (7] 2 ~
I5 !" g E 5 ﬁ ! IZP e | Il 1 ~ ]
| 2 | [ | |
/1 T | | T | 1 | |
= % | | ! | } | ' |
Level 4
1y bl =% o 2 N
1824 — 7 = — ; H g }
/1 | 1 | |
=x ‘[ | L | | ) |
Level 5
//—\
T WS ]

T

One argument for playing the Db over the D% could be that the Db - Cb M2

interval is easier to play than the D% - Cb augmented interval. It is possible this

played into Stravinsky’s decision to first change the note in the 1932 reduction for

violin and piano, but most bassoonists would agree that the interval of Db - Cb is

actually more awkward because of the additional keys needed to play the Db.

Bearing that in mind, this argument of decreased difficulty seems to hold little water

in regards to the bassoon solo of the orchestral version.
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At the end of this short discussion, what have we discovered? The D ¥ is more
interesting melodically because of the exotic augmented D% - Cb interval;
listeners—at least subconsciously—expect to hear the D% because it recreates the
same fundamental line as the first two statements of the melody; and the D& - Cb
interval is even physically easier to play than the Db - Cb interval. In my opinion,

the choice is clear—the note should bea D#.
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PARTS, SCORES, AND RECORDINGS

Part
Stravinsky, Igor. L’oiseau de feu. Boca Raton, FL: E.F. Kalmus, n.d. Bassoon I part.

Scores
Stravinsky, Igor. L’oiseau de feu. Critical Edition. Edited by Herbert Schneider.
London; New York: E. Eulenberg, 1996.

. L'oiseau de feu: fac-similé du manuscrit Saint-Pétersbourg, 1909-1910.
Studies and commentaries by Louis Cyr, Jean-Jacques Eigeldinger, and Pierre
Wissmer. Geneéve: Minkoff, 1985.

Recordings
Columbia Symphony Orchestra. Igor Stravinsky, conductor. Stravinsky: The Ballets,

Vol. I. Recorded 1961. Sony Classical SM3K 46291. CD. 1991.

London Symphony Orchestra. Antal Dorati, conductor. The Firebird (Complete
Ballet); Fireworks; The Song of the Nightingale; Tango; Scherzo a la russe, by
Igor Stravinsky. Recorded 1959. Philips 432 012-2. CD. 1991.

New York Philharmonic. Igor Stravinsky, conductor. Igor Stravinsky: Composer &
Conductor, Vol. 1. Recorded 1946. Andante 0-9712764-8-X. CD. 2002.

Radio-Symphonie-Orchester Berlin. Lorin Maazel, conductor. El amor brujo; El
sombrero de tres picos, by Manuel de Falla; The Firebird (1919 Suite), by Igor
Stravinsky; Recorded 1957. Deutsche Grammophon 447 414-2. CD. 1995.

Royal Concertgebouw Orchestra. Carlo Maria Giulini, conductor. Pictures at an
Exhibition, by Modest Mussorgsky; The Firebird (Suite), by Igor Stravinsky.
Recorded 1989. Sony Classical SK45935. CD. 1990.

San Francisco Symphony. Michael Tilson Thomas, conductor. L’oiseau de feu; Le
sacre du printemps; Perséphone, by Igor Stravinsky. Recorded Feb. 25-28,
1998. RCA Victor Red Seal 09026-68898-2. CD. 1999.



CHAPTER 19

THE RITE OF SPRING
BY IGOR STRAVINSKY (1882 - 1971)

Composed: From the summer of 1911 to March 19, 1913; composition took place in
Ustilug during the summer months, and at Clarens (on lake Geneva) during the
winter months

Premiere: May 29, 1913 at the Théatre des Champs-Elysées in Paris, conducted by
Pierre Monteux! with choreography by Vaslav Nijinsky

Origins

According to Stravinsky, the idea for The Rite of Spring? came as a sudden
vision while he was working to finish The Firebird. He recalls this moment of
inspiration in his 1936 autobiography:

One day, when I was finishing the last pages of L’Oiseau de Feu in St.
Petersburg, [ had a fleeting vision which came to me as a complete surprise,
my mind at the moment being full of other things. [ saw in [my] imagination a
solemn pagan rite: sage elders, seated in a circle, watched a young girl dance
herself to death. They were sacrificing her to propitiate the god of spring.
Such was the theme of the Sacre du Printemps. | must confess that this vision
made a deep impression on me, and I at once described it to my friend,
Nicholas Roerich, he being a painter who had specialized in pagan subjects.
He welcomed my inspiration with enthusiasm, and became my collaborator
in this creation. In Paris I told Diaghileff about it, and he was at once carried
away by the idea, though its realization was delayed by the following events.3

The “following events” Stravinsky refers to were the inception and composition of

Petroushka, which would become Stravinsky’s next ballet after The Firebird. Shortly

1 A recording of Monteux conducting the Paris Conservatoire Orchestra is included.
2 According to Stravinsky, the title The Coronation of Spring would actually be a
much better English translation for Le sacre du Printemps (Expositions and
Developments, 141).

3 Stravinsky, An Autobiography, 31.

214
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after the premiere of Petroushka, Stravinsky visited Roerich at Princess Tenisheva’s
estate at Talashkino (near Smolensk), where his friend was busy painting the
interior of the chapel.# Here, a detailed scenario for the ballet was set (see below),
and Stravinsky began composing in earnest at his home in Ustilug that summer.

Although Stravinsky had already completed Part One of Rite by March 1912,
Diaghilev decided to postpone the incredibly ambitious production until the
following year. This decision was also partly due to a falling out between Diaghilev
and Michel Fokine, who had been the choreographer at the Ballet Russes since its
inception in 1909. Diaghilev decided that his star dancer, Vaslav Nijinsky, would be
the best choice to take over choreography duties, but Nijinsky was already engaged
throughout 1912 with a production of Debussy’s L'apres-midi d'un faune. Upon
learning of this postponement, Stravinsky eased his pace of work on Rite (even
composing the full score to The King of the Stars during the summer), and finally
completed the piece at the end of March 1913.

The conductor of the premiere, Pierre Monteuy, first heard Stravinsky play a
section of the piano reduction in the summer of 1912. Of the experience, he would
later remark:

With only Diaghileff and myself as audience, Stravinsky sat down to play a

piano reduction of the entire score. Before he got very far I was convinced he

was raving mad. Heard this way, without the color of the orchestra which is

one of its greatest distinctions, the crudity of the rhythms was emphasized,
its stark primitiveness underlined. The very walls resounded as Stravinsky

4 Stephen Walsh,"Stravinsky, Igor," In Grove Music Online. Oxford Music Online,
http://www.oxfordmusiconline.com/subscriber/article/grove/music/52818pg3
(accessed January 29, 2012).
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pounded away, occasionally stamping his feet and jumping up and down to
accentuate the force of the music. Not that it needed such emphasis.>

The incredibly complex rhythms of the music were very demanding of the
dancers. Ballet Russes stage manager Serge Grigoriev described the final rehearsals
leading up to the May 29 premiere:

Even at this stage the rehearsals of [Le Sacre] were far from easy. The
company heartily disliked them, calling them arithmetic classes, because
owing to the total absence of tune in the music, the dancers had to time their
movements by counting the bars. They also saw little point in Nijinsky’s
composition, which consisted almost entirely of rhythmical stamping without
any other movement... When on his return Diaghilev enquired about Le Sacre
and learnt of its enormous unpopularity, he merely remarked that it was an
excellent sign. It proved the composition to be strikingly original.®

The premiere of The Rite of Spring is one of the most infamous stories in all of
music history, and there are numerous first-hand accounts from eyewitnesses of the
spectacle. Grigoriev recalls:

Then, after the first interval the curtain rose on Le Sacre, and not many
minutes passed before a section of the audience began shouting its
indignation; on which the rest retaliated with loud appeals for order. The
hubbub soon became deafening; but the dancers went on, and so did the
orchestra, though scarcely a note of the music could be heard. The shouting
continued even during the change of scene, for which music was provided;
and now actual fighting broke out among some of the spectators; yet even
this did not deter Monteux from persisting with the performance... Diaghilev
tried every device he could think of to calm the audience, keeping the lights
up in the auditorium as long as possible so that the police, who had been
called in, could pick out and eject some of the worst offenders. But no sooner
were the lights lowered again for the second scene than pandemonium burst
out afresh, and then continued till the ballet come to an end.”

> Truman C. Bullard, The First Performance of Igor Stravinsky’s Sacre du Printemps
(Ann Arbor, MI: University Microfilms, 1980), 11.

6 Grigoriev, 81.

7 Ibid., 83-84.
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Stravinsky provides an even more animated account in his 1936
autobiography:

As for the actual performance, I am not in a position to judge, as I left the
auditorium at the first bars of the prelude, which had at once evoked derisive
laughter. I was disgusted. These demonstrations, at first isolated, soon
became general, provoking counter-demonstrations and very quickly
developing into a terrific uproar. During the whole performance [ was at
Nijinsky’s side in the wings. He was standing on a chair, screaming “sixteen,
seventeen, eighteen” - they had their own method of counting to keep time.8
Naturally the poor dancers could hear nothing by reason of the row in the
auditorium and the sound of their own dance steps. I had to hold Nijinsky by
his clothes, for he was furious, and ready to dash on to the stage at any
moment and create a scandal. Diaghileff kept ordering the electricians to turn
the lights on or off, hoping in that way to put a stop to the noise. That is all I
can remember about that first performance. Oddly enough, at the dress
rehearsal, to which he had, as usual, invited a number of actors, painters,
musicians,® writers, and the most cultured representatives of society,
everything had gone off peacefully, and I was very far from expecting such an
outburst.10

Interestingly, while Grigoriev implicates that the music itself was the impetus
for the crowd’s rebellion, Stravinsky would later place the blame squarely on
Nijinsky’s choreography:

The scandal which it produced is a matter of history, but that scandal was in

nowise due to the so-called novelty of the performance, but to a gesture, too

audacious and too intimate, which Nijinsky made, doubtless thinking that

anything was permissible with an erotic subject and perhaps wishing thereby
to enhance the effect of the production.11

8 Keep in mind that Russian numbers over ten are polysyllabic, making it even more
difficult to keep up with the pace of the music.

9 One such musician in attendance at the dress rehearsal was Claude Debussy. It is
also worth noting that the famous story of Saint-Saéns walking out of the premiere
is inaccurate; Stravinsky himself confirms that it was actually the first performance
of 1914 at the Casino de Paris that Saint-Saéns attended (Stravinsky, however, does
not specifically refute the claim that he walked out of this performance, leaving that
aspect of the original story unclear.)

10 Stravinsky, 47.

11 Ibid., 36.
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Programmatic Elements

After his initial meetings with Stravinsky in the spring of 1911, Roerich sent
the following outline to Diaghilev:

In the ballet of The Rite of Spring as conceived by myself and Stravinsky, my
object is to present a number of scenes of earthly joy and celestial triumph as
understood by the Slavs... My intention is that the first set should transport
us to the foot of a sacred hill, in a lush plain, where Slavonic tribes are
gathered together to celebrate the spring rites. In this scene there is an old
witch, who predicts the future, a marriage by capture, round dances. Then
comes the most solemn moment. The wise elder is brought from the village
to imprint his sacred kiss on the new-flowering earth. During this rite the
crowd is seized with mystic terror... After this uprush of terrestrial joy, the
second scene sets a celestial mystery upon us. Young virgins dance in circles
on the sacred hill amid enchanted rocks; then they choose the victim they
intend to honor. In a moment she will dance her last dance before the
ancients clad in bearskins to show that the bear was man’s ancestor. Then
the graybeards dedicate the victim to the god Yarilo.12

Stravinsky drew upon a vast collection of Russian, Lithuanian, and Ukrainian
folk songs for the melodic content of Rite.13 The opening bassoon solo was taken
from a Lithuanian folk song titled “Tu, manu seserélé,”1* which Stravinsky presents
in a variety of rhythms and ornamented with grace notes. The original melody is
shown in Example 19.1.

Of the opening, Stravinsky writes, “My idea was that the Prelude should
represent the awakening of nature, the scratching, gnawing, wiggling of birds and
beasts.”15 Giving this extremely high solo to the bassoon, rather than, say, the

English horn, certainly creates this “scratching, gnawing” image. Parisian critic

12 Downes, 937.

13 Craft, Stravinsky: Glimpses of a Life, 214.

14 Richard Taruskin, “Russian Folk Melodies in ‘“The Rite of Spring’” Journal of the
American Musicological Society 33, no. 3 (Autumn 1980): 502.

15 Stravinsky and Craft, Expositions and Developments, 141.
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Georges Pioch, who attended The Rite’s preview performance, provides an anecdote
about the opening solo that probably echoed many concertgoers’ confusion:

You hear the prelude, where a wind instrument is dominant. We ask each
other, which instrument can produce such sounds. I reply: ‘This is an oboe.’
But my neighbor to the right, who is a great composer, assures me that it is a
muted trumpet. My neighbor to the left, no less learned in music, opines: ‘I
would rather think that it is a clarinet.” During the intermission we ask the
conductor himself, and we learn that it was the bassoon that put us in such
great doubt.16

Example 19.1. “Tu, manu seserélé”

T

e
e

PART ONE: THE ADORATION OF THE EARTH
MM. 1 TO 15 & REHEARSAL 12 TO BAR 4 OF REHEARSAL 12

The opening solo of The Rite of Spring hardly needs any introduction,
although younger players may not be as familiar with the second—and arguably
more difficult—Cb solo. Stravinsky gives us the tempo of J = 50, and while the solo
is marked ad lib., this indication mostly applies to the fermata notes at the beginning.

Stravinsky gives us incredibly detailed rhythms here, so we need to play them as

16 Slonimsky, 319.
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accurately as possible; if we push or pull too much, the audience will be completely

lost in regards to what rhythms we are playing.

Tips for Playing in the Extreme High Register

The two most important things to remember when playing in this register is
to remain calm and stay relaxed. When high notes like the opening Cs4 are difficult to
articulate softly, the culprit is usually tightness in the embouchure or throat. To
prevent this tightness, it is very important to practice loosening the embouchure
and bringing the pitch back up with the air in the upper register (perhaps more so
than in any other range of the instrument).1” William Waterhouse even suggests
sticking a pencil into one corner of your mouth when practicing in this register,
claiming that it will help develop a loosened embouchure that relies more on proper
air support.18

[ like to start the first C4 from almost nothing and open the sound up with a
little vibrato, like a flower breaking through the earth and slowly unfurling.1®
Opinions differ as to whether we should articulate the first C4 with or without the
tongue, though Waterhouse generally believes that starting with the air can be the
best approach in this very high range:

This technique of articulating notes from the abdomen without using the
tongue can be useful when extremes of either pianissimo or sforzando attack

17 See “Breathing and Embouchure” in Chapter 3 for more information.

18 Waterhouse, 108. I have had limited success with this exercise because I am
always worried that the pencil will actually hit and break my reed. Others may find
it more useful, though.

19 Be careful not to give too much of a swell, however.
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required; an extreme high note will often speak more readily thus than when
articulated with the tongue.20

[ find that starting with the air works well if [ use the D vent key for the C4 instead of
the normal C vent key, but you can also try giving a very slight half-hole with the
second finger of the left hand, and then rolling the finger off as you open up the
sound. Focus on creating a nice round embouchure while voicing the syllable
“O0H”—not “EEE”"—and support the note with a highly focused airstream.

Despite the more difficult fingerings it requires, the second Rite solo often
has a more open sound quality because the tightness in the throat and embouchure
has dissipated by the end of the first solo. To replicate this openness for the first
solo, experiment with practicing the two in reverse order. It may seem like a simple,

obvious exercise, but you will be surprised at how much of a difference it can make.

C-B-A

The entire opening solo is based on the three descending pitches of C - B - A
(and in the second solo, Cb - Bb — Ab); this skeletal structure is shown in Example
19.2. Stravinsky always ornaments the Bs with two grace notes, and by doing so
highlights this note as the most important of the group. Despite the rhythmic
variations of each descending C - B - A statement, the B always acts as a sort of
downbeat note. If we were to rewrite each phrase with these perceived bar lines
(which would also require removing all meter indications) it would look like

Example 19.3. As you can see, this is extremely odd looking, and would be

20 Waterhouse, 114.
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impossible to play in an orchestra. However, this rewriting can be useful in our own

private practice, since it is natural to want to lead into the notes on the downbeats,

even without a meter specified.

Example 19.2. Stravinsky, The Rite of Spring - mm. 1 to 15, melodic reduction
(Level 1)
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Many players make the D4 of the second bar the most prominent note of the
measure, but as we can see in Example 19.4, this D is actually just prolonging the A.
It certainly can be a very problematic note just to get out, but we should keep it from

being louder than the overarching C - B - A progression if possible. Instead of
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slamming into the D just because it’s the highest note of the entire line—and most
difficult to get out—I think of it as coming out of the previous A. I find that this
approach helps remove some of the physical tension involved in approaching the
note, and this relaxation seems to help it speak much more reliably. Also, practice
stopping after the A and then singing the following D; internalizing the pitch of the D
in this manner will help you play the A - D interval as a true P4.

Slurring down to the G grace note that follows the D can also be problematic,
so give the grace note a very light articulation if necessary. First, though, try
fingering the G as shown in Fingering 19.2, which is much easier to slur down to
from the D above. You may also want to add the Bb key to the high D so that it will

already be down for the G.

Example 19.4. Stravinsky, The Rite of Spring - mm. 1 to 5, melodic reduction

(Level 2)
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A Few Notes About the Rhythms

As I mentioned earlier, the rhythms in each of these solos should be played as
precisely as possible. The rhythm in mm. 4 to 5 of the opening solo is particularly

difficult, and requires special attention. Example 19.5 shows an additive practice
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strategy that is very effective for developing the rhythmic integrity of this figure. I
made a couple alterations in the first three instances (Examples 19.5a through
19.5¢) that should be incorporated into your practice:

* Tongue the note groupings according to the main beats of the measure

* Instead of a sixteenth note, think of the last C4 as a slightly shorter eighth

note (this makes the basic triplet-triplet-duple rhythm identical to what
appears in the first two bars of the solo)

* Add alegato marking to the last Bb in the triplet of bar 4 (Example 19.5c)

[ think adding the grace notes before the triplet sixteenth notes is a better
approach here—just think of the G and B triplet sixteenths as filling in the space
between the second and third notes of the overall triplet. These notes are quicker
than many players think, so make sure to practice these sequences with a
metronome (set to triplets if possible), and always phrase to the Gb.

Practice the quintuplets in bar 3 without the grace notes as well. There
should be no obvious 2+3 or 3+2 subdivision here—just five even notes over the
span of one beat. When you add the grace notes back in, make sure they begin soon
enough that this evenness is not disturbed. One final note—don’t play the grace

notes throughout the solo too fast. They should occur at a speed appropriate to the

J =50 tempo.
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Example 19.5. Stravinsky, The Rite of Spring - mm. 4 to 5, practice sequence
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Fingering 19.1. G3 (with thumb Bb)
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PARTS, SCORES, AND RECORDINGS

Part
Stravinsky, Igor. Le sacre du printemps. Edited by Clinton F. Nieweg. Boca Raton, FL:
E.F. Kalmus, 2000. Bassoon I part.

Scores
Stravinsky, Igor. Le sacre du printemps. Critical edition based on the composer’s
manuscript. Edited by Clinton F. Nieweg. Boca Raton, FL: E.F. Kalmus, 2000.

Stravinsky, Vera, and Robert Craft. Stravinsky in Pictures and Documents. New York:
Simon and Schuster, 1978.

Recordings
Chicago Symphony Orchestra. Seiji Ozawa, conductor. Stravinsky’s Greatest Hits. RCA

LSC-5018. LP. 1972.

Cleveland Orchestra. Lorin Maazel, conductor. Symphony No. 5, by Dmitri
Shostakovich; The Rite of Spring, by Igor Stravinsky. Recorded 1980. Telarc
CD-820001. CD. 1993.

Columbia Symphony Orchestra. Igor Stravinsky, conductor. Stravinsky: Ballets, Vol. 1.
Recorded 1960. Sony Classical SM3K 46291. CD. 1991.

Kirov Orchestra. Valery Gergiev, conductor. The Rite of Spring, by Igor Stravinsky;
The Poem of Ecstacy, by Alexander Scriabin. Recorded June 24-27, 1999.
Philips Classics 289 468 035-2. CD. 2001.

London Philharmonic Orchestra. Kent Nagano, conductor. Le sacre du printemps;
Perséphone, by Igor Stravinsky. Recorded Dec. 1990. Virgin Classics VCK 7
91511-2.CD. 1992.

The MET Orchestra. James Levine, conductor. James Levine: A Celebration of Music.
Deutsche Grammophon 474 485-2. CD. 2003.

Minneapolis Symphony Orchestra. Antal Dorati, conductor. The Rite of Spring, by
Igor Stravinsky. Mercury SR 90253. LP. 1958.

New York Philharmonic. Igor Stravinsky, conductor. Igor Stravinsky: Composer &
Conductor, Vol. 1. Recorded 1940. Andante 0-9712764-8-X. CD. 2002.

. Zubin Mehta, conductor. The Rite of Spring, by Igor Stravinsky. CBS MYK
42616.CD. 1987.
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Orchestre de la Suisse Romande. Ernest Ansermet, conductor. The Rite of Spring, by
Igor Stravinsky. London CS 6031. LP. 1959.

Paris Conservatoire Orchestra. Pierre Monteux, conductor. The Rite of Spring, by
Igor Stravinsky. London STS 15318. LP. 1963.

Philadelphia Orchestra. Leopold Stokowski, conductor. Pétrouchka; Le sacre du
printemps, by Igor Stravinsky. Recorded 1929-30. RCA Victor Gold Seal
09026-61394-2. CD. 1993.

. Riccardo Muti, conductor. The Rite of Spring, by Igor Stravinsky. Angel SZ-
37646.LP.1979.

San Francisco Symphony. Michael Tilson Thomas, conductor. L’oiseau de feu; Le
sacre du printemps; Persephone, by Igor Stravinsky. Recorded Sept. 25-29,
1996. RCA Victor Red Seal 09026-68898-2. CD. 1999.



CHAPTER 20

SYMPHONY No. 4 IN F MINOR, OP. 36
BY PYOTR IL’YICH TCHAIKOVSKY (1840 - 1893)

Composed: Early 1877 to January 1878 (rough draft completed by the end of May
1877, orchestration beginning in August 1877)

Premiere: February 22, 1878 at a concert of the Russian Musical Society in Moscow,
conducted by Nicholas Rubenstein

Origins

By the start of 1877, Tchaikovsky had unofficially left his position at the
Moscow Conservatory and become financially independent through the donations of
Nadezhda von Meck.! The affluent widow was not only Tchaikovsky’s primary
patron during this time, but also one of his most trusted confidantes, sparking
correspondences that have since provided a wealth of insight into the composer’s
very private personal life. By mutual agreement the two never met, yet Tchaikovsky
often shared his most intimate and deep feelings with her. Their close relationship
continued until 1890, when von Meck—for reasons that remain unclear—abruptly
ended her patronage.

Tchaikovsky composed the majority of his Fourth Symphony in 1877, during
a highly tumultuous period in his personal life. In July, Tchaikovsky entered into a

disastrous marriage with an enamored student named Antonina Milyukova. He was

1 Roland John Wiley, "Tchaikovsky, Pyotr Il'yich," In Grove Music Online, Oxford
Music Online,

http://www.oxfordmusiconline.com/subscriber/article/grove/music/51766pg4
(accessed July 9, 2011).
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drawn into the ill-advised union in a desperate attempt to disguise his
homosexuality, but only made himself more miserable by doing so. From his letters
to Nadezhda von Meck, we see that Tchaikovsky realized almost immediately that
he had made a horrible mistake—one that affected not only his emotional well-
being, but his compositional abilities too.2

Tchaikovsky had sketched the first three movements of his Fourth Symphony
by the end of May, but would not return to the work in earnest until weeks after his
July wedding.3 This was not because Tchaikovsky and Antonina were on a blissful
honeymoon, but rather because Tchaikovsky almost immediately fled to his sister’s
house in the countryside.

The next few months were miserable for Tchaikovsky, consisting of a suicide
attempt and subsequent nervous breakdown.* These events seem all the more
ominous in light of the feelings Tchaikovsky expressed to von Meck just weeks
beforehand:

All that is left is to pretend. But to pretend to the end of one’s life is the

highest torment. [ was in the depths of despair... I longed ardently, greedily

for death. Death seemed to me the only way out - but to kill myself was

unthinkable... I know that if I decided on suicide and carried it through, I

should be dealing a mortal blow to my family... So, death does not come to

me, [ shall not and cannot go to him - what then remains?>

Although Tchaikovsky and Antonina never legally divorced, by October the

marriage was over. Tchaikovsky returned to his work on the Fourth Symphony after

2 John Warrack, Tchaikovsky (New York: Charles Scribner’s Sons, 1973), 115.
3 Field, 662.
4+ Warrack, 118. Tchaikovsky evidently waded out into the icy Moskva River in

September, purposefully trying to catch pneumonia.
5 Ibid., 116.
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the separation, and finally completed the score in early January. While the reaction
to the Moscow premiere on February 24th was underwhelming, the first
performance in St. Petersburg proved to be an immense success. Unfortunately for
Tchaikovsky, though, the symphony would not reach a sustained level of popularity

until after his death.

Programmatic Elements

The clearest insight into the meaning of Tchaikovsky’s Fourth Symphony
comes from his correspondences with Nadezhda von Meck. Concerning the second
movement, he writes:

There is a programme to our symphony, i.e. there is the possibility of putting
into words what it is trying to express, and to you, to you alone, [ want to tell
and can tell the meaning both of the whole and the separate sections. Be it
understood, [ am attempting this only in general terms... The second
movement of the symphony expresses another phase of depression. This is
that melancholy feeling which comes in the evening when one sits alone,
tired from work, having picked up a book but let it fall from one’s hands. A
whole host of memories appears. And one is sad because so much is gone,
past, and it is pleasant to remember one’s youth. And one regrets the past, yet
has no wish to begin to live all over again. Life wearies one. It is pleasant to
rest and to reflect. One remembers much. There were happy moments when
young blood pulsed and life was good. There were gloomy moments, too,
irreplaceable losses. All that is indeed somewhere far off. And it is sad and
somehow sweet to bury oneself in the past.®

6 Warrack, 134-36.
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II. ANDANTINO - M. 274 1O END

The bassoon solo at m. 274 brings the Andantino full circle by recalling the
pizzicato orchestration of the opening oboe solo (the actual melody, of course,
appears throughout the movement). I recommend a tempo of at least | = 62-64,
which is fast enough to maintain the singing quality of the line, yet slow enough to
allow the finer nuances of the phrasing to come through. Many students have a bad
habit of playing this solo much too slowly, and that only tends to highlight the

problems discussed below.

Working to Eliminate “Notey-ness”

Complex key signatures like Bb Minor can present a significant challenge
when it comes to creating smooth, lyrical lines. The more complex fingerings of the
notes, along with their more varied levels of resistance, can often cause the solo to
sound “notey” and uneven.” Fortunately, there are a couple of things that players
can do to help eliminate this undesirable quality.

The first step is to work on the solo without vibrato, concentrating instead on
producing a steady stream of air that can smoothly compensate for the varying
resistances of each note (especially during the larger leaps). Next, work on
minimizing and smoothing out the movement of the fingers themselves. They
should not move with the same overt, military precision that we might expect when

playing an excerpt like Till Eulenspiegel; instead, the fingers should be kept as close

7 A good example of this awkwardness is in Karajan’s recording with the Wiener
Philharmoniker.
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as possible to the keys and tone holes, and each should be closed with an easy and
relaxed motion. This technique is often referred to as “legato fingering,” and I find it
helpful to imagine the fingers moving in the same gentle manner that the tongue
should articulate legato notes. David McGill also offers the following mental
exercise:
Imagine that your fingers are held in place by cables pulling from above as
well as from below. When the fingers close the keys or holes on the
instrument they must go against the resistance of the upper cable and, when
they open the key or hole, they must then do so with resistance from the

lower, imaginary cable. But the fingers must not be tense while thinking of
this concept.8

Phrasing

Many bassoonists prefer to play the second half of the solo very dramatically
by adding a great deal of rubato on the repeated eighth notes in mm. 183, 185, and
187. Although I do pull back slightly on these notes, my interpretation is considered
fairly simple and straightforward compared to many others.? This is a solo, of course,
but the bassoonist should not pull himself out of the music in some sort of self-
important, soloistic display. These words from Tchaikovsky’s own description of the
second movement should be taken into consideration when deciding how to

approach the mood and phrasing of the solo:

8 McGill, 175.

9 More accurately, I should say that since these repeated notes already have a
natural tendency to slow down a bit, [ do not consciously try to pull them back
further.
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[...] one is sad because so much is gone, past, and it is pleasant to remember
one’s youth. And one regrets the past, yet has no wish to begin to live all over
again. Life wearies one. It is pleasant to rest and to reflect.10

An interpretation with lots of dramatic pushing and pulling simply does not
seem like an appropriate way to express these bittersweet sentiments. True, this
section of the solo is marked espressivo, but I think we can convey this by singing a
broader line—matching the movement of the strings from pizzicato to arco—along
with a slightly more overt vibrato. The two included recordings that show the most
restraint in pulling back on the repeated eighth notes are the 1984 Cleveland
Orchestra and 1997 Chicago Symphony Orchestra recordings (the latter performed
by David McGill).

A more practical reason why I disagree with lingering a great deal on the
repeated notes is because it disrupts the flow of the underlying string
accompaniment. Although McGill does pull back slightly, it is done in service of
highlighting the note groupings, not to overdramatize the solo; the phrasing always
stays within the overall tempo, which doesn’t force the strings to wait in limbo for
the downbeat. Compare that interpretation to Bernstein’s New York Philharmonic
performance, where it seems like the strings must wait a lifetime for the bassoonist
to reach the downbeat (and at such a slow tempo, it almost seems like two lifetimes).
McGill’s performance also shows the clearest note groupings and phrasing, which is
similar to my interpretation shown in Example 20.1.

[ have also added a few legato markings that can be executed by either

lingering slightly on the note, giving the note slightly more vibrato, or some

10 Warrack, 136.
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combination of the two. For example, I follow McGill’s advice to linger on the first
note of the solo,!! while also adding a slightly faster vibrato—in good taste—to
immediately draw in the listener’s attention. In m. 281, I stress the A% by adding a
little extra vibrato without lengthening the actual sound of the note, whereas in the
next bar I stress the A% mostly by lengthening it, with little change to the vibrato.
These are the types of finer details that can make the phrasing more refined, as well

as create an interpretation that is much more unique to each individual player.

Example 20.1. Tchaikovsky, Symphony No. 4, Mvt. Il - mm. 274 to 290, phrasing,
note groupings, and select voicings
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11 McGill, Orchestral Excerpts for Bassoon, Track 13.
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Example 20.1 also shows the voicings I use to open up the sound on the
repeated Fs, Ebs, and Dbs in the second half of the solo.12 These syllables will
slightly lower the position of the back of the tongue on each successive note,

allowing the airstream needed for the crescendos to flow unrestricted.

Intonation and Other Considerations

Intonation can be treacherous throughout this solo. I recommend practicing
with a bass note drone to become comfortable adjusting the pitches based on the
underlying harmonies; however, a familiarization with the absolute pitches of these
notes (which can be developed with a regular tuner) should be in place first.
Example 20.2 shows the pitches to drone in each measure, as well as some of the
intonation adjustments we should be aware of. Our primary concern is with the
thirds of the underlying major and minor triads; to adjust these notes to form pure
triads, minor thirds should be played 16 cents higher than normal, while major
thirds should be played 14 cents lower than normal.

Fifths of chords should also be raised 2 cents, but this amount is so trivial
that it usually bears no real significance on our intonation considerations. However,
many of the upper notes in the leaps here are also fifths of the harmonies, so it is
important that we pay extra attention to getting them up to pitch (and ideally 2
cents higher). Make sure to support the upper notes with the airstream and higher
voicings like “EEE,” and don’t let yourself pinch them up with the embouchure. The

other important tuning consideration is to make sure the second eighth note in mm.

12 See “Voicings” in Chapter 3 for more information on this technique.
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183, 185, and 187 (marked with plain arrows) are low enough to make the whole
step between the first and second note of the measure sufficiently wide.

One last issue to mention is the morendo on the F2 over the last two bars of
the movement. To help taper this note down to nothing, roll the second finger of the
left hand over the second tone hole (Fingering 20.1). This will help keep the pitch up
as the air stream decreases, but care must be taken not to cover too much of the hole,

causing the pitch to go flat.

Example 20.2. Tchaikovsky, Symphony No. 4, Mvt. Il - mm. 274 to 290, practice
drones and intonation adjustments
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Fingering 20.1. F> morendo




239

PARTS, SCORES, AND RECORDINGS

Part
Tschaikowski, Peter. Sinfonie Nr. 4 f-Moll, Op. 36. Miami: E.F. Kalmus, n.d. Bassoon |
part.

Score
Tchaikovsky, Peter. “Symphony No. 4.” In Symphony No. 3; Symphony No. 4. Moscow:
Russian Symphonic Music, 1987.

Recordings
Chicago Symphony Orchestra. Daniel Barenboim, conductor. Symphony No. 4; Romeo

& Juliet, by Peter Tchaikovsky. Recorded 1997. Teldec 0630-13698-2. CD.
1997.

Cleveland Orchestra. Lorin Maazel, conductor. Romeo & Juliet; Symphony No. 4, by
Peter Tchaikovsky. Recorded 1979. Telarc CD-82002. CD. 1993.

. Lorin Maazel, conductor. Symphony No. 4, by Peter Tchaikovsky. Recorded
1984. CBS MK 39065. CD. 1984

Gewandhausorchester Leipzig. Kurt Masur, conductor. Symphonie Nr. 4 f-moll, Op. 36,
by Peter Tchaikovsky. Recorded 1986. Teldec D 120716. CD. 1987.

Leningrad Philharmonic Orchestra. Evgeny Mravinsky, conductor. Tchaikovsky:
Symphonien Nr. 4, 5 & 6. Recorded Sept. 1960. Deutsche Grammophon 419
747-2.CD. 1981.

New York Philharmonic. Leonard Bernstein, conductor. Symphony No. 4, Op. 36;
Francesca da Rimini, Op. 32, by Peter Tchaikovsky. Recorded Oct. 1989.
Deutsche Grammophon 429 778-2. CD. 1991.
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Overture; Marche Slave, by Peter Tchaikovsky. Sony Classical SBK 46334. CD.
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CHAPTER 21

SYMPHONY No. 5 IN E MINOR, OP. 65
BY PYOTR IL’YICH TCHAIKOVSKY (1840 - 1893)

Composed: May to August 26, 1888 at Tchaikovsky’s home in Frolovskoye

Premiere: November 17, 1888 with Tchaikovsky conducting the St. Petersburg
Philharmonic

Origins

Tchaikovsky did not begin work on his Fifth Symphony until an entire decade
had passed since the premiere of his Fourth. Although Tchaikovsky continued
composing for the orchestra during this long span, he also became more involved in
conducting his own works, and embarked on his first European conducting tour at
the start of 1888. It was during this tour that he was introduced to the elderly
chairman of the Hamburg Philharmonic Society, Theodor Avé-Lallement, who may
have provided at least some impetus for the Tchaikovsky to finally begin a new
symphony.

During their conversation, Avé-Lallement flatly informed Tchaikovsky that
he disliked his music due to its bombastic scoring, and tearfully implored him to
move to Germany, where there was still hope for his obvious talents to be corrected.
Despite Tchaikovsky’s misfortune of being born in Russia, Avé-Lallement was

convinced that the he had “the makings of a really good German composer.”! This

1 Warrack, 211.
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meeting with the charmingly earnest Avé-Lallement left such an impression on
Tchaikovsky that he ended up dedicating the Fifth Symphony to him later that year.

Tchaikovsky was very aware of the public’s high expectations for his first
symphony in ten years, but doubts in his own ability to write a symphony on the
same artistic level as the previous four weighed heavily on him. He informed his
brother Modeste on May 31, “I am now slowly and laboriously beginning to squeeze
out a symphony from my dulled wits.”?

Three weeks later, on June 22, he wrote to his patroness, Nadezhda von Meck,
with a similarly gloomy outlook:

I'm now terribly anxious to prove not only to others but also to myself that

I'm not played out. I often have doubts about myself, and ask myself—hasn’t

the time now come to stop, haven’t [ always overstrained my imagination too

much, hasn’t the source dried up?3
By the time Tchaikovsky had completed the score on August 26, his appraisal
seemed decidedly more optimistic. A week earlier he had written von Meck:

Now that the symphony is nearing completion [ am more objective in my

attitude towards it than [ was in the heat of composition and I can say that,

Heaven be praised, it isn’t inferior to the earlier ones. The fact that I feel this

to be so gives me great delight.*

Tchaikovsky was far from the only one pleased with his new symphony, as
the premiere was a success not only with the audience, but with the musicians of the
orchestra and Tchaikovsky’s own personal friends and colleagues as well. Critics,

however, were far from enthusiastic, and questioned whether Tchaikovsky really

had exhausted his creativity as a composer (one popular criticism was that the

2 Field, 666.
3 Ibid.
4 Ibid., 667.
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symphony lazily included as many as three separate waltzes). Despite its positive
reception by audiences, the symphony’s critical panning resurfaced many of
Tchaikovsky’s initial doubts. He wrote von Meck after the first two performances:

[ have become convinced that this symphony is unsuccessful. There is
something repulsive about it, a certain excess of gaudiness and insincerity,
artificiality. And the public instinctively recognizes this... Have I already, as
they say, written myself out, and am I now only able to repeat and counterfeit
my former style? Yesterday evening I looked through the Fourth Symphony,
ours! What a difference, how much superior and better it is! Yes, this is very,
very sad!®

But was this Tchaikovsky’s lasting impression of his Fifth Symphony? It
appears not. Only one month later, after an enthusiastic performance in Hamburg,
Tchaikovsky wrote to his nephew Vladimir Davydov with a softened view:

The Fifth Symphony was magnificently played and I like it far better now,

after having held a bad opinion of it for some time. Unfortunately, the

Russian press continues to ignore me. With the exception of my nearest and
dearest, no one will ever hear of my successes.®

Programmatic Elements

There is no known programme for the Fifth Symphony, save for a cryptic
description of the first movement that Tchaikovsky left in one of his notebooks:

Introduction. Complete resignation before Fate, or, which is the same, before
the inscrutable predestination of Providence. Allegro. (I) Murmurs, doubts,
plaints, reproaches against XXX. (2) Shall [ throw myself into the embraces of
faith???77

5 Warrack, 217.

6 Burk, 348-49.

7 Warrack, 214. “XXX” is likely a reference to the subject of his suppressed
homosexuality, which is the only subject Tchaikovsky referred to in his diaries with
such symbols.
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IIl1. VALSE
BAR 5 OF REHEARSAL A TO BAR 18 OF REHEARSAL D

This excerpt from the “Valse” starts at the very beginning of the movement,
though the primary solo does not begin until the second bar of Rehearsal D. It is
customary to hesitate slightly during this first entrance here at Rehearsal D, and
gradually get up to full speed by the first high F#. The tempo I prefer is similar to the
one taken in the BBC and Leningrad Philharmonic recordings, which is in the range
of J =150-160. This tempo is significantly faster than some of the other recordings
(like the Boston Symphony Orchestra example), but to me sounds much more like a
tempo for dancing. When I listen to the BBC Philharmonic performance, I cannot
help but imagine dancers pirouetting across the stage, as if the music actually
belonged to one of Tchaikovsky’s many ballets instead. This tempo range also
encourages thinking of the entire passage in one, which allows the music to feel

much lighter in character.

Tackling the Leaps

The main challenge in this excerpt comes from the wide slurs in the exposed
solo at Rehearsal D. The successful execution of these slurs depends on four factors,
each of which deserves special attention in our practice and preparation:

* Use of the corners of the embouchure

* The direction and intensity of the airstream
* Appropriate internal voicings

* Alternate or simplified fingerings
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As with any slurred passage, our most basic concern should be to keep the
reed vibrating during the transtion between each note. This is even more crucial
when the slur involves large intervals, since the acoustical length and resistance of
the instrument can change dramatically between each pitch. First, we must actively
work to keep the corners of the mouth engaged with the sides of the reed—this will
create a round embouchure that prevents pressure from the upper and bottom lips
clamping off the vibration of the reed. In fact, because the corners are often so
overlooked, many players will find that this adjustment may be the only one
necessary to help the leaps sound smooth and clean.

Once we feel confident that the embouchure is not stopping the reed from
vibrating, we need to practice adjusting the airstream so that it will push through
the varying resistances of each note.2 To keep the reed vibrating during these leaps,

[ suggest adding the slight hairpins shown in Example 21.1.

Example 21.1. Tchaikovsky, Symphony No. 5, Mvt. III - bars 6 to 10 of Rehearsal D,
re-barred music with added hairpins

(102 F /—'\ I. |

8 Normally, the issues of breath support and embouchure should be worked on in
the opposite order, but problems with the embouchure seem to be much more
prevalent in the case of this excerpt.
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To practice this breath-leading, first remove the element of syncopation and
play the leaps as straight quarter notes. These hairpins should be identical to what

we would play if the troublesome downward leaps were missing (Example 21.2).

Example 21.2. Tchaikovsky, Symphony No. 5, Mvt. III - bars 6 to 10 of Rehearsal D,
half notes with added hairpins

%
> S|
/]

L

When incorporating these hairpins, remember that the embouchure should remain
essentially the same. As Waterhouse writes:

We should strive to accommodate change of register with a subtle

compensatory adjustment of breathe-leading, minimizing the necessity for

gross embouchure adjustment.’

Once the embouchure and airstream have each been addressed, the next step
is to apply the appropriate internal voicing to each note. In this particular passage, |
simply alternate between “EEE” and “OOH” (Example 21.3).10 [t is very important,
however, that the “EEE” voicing does not force the embouchure into a smile;
remember, the embouchure should essentially remain the same between each note.
These voicings will also help the intonation of the passage, since the bottom notes of

the leaps will have a tendency to be sharp, while the upper notes will have a

tendency to be flat. To make sure the intervals (M7 and m7) aren’t too narrow, |

9 Waterhouse, 103.
10 See the “Voicings” section of Chapter 3 for more on this concept.
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consciously “overshoot” each note with my voicing; in context, this tends to place

the notes right on pitch.

Example 21.3. Tchaikovsky, Symphony No. 5, Mvt. III - bars 5 to 10 of Rehearsal D,
voicing suggestions

Finally, try experimenting with different fingerings for the upper notes. If you
normally use additional fingers in the right hand for the high A and G#, I recommend
leaving these fingers off and instead using only the ring finger. Also, many players
leave the right hand index finger off for slurred Ess, but I find that fingering a normal
E with the Bb thumb (Fingering 21.1) works just as well, if not better.1! Luckily, the
bottom notes will generally speak with proper venting and half-holing, so, compared
to the upward intervals, the downward leaps are not as much of a concern. Once
again, I suggest practicing the passage as straight quarter notes (Example 21.1)
when implementing different fingerings.

The last step in our practice should be dealing with the syncopations. To

work on the rhythmic accuracy here, try practicing the passage as written in

11 [ usually leave the first finger down with this E fingering, but some players may
find it works better without it. I also find that using an “EEE” voicing with this
particular E fingering is a very important factor in getting the note to speak.
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Example 21.4. Make sure to keep the corners of the embouchure engaged, and

include the hairpins and voicings discussed above.

Example 21.4. Tchaikovsky, Symphony No. 5, Mvt. III - bars 5 to 10 of Rehearsal D,
with straight eighth notes and broken slurs

g tgte ﬁw’fij'gu'?? ™ = AN |
S e == —r e e e =
T & 7 [ 11 7 I il el |
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Fingering 21.1. E3 (with thumb Bb)
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CHAPTER 22

SYMPHONY NoO. 6 IN B MINOR, OP. 74 ‘PATHETIQUE’
BY PYOTR IL’YICH TCHAIKOVSKY (1840 - 1893)

Composed: Original version between 1891-92 (see below); new version in
February/March 1893, orchestrated during the summer 1893 at Klin

Premiere: October 28, 1893 in St. Petersburg, conducted by Tchaikovsky

Origins

The genesis of the Sixth Symphony dates back to 1889, when Tchaikovsky
expressed a desire to write a symphony for the czar that would be the grand
conclusion to his compositional career. He set about writing this proposed
symphony between 1891-92, but became suddenly dissatisfied with it, going so far
as to destroy it and start completely anew. In a letter to his brother dated February
22,1893, Tchaikovsky writes:

[ told you that I had completed a symphony which suddenly displeased me,

and I tore it up. Now I have composed a new symphony which I certainly shall

not tear up.1

As tragic as this story is to all music lovers, the sketches for the first version
of the symphony were not entirely destroyed. One movement from the discarded

symphony was eventually used in his Third Piano Concerto, and a number of

composers have reworked other discarded movements since Tchaikovsky’s death.?

1 Burk, 351.
2 Roland John Wiley, “Tchaikovsky, Pyotr II'yich,” In Grove Music Online. Oxford Music
Online,

http://www.oxfordmusiconline.com/subscriber/article /grove/music/51766pg6
(accessed April 1, 2011).

250



251

Tchaikovsky composed the new version of his Sixth Symphony between February
and March of 1893, and orchestrated it in Klin3 that summer.

Tchaikovsky seems to have had conflicting opinions regarding the quality of
his new Sixth Symphony as well. In a letter to his nephew Vladimir Davydov (to
whom the symphony was dedicated) on August 15, 1893, Tchaikovsky wrote:

[ am very pleased with its content but dissatisfied, or rather not completely

satisfied, with its instrumentation. Somehow everything is turning out not

quite as I had thought... But I definitely consider it the best, and, especially,
the most sincere of all my works. I love it as [ have never loved any one of my
other musical offspring.#
Two months later, on October 19, Tchaikovsky confided to his friend Nikolai
Kashkin that he still had doubts about the last movement, and was contemplating
destroying it and composing yet another finale after the upcoming October 28th
premiere.>

The underwhelming reception at the Sixth Symphony’s premiere (conducted
by Tchaikovsky) probably did little to dissuade him from this plan. The orchestra
musicians, whose opinion Tchaikovsky valued most, seemed disinterested and
unimpressed with the new symphony; although the complexity of the music itself
should not be understated, this strained dynamic between conductor and musicians
likely contributed to the symphony’s lukewarm reception. However, the second

performance on November 18 (conducted by Eduard Napravnik) garnered a highly

emotional and enthusiastic response from the crowd.

3 Klin is small town located outside of Moscow.
4 Field, 669.
5 Burk, 353.
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Unfortunately, Tchaikovsky would not live to see the symphony receive such
recognition—he died in the early morning hours of November 6, only nine days
after the Sixth’s premiere. His death is conventionally attributed to cholera, since
Tchaikovsky reportedly drank a glass of un-boiled water only a week beforehand.
Many people have difficulty accepting the fact that Tchaikovsky died in such an
ignoble manner, and have formulated their own theories regarding the “true” cause
of his sudden death. Ultimately, though, it was the timing of his death—so soon after

the premiere—that helped the Sixth Symphony reach an almost mythical status.

Programmatic Elements

As he did for his Fifth Symphony, Tchaikovsky left no known written
programme for the Sixth. Interestingly, his original subtitle for the work was
Programme Symphony, despite never intending to reveal what the programme
actually was. As he wrote to Vladimir in February, 1893:

During the journey (to Odessa) the idea for a new symphony occurred to me,

this time a programme-symphony but with a programme that shall remain

an enigma to all—they may guess as they please but the symphony will be
called simply “Programme Symphony” (No. 6). This programme is deeply
subjective and while composing it in my mind during my journey I often
wept bitterly.®

After the premiere, Tchaikovsky lamented that he needed to change the title, since

he realized that he couldn’t just call it Programme Symphony without revealing the

6 Field, 669.



253

programme.’ His brother suggested Pathétique, and Tchaikovsky wrote it down

onto the title page immediately, giving the symphony the title we all know today.

I. ADAGIO-MM.1TO0 12

One of the most interesting features of this opening solo is that it begins the
symphony in E Minor instead of the indicated B Minor. Along with the descending
chromaticism in the basses, this gives the opening a very unstable feeling; and even
when we do reach B Minor at the end of the solo, it takes the form of a lingering half

cadence. Tchaikovsky gives us the tempo of J = 54 in his score.

Crescendos, Diminuendos, and Voicing

We can help to bring out the dissonance and instability of the opening by
playing the hairpins exactly as Tchaikovsky has written.8 Starting the crescendos on
the second beat as indicated brings out the dissonances between the bassoon line
and the basses, and leads into the resolution of the basses’ suspensions on the third
beat. For example, in m. 2 the basses resolve a 2 - 3 suspension from E to D# in the
underlying B Major harmony, and in m. 3 the basses resolve a 3 - 4 suspension from
D# to D4 in the underlying G Major harmony.

Performing the diminuendos and crescendos can often cause the notes to go
very out of tune unless the internal voicings are adjusted accordingly. Example 22.1

shows the type of voicings I use to keep the pitch steady over the long hairpins.

7 Field, 670.
8 We can see from the included facsimile score that Tchaikovsky meticulously placed
the hairpins to begin right on the second beat of these bars.
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Example 22.1. Tchaikovsky, Symphony No. 6, Mvt. [ - mm. 4 to 6, suggested
voicings

O, S — T T —K
o) a4 | \ T
4 & H) o & —
S—"
‘OOH”
AHH “AHH” AHH
“EWW” EWW

Likewise, the same voicings can be applied to the second large diminuendo and

crescendo in mm. 10 to 12 (Example 22.2.).

Example 22.2. Tchaikovsky, Symphony No. 6, Mvt. I - mm. 10 to 12, suggested
voicings

e OO, S /— T P— T
o) G4 I —1 —
B e
= o o
v
“OHH"
AHH “AHH" “AHH”
EWW” EWW

In order to include these voicings, it is important to play on a reed that is well
suited for soft low notes. If we have to fight against the reed in order to keep the
pitch down throughout the solo, then any possible changes in the internal cavity can
be very difficult to execute. In general, we want a freer-blowing (i.e., more

compliant) reed that vibrates at a lower frequency. For more information on the
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adjustments we can make to our reeds for low register response, see “Reeds” in

Chapter 3.7

Timing of the Breath

This solo is a good example to use for discussing the timing and process
involved with our initial breath. Each excerpt should begin in a similar manner—
with a cleansing exhalation, followed by a deep inhalation that utilizes a “HO”
vocalization to keep the throat and oral cavity open. Both of these should occur with
the top lip in its proper position on the reed and the jaw open. Make sure that the
“HO” inhalation does not end abruptly by closing the glottis—the “woosh” sound of
the breath should end with a natural taper, not with the “EHH” sound that signifies
the closing of the throat. The next step in the process is to set the embouchure and
tongue on the reed, and finally to release the airstream by moving the tongue away.
This should all be done in as fluid a motion as possible, similar to how a conductor
gives one smooth motion for the opening downbeat of a piece.

This entire sequence should be calm and relaxed—not anxious and rushed.
Typically, we should allow for at least one full beat to inhale and set our
embouchure before beginning to play. In the case of Tchaikovsky’s Sixth, I prefer to
exhale for two beats, and then inhale and set during the final beat before the

bassoon entrance (Example 22.3).

9 A discussion on how to make a reed less compliant (in other words, the opposite of
what we want for this excerpt) can be found in Chapter 14. This can be helpful in
pointing out the types of adjustments that we should avoid in this case.
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Example 22.3. Tchaikovsky, Symphony No. 6, Mvt. I - mm. 1 to 2, breathing and
preparation

Begin
cleansing Breathe in
breath “HO” Set
o) X I
hdl DO _ VRS 3 2 2 Y 2 T 1
AR /) PN PN PN — | [ |
S 3 B3 I

Modified Fingerings

There are a number of fingerings we can experiment with here to help muffle
our entrance, but the tradeoff is that they can sometimes make it difficult to create a
smooth, effortless line. Two of my favorite fingerings to use here are shown in
Fingering 22.1 and 22.2; each uses the low Bb thumb key to help muffle the sound,
but if you have the extra low C key as I do (shown in the fingering chart) it can be a
little troublesome to reach over it to the Bb. One nice thing about using both of these
fingerings together, however, is that many of the fingers stay in the same position
between the E and F#, and placing the thumb at the very bottom part of the low E
thumb key allows the thumb F# to be added very gently. This particular F# fingering

tends to be very flat in pitch, so adjust accordingly if you decide to use it.
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Fingering 22.1. E; (muffled) Fingering 22.2. F# (muffled)

)
Al D
V4
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CHAPTER 23

OVERTURE TO TANNHAUSER
BY RICHARD WAGNER (1813 - 1883)

Composed: The Overture was composed March-April, 1845 in Dresden; initial
sketches for the full opera were begun three-four years earlier
Premiere: October 19, 1845 at the Royal Opera House in Dresden, conducted by

Wagner (first stand-alone performance of the Overture was on February 12, 1846 in
Leipzig, conducted by Mendelssohn)

Origins

Wagner composed most of Tannhduser between 1842 and 1845, saving work
on the overture for last. The full title of the opera, Tannhduser und der Sdngerkrieg
auf Wartburg, suggests that Wagner used two separate sources for the opera: the
fifteenth century German ballad Tannhduserlied, and the early thirteenth century
poem Der Singerkrieg auf Wartburg (The Song Contest at Wartburg).! Wagner
became familiar with each of these legends during a three-year stay in Paris, and
was inspired to combine them during his trip back home to Dresden in 1842. On this
trek, Wagner traveled through the valley of the Wartburg castle—the setting for Der
Sdngerkrieg auf Wartburg—and envisioned one of the nearby ridges as the

legendary Venusberg—one of the main settings of Tannhduserlied.

1 Claude M. Simpson, Jr., “Wagner and the Tannhaduser Tradition,” PMLA 63, no. 1
(March 1948): 244.
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Programmatic Elements

The opera follows the story of Tannhduser, the singing minstrel of love who
has discovered the court of Venus, the goddess of love. In this version of the story,
Tannhauser has fled from the Wartubrg after losing a singing contest, and takes up
residence in the debaucherous Venusberg.2 Tired of Venus'’s seduction and anxious
to return home, Tannhduser eventually decides to leave the Venusberg. The
remainder of the opera follows his quest to receive forgiveness from the Pope for
turning away from God.

Wagner provided programme notes for a series of concerts he conducted in
May 1873 in Zurich. He believed that the overture should act as a prelude to the
opera by giving the audience a preview of the themes and melodies of the opera
itself. As he describes it, the beginning of the overture (up to the Allegro) sets the
mystical mood of the story:

At first the orchestra introduces us to the “Pilgrims’ Chorus” alone. It

approaches, swells to a mighty outpouring and finally passes into the

distance.—Twilight: dying echoes of the chorus.—As night falls, magic
visions show themselves. A rosy mist swirls upwards, sensuously exultant
sounds reach our ears, and the blurred motions of a fearsomely voluptuous
dance are revealed [At this moment the feverish Allegro of the Overture
begins; the harmonics turn chromatic; and we hear the first of many
bacchanalian themes associated with the unholy revels in the legendary

Venusberg:] This is the seductive magic of the Venusberg, which appears by

night to those whose souls are fired by bold, sensuous longings. Lured by the

tempting visions, the slender figure of a man draws near: it is Tannhauser,
the minstrel of love.3

2 In the various forms of legend, Tannhduser’s stay in the Venusberg lasts anywhere
from one to seven years.
3 Downes, 1020.
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The remainder of the overture continues to follow the basic synopsis and
melodic themes of the three-act opera. It is important to point out that the “Pilgrims’
Chorus” at the beginning of the overture is the opera’s only depiction of Tannhduser
discovering the Venusberg, since he is already living there at the beginning of Act I.

This melody is taken from the pious “Pilgrims’ Chorus” of Act 3:

Begliickt darf nun dich, Blest, | may now look on thee,

o Heimat, ich schauen oh, my native land,

und griissen froh deine lieblichen Auen; and gladly greet thy pleasant pastures;

nun lass ich ruhn den Wanderstab, now I lay my pilgrim'’s staff aside to rest,

weil Gott getreu because, faithful to God,

ich gepilgert hab! [ have completed my pilgrimage!

Durch Suhn’ und Buss’ Through penance and repentance

hab ich versohnt [ have propitiated

den Herren, dem mein Herze frohnt, the Lord, Whom my heart serves,

der meine Reu mit Who crowns my repentance

Segen kront, with blessing,

den Herren, dem mein Lied ertont! the Lord to Whom my song goes up!

Der Gnade Heil The salvation of pardon

ist dem Busser beschieden is granted the penitent,

er geht einst ein in days to come he will walk

in der Seligen Frieden; in the peace of the blessed;

Vor Holl’ und Tod ist ihm nicht bang; Hell and death do not appall him;

drum preis ich Gott mein Lebenlang! therefore will I praise God my life long!

Hallelujah! Hallelujah! In Ewigkeit! Hallelujah! Hallelujah in eternity!
MM.1TO 16

The opening of Tannhduser appears on almost every second bassoon
audition, and, like the opening to the Adagio of Brahms’s Violin Concerto, requires
great endurance and control over the lowest range of the instrument. The second
bassoon is the bass voice in the opening chorale of horns, clarinets, and bassoons.

An important note about the parts—the rhythm of the fourth full bar is often

incorrect in both first and second bassoon parts. The correct rhythm is a half note
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and a quarter note, not a dotted half note.#* The tempo shown in the score is J =50,
but for audition purposes I prefer to take a more manageable J = 60. When
performing in an orchestral setting, focus on blending and supporting the sound of

the horns.

Modified Fingerings

The E Major key signature can cause the intonation and timbre of these low
notes to be very unwieldy. There are a number of modified fingerings we can use
here, and the notes that I find benefit the most are the low A, low F#, and low E. My
preferred A; fingering for this excerpt adds the left hand Eb pinky key and the right
hand thumb F# (Fingering 23.1), but you may want to omit the F# if you find that it
muffles the A too much. For the F#s, I like to add the left hand pinky C# and right
hand thumb E to the standard key arrangement (Fingering 23.2). In fact, this is my
standard muffled F# in both octaves, but it does require more air support in order to
keep the timbre from sounding too muffled compared to the surrounding notes. This
fingering produces an F# that errs on the flat side, so this additional support will
also help keep the pitch up to a true F#. Finally, we can add the left hand pinky C# for
the low E (Fingering 23.3), which not only lowers the pitch, but also allows for much
more responsive soft attacks and tapers. I use an “EWW” voicing to keep the pitch
up with these F# and E fingerings, and find this easier than struggling to keep the

notes down to pitch with the regular fingerings.

4 This incorrect version can actually be heard in a few of the included examples,
such as the Staatskapelle Berlin and the Sofia Philharmonic Orchestra recordings.
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Resonant Endings and Breath Support for Soft, Sustained Lines

In most of the recordings, you can hear that the opening chorale is not played
as one continuous, sustained line; instead, certain notes are given a small lift that
delineates each of the smaller phrases. This nuanced gesture should also be
included in our solo performance of the excerpt, and will demonstrate to an audition
committee that we are familiar with the typical ensemble phrasing of the opening.
These lifts can be thought of as extended versions of Weisberg’s “resonant
endings”—the decay of the airstream and tightening of the embouchure occur in the
same manner, but over a longer period of time that is appropriate for the note
length and tempo.5 These small lifts that indicate the phrase endings are shown in
Example 23.1 (indicated with a VV marking). [ have also added additional hairpins
that show the phrasing we should use in the first half of the excerpt (within the
piano dynamic context). As you can see, these lifts correspond to the endings of the
slight hairpins we should give the line.

Some performances give a slight taper to almost every note, and an example
of this interpretation can be heard in the recording of the Philharmonia Orchestra.
However, I find that this does not flow as well as sustaining the phrasing until the
lifts at the ends. This more sustained style of phrasing is also closer to what is most
often heard in the “Pilgrims’ Chorus” of Act IlIl—there is clear pronunciation of each

syllable, but no overt tapering.

5> See “Articulation” in Chapter 3 for more information.
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Example 23.1. Wagner, Tannhauser - mm. 1 to 16, suggested phrasing

The most important point to make about actually performing the tapers is

that the airstream should never completely stop at any point (other than to take in
another breath, of course). The airstream itself should only decrease to the point
where the reed stops vibrating, and most of the tapering should occur by tightening
the embouchure. Practice the tapers very slowly—you should be able to hear a small
amount of your breath continue to travel through the instrument between the notes.
To keep the airstream alive in this fashion, make sure that the lower abdominals
remain flexed and active. Finally, remember to keep the corners engaged and the

shoulders down, just like we discussed for Brahms’s Violin Concerto (Chapter 8).

Subdividing Triplets and Sixteenths

Subdividing in slow, sustained passages like this can be extremely difficult,
especially when there are issues like intonation and tapering to worry about as well.
The entire opening up to m. 6 should be mentally subdivided into triplets, and
especially make sure not to let the triplets in the second bar drag. I find it helpful to

remember that these three notes are six times faster than the half note before, and
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that I shouldn’t let the preceding half note lull me into a false sense of complacency.
In order to perform an accurate dotted-eighth-sixteenth rhythm in m. 7, actually
begin subdividing sixteenth notes during the last quarter note of the previous

measure, which is the first note of that particular phrase.
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Fingering 23.1. A: (muffled) Fingering 23.2. F##; (muffled)

.4
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Fingering 23.3. E; (muffled)
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E.F. Kalmus, n.d. Bassoon II part.

Score
Wagner, Richard. Tannhduser, WWV 70. New Urtext Edition. Edited by Peter Jost.
London: E. Eulenberg, 2007.

Recordings
Cincinnati Symphony Orchestra. Jesdis Lopez-Cobos, conductor. Wagner for

Orchestra. Recorded Mar. 21-22, 1994. Telarc CD-80379. CD. 1994,

Chor und Orchester der Deutschen Oper Berlin. Otto Gerdes, conductor. Tannhduser:
Romantische Oper in 3 Aufziigen, by Richard Wagner. Recorded 1968-69.
Deutsche Grammophon 289 471 708-2. CD. 2002.

London Festival Orchestra. Alfred Scholz, conductor. Wagner: Famous Overtures.
Point Classics 2670402. CD. 1994.

Philharmonia Orchestra. Otto Klemperer, conductor. Wagner: Orchestral Music.
Recorded 1960. EMI Records CDM 7 63617 2. CD. 1990.

Sofia Philharmonic Orchestra. Vassil Kazandjiev, conductor. Masters of Classical
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CHAPTER 24

LITERATURE REVIEW

Two of the most important pedagogical resources available to all bassoonists
are the orchestral excerpt CDs by David McGill and Christopher Millard.! The main
benefit these recordings offer is that they allow listeners to actually hear the
author’s interpretations; because of this, many of the unspoken details and phrasing
considerations can still be deduced from their performances. Of course, the added
benefit for this project is that these CDs deal specifically with well-known orchestral
excerpts, and each track essentially functions as a mini-lesson on each excerpt.

There were four written resources that [ kept returning to over the course of
this project: The Art of Wind Playing by Arthur Weisberg, Sound in Motion by David
McGill, The Bassoon by William Waterhouse, and The Technique of Bassoon Playing
by S.J. Jooste. David McGill’s book serves as an excellent compliment to his excerpt
CD, even though it is not specifically intended for bassoonists. McGill discusses many
of the fundamentals of wind playing, such as breathing, articulation, and vibrato, but
his primary focus is on how to use these fundamentals in service musical expression.
The range of topics is very broad, including ornamentation, the auditioning process,
the underlying skeletal and harmonic structure of music, and the famous Tabuteau
numbering system. There are also a large number of musical examples in the book,

many of which are taken directly from the bassoon’s orchestral repertoire. However,

1 However, since Millard’s CD does not cover any of the twenty-five main excerpts, it
was not used in this project.
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since the book is not specific to the bassoon—or even wind playing, for that
matter—it does not cover issues like reed making, the embouchure, or alternate
fingerings. McGill’s focus on phrasing and musicality allows him to make interesting
references and suggestions that would likely not be found in a book focused on the
bassoon, such as recommending that readers listen to and study the phrasing of
theremin virtuoso Clara Rockmore.

For the most part, the theories and explanations McGill presents are very
well constructed and easily understandable. However, speaking as someone who
studied Early Music as a doctoral student, I would be remiss if [ did not mention that
[ strongly—Dbut respectfully—disagree with his chapter that examines the “myth” of
Baroque style and performance practice (the reasons for which would require far
too lengthy of a digression to include here). That said, overall Sound in Motion is an
excellent guide for wind players and is a must-own for any bassoonist.

Like Sound in Motion, Arthur Weisberg’s The Art of Wind Playing is intended
for performers of all wind instruments, not only the bassoon. As its title suggests,
The Art of Wind Playing focuses on the fundamentals of playing wind instruments, so
once again, bassoon-specific issues like reeds, embouchure, and specific fingerings
are not addressed. Unlike Sound in Motion, The Art of Wind Playing contains very
little discussion on how to apply these fundamentals to specific musical examples;
however, this allows Weisberg more room to examine the actual physiological and

mechanical processes involved in breathing, vibrato, and articulation.2 There are

2 For a comparison, Weisberg writes forty pages on the topic of articulation,
whereas McGill writes less than ten.
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also a large number of charts and diagrams throughout the book that aid the reader
in visualizing the often-complex theories that Weisberg discusses.

William Waterhouse’s The Bassoon focuses directly on the bassoon itself, and
in very detailed fashion; in fact, as far as bassoon-centric literature goes, this book is
by far the most comprehensive. Waterhouse starts at the very beginning, with
advice on what to look for when buying a bassoon as well as the basics of cleaning
and maintaining the instrument. He goes on to discuss all of the fundamentals in
great detail, and provides a huge amount of practice techniques and exercises for
each.

Waterhouse also has a uniquely colorful style of writing that is well suited to
the numerous comparisons and metaphors he includes.3 My only major complaint is
with the layout of the book, specifically that all of the fundamentals are discussed
within one incredibly long chapter titled “In Performance.” When I want to find
something quickly in a reference book of this length, I usually just give a quick flip
through the pages until I see the chapter I am looking for at the top of the page. But
here, over half of the entire book is actually under the “In Performance” chapter
title; instead of my usual method for quickly finding a topic, I was always relegated
to carefully thumbing through the first couple of pages to get to the Table of
Contents, and then going from there to the appropriate section. This was
compounded by the fact that many of Waterhouse’s thoughts and comments are

presented in lengthy bullet lists instead of prose, which I personally found to be

3 Though, as you may have also noticed, many of his sentences are written with a
very odd—almost backwards—word order as well.
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somewhat disorienting. This may seem like a minor issue, but compared to McGill
and Weisberg’s books, Waterhouse’s The Bassoon is not nearly as user-friendly.
The fourth of these written resources was S.]. Jooste’s The Technique of
Bassoon Playing. This book is, in large part, a compilation of various other authors’
views on the fundamentals of breathing, embouchure, vibrato, and finger technique.
Jooste explains his own opinions as well—often more eloquently than any of the
previous authors I have discussed above—but in general I did not find the
comments and suggestions from the other authors included in the book to be any
more insightful than those from Weisberg, McGill, or Waterhouse. Because of this,
my references to The Technique of Bassoon Playing are specifically of Jooste’s own
pedagogical remarks. Again, the actual format of the book could be an issue, and
finding Jooste’s own opinions amidst the opinions of all the other authors could be
somewhat tedious. I found myself agreeing with Jooste so often that I would have
preferred it if he had focused on including other authors’ views as a way to reiterate
his own opinions, rather than simply presenting the reader with the pedagogical
approach of every bassoonist who has ever written about that particular subject.
One fairly short bassoon-specific book I referenced was Archie Camden’s
Bassoon Technique. At only 72 pages (22 of which are Appendices), it just briefly
touches on the issues of vibrato, reeds, intonation, and staccato articulation. For the
most part, Camden only discusses his preferences in regards to these fundamentals
(for example, describing his preferred style of vibrato and staccato) rather than
going in-depth with the physical processes necessary to create them. However,

Camden does briefly touch upon a number of orchestral excerpts at the end of the
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book, like Beethoven’s Fourth Symphony and The Rite of Spring, but again the
comments are very brief and lack much insight. [ must confess that I got a chuckle or
two from Camden’s comments, especially for Rite. His advice for that particular
excerpt is simply, “There is no magic formula. The notes are there and once again
familiarity will breed, if not contempt, at least some degree of comfort, so it is a
passage to be practised frequently, and carefully worked out.”* Which is another
way of saying, “It just needs to be practiced. A lot.” The fact that he included the
excerpt—which takes up the entire previous page—only to say almost nothing
about it is something I found to be pretty humorous.

There was only one method book that I consulted repeatedly during this
project: Christopher Weait’s Bassoon Strategies for the Next Level. Weait mainly
focuses on specific exercises that can aid the development of fundamental
techniques like breathing, double-tonguing, flicking, and incorporating alternate
fingerings, but, for the most part, these exercises would be too difficult to explain
without replicating or copying the exact examples from the book. Instead, I would
rather just recommend that bassoonists order a copy of Bassoon Strategies for the
Next Level for themselves.

During the course of this project, I read through dozens of dissertations
authored by other bassoonists. Only a small handful purported to deal with the
pedagogical issues of orchestral excerpts, but I did not find any relevant material to

discuss or reference. In fact, even those dissertations that supposedly focused on the

4 Camden, 52.
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