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Predmluva

Vazeni studenti, posluchaci a kolegové,

dostava se vam do rukou prvni vydani
Orchestrdlnich studii pro saxofon. Jedna se

o praci mimoradné objemnou poc¢tem uvedenych
skladeb i rozsahem jednotlivych partt. S takto
obsdhlou publikaci jsem se zatim nesetkal — a to
ani u vicedilnych vydani. Pomérné dlouhou dobu
jsem dohleddval podklady a musim ptiznat, ze mé
samotného prekvapilo obrovské mnozstvi kompo-
zic, kde je uplatnén saxofon. Jsou zde tedy uvede-
ny nejen skladby, které jsou bézné na repertodru
symfonickych nebo opernich orchestrt, ale i dila
nepiili§ ¢asto hrana (nebo alesporti ne u nés), jez
ukazuji ndhled hudebnich tvircti na moznosti
vyuziti saxofonii v dobé od jeho vzniku (ptiblizné
v roce 1840) po soucasnost. Je zajimavé sledo-
vat, jak se vyuziti tohoto nastroje u jednotlivych
autorli postupné méni v souvislosti s jeho vyvo-
jem — predevsim po naprosto revolu¢nim precho-
du od drevénych hubicek na ebonitové. Dfevéné
hubic¢ky umoziovaly velmi lehky pohyb v nizkych
polohach (podobné jako u klarinetu), ale vy$si
polohy byly problematické.

Jednotlivé pasaze, které jsem z danych skla-
deb vybral, jsou dilezité nejen z hlediska technic-
kého zvladnuti partu, ale i po zvukové a intonacni
strance. VSichni vime, jak je obtizné hrat v pp
né a s jemnym stridanim vibrato dlouhych tont
a jak nesnadné je pouzit silné dynamické rozdi-
ly ve vSech polohdch. Dirigent predpokladd, ze
jste part zvladli po technické strance — ve vlast-
ni praxi vsak zjistite, ze jesté dilezitéjsi je zvuk
nastroje. Berte tedy tuto praci jako jednu z dal-
sich koncertnich etud, kterou je potteba ve vSech
smérech dokonale nastudovat.

Znam néktera vydani podobnych orchestral-
nich studii a rozhodl jsem se tuto publikaci pfti-
pravit jinak.

Byva bézné, Ze ve skladbach o vétSim poctu
saxofont uvadeéji studie uryvky v partiturovém
zapisu. Z takového zapisu vsak nejsou hudebnici
vétsinou zvykli hrat — zvolil jsem proto standard-
ni zptisob zapis partu, jaky dostanete na notovy
pult. Celd studie je pak rozdélena na ¢tyti tseky
podle jednotlivych typtd ndstroje — sopranovy,
altovy, tenorovy a barytonovy saxofon. Pi takto
hustém notovém zapisu neni jednoduché sazbu
zpracovat tak, aby vzdy vyslo otoceni stranky
na vyhodném misté. V téch nékolika malo pripa-
dech to tedy omluvte.

A nyni nékolik postreht k jednotlivym sklad-
bam, které bych priblizné rozdélil do téchto tema-
tickych okruhti — nékolik informaci o historii
nastroje, specificky pristup americkych, ruskych
a francouzskych skladateld, stylova vyboceni
a technické poznamky.

Je naprosto neuvéritelné, zZe Jean-Georges
Kastner (1810-1867) ve skladbé Les cris de Paris
z roku 1857 (zhruba sedmnact let po vynélezu
nastroje) pouzil v jedné z ¢asti uvedené kompo-
zice soprdnovy saxofon, dva altové saxofony, dva
tenorové saxofony a dva barytonové saxofony. To
je prakticky big-bandové obsazeni! Barytonovy
saxofon je v partitufe psan v basovém Kklici

a ve spravném Es ladéni.

V symfonii Le réve d’Oswald, ou Les sirénes
je v zavérec¢né ¢asti (Finale) psany ,saxophone
en UTY tedy in C. Ve tfeti Casti této skladby jsou
uvedeny dva radky saxofont (oba po dvou néstro-
jich) v1adéni C a F. Je tedy evidentni, Ze patizska
dilna Belgicana Adolpha Saxe byla velmi ¢inoroda
a vyrabéla nastroje rtiznych ladéni. Kromé toho
jsou v téchto skladbach pouzité i zestové nastro-
je — saxtromba, saxhorn a saxtuba. V této praci
jsem party prevedl do bézného ladéni pro sopra-
novy a altovy saxofon. Pro zajimavost dodejme,
7e J.-G. Kastner je autorem dosud prvniho zna-
mého saxofonového partu v opefe — vyuzil tento
nastroj v dile Le Dernier Roi de Juda (premiéra
1.12.1844).

Samostatnou kapitolou je pro saxofonisty hudba
americkych autort, kterd vyrazné rozsitila moz-
nosti vyuziti tohoto néstroje.

Opera Porgy and Bess (1935) George
Gershwina predstavuje jednu ze zdkladnich skla-
deb literatury pro saxofon. Jeji vyznam netkvi
v technické obtiznosti partu, ale v tom, ze ukazu-
je to nejdilezitéjsi, co by mél saxofonista zvlad-
nout, aby se hudbou uzivil — saxofonisté, méjte
na védomi, Ze jedna z mala moznosti vaseho
uplatnéni v praxi je byt ¢lenem muzikdlového
orchestru. V takovém souboru je nutné umeét hrat
na klarinet na trovni absolventa stfedni hudeb-
ni §koly. V ramci ptiloh (Priloha ¢ 2) je uvedena
drobnéa ukazka z Predehry a z 1. jednani, kde jsou
uplatnény party 2. klarinet / 1. altovy saxofon.
Doporucuji vdm tento uryvek jako test vasich
nastrojovych schopnosti (samoziejmé s metro-
nomem). Nezapomeifite, Ze kromé hry na klari-
net je nutnosti také hra na basklarinet a stridani
vSech typt saxofont. Kombinaci saxofon/klari-
net najdete i v mnoha dalsich skladbach — jedna
se napft. o Stravinského Ebony Concerto ¢i Bergav
Houslovy koncert.



V opete Porgy and Bess, stejné jako ve sklad-
bé Ameri¢an v PariZi a dalsich, se pouziva
swingové frazovdni. Ptipravil jsem tabulku
jednotlivych rifft, ktera uvadi, jak se tyto figu-
ry zapisuji a jak se hraji. Nej¢astéjsi chybou je,

Ze hudebnici hraji synkopovanou notu dlouze
a nefrazuji osminové pauzy.
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Swingové frazovani

Leonard Bernstein — Prelude, Fugue and
Riffs, 3. véta — neni zde uveden 1. altovy saxofon.
To neni opomenuti, tento ndstroj stfida part kla-
rinetu a lead prejima 2. altovy saxofon.

Ralph Vaughan Williams — Symphony No. 9
in E minor, 3. véta (¢islo 8) — tento zapis se pou-
ziva pouze v ptipadé, kdyz skladbu hraje jeden
saxofon. V ptipadé dvou altovych a jednoho teno-
rového saxofonu (jak je v obsazeni partitury) je
uvedena Ctyftaktova pasadz rozdélena mezi vSech-
ny nastroje, které na sebe navazuji (malé noty se
tedy nehraji).
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Joseph Holbrooke — Symphony No. 1, Les
Hommages*, op. 40, 4. véta — v partiture je uvede-
ny altovy saxofon in F a barytonovy saxofon in C
v basovém kli¢i. Oba néstroje uvadim v pouziva-
ném ladéniin Es, barytonovy saxofon pak také
v houslovém KkIici.

Joseph Holbrooke — Symphony No. 2 ,Apollo
and the Seaman®, op. 51 — na nékolika mistech
jsou sopranovy a tenorovy saxofon stonyAa G
uvedeny pod rozsahem. Tyto useky byly transpo-
novany o oktavu vyse.

Ze soucasnych skladeb jsem ptipojil sklad-
bu ze ¢tvrté epizody Star Wars — A New Hope
(Cantina Band). V koncertnim provedeni se jedna
o symfonicky dixieland, ktery je pomérné rychly
a proto téz technicky obtizny. MtiZete si vybrat,
jestli chcete tento part hrat na sopranovy nebo
altovy saxofon.

Charles Ives — Symphony No. 4 — tato sklad-
ba je pomérné raritni obsazenim tri klaviris-
tl. Ale part saxofonu je neurcity — v partitufe je
psany in C a v basovém Kkli¢i (tedy tak, jak znfi).

V pozndmkdach k instrumentaci této partitury je
uvedeno, Ze lze volit mezi altovym, tenorovym

¢i barytonovym saxofonem. Rozepisovaci tento
part urcili tenorovému saxofonu, avsak jakykoliv
z dal$ich (ve spravné transpozici) také nezni $pat-
né. Uvedena sekvence partu saxofonu druhé véty
je zvlastni svou polyrytmikou. Cast ndstrojt hra-
je v 3/2 taktu sextoly, proti tomu v divisi druhé
nastroje v osminovém frazovani. Dalsi v 6/4 taktu
¢tvrtové noty, jiné ve 4/4 velké kvintoly (tedy jako
kdyby hrali v taktu 2/2) a posledni ¢4st osminovy
rytmus opét v taktu 4/4. Z toho davodu v posled-
nim taktu uvadim, Ze dirigent déli na 3/2.

Ve skladbach ruskych autort je z mého pohledu
saxofon chdpan jen jako jeden z dalsich dreveé-
nych dechovych néstrojt. Pti studiu partitur
mate pocit, ze skladatel ani netusil, pro jaky zvuk
nastroje dany part pise — $lo spi$ o to, aby byl
saxofon uveden v obsazeni. Kromé toho nevi-

me, jak kvalitni nastroje byly v té dobé v Rusku

k dispozici. Tenorovy saxofon je vétSinou psa-

ny tak, jak zni — tedy in C a o oktdvu niZe, nez se
piSe; proto je v mnoha ptipadech v partiturach
psany v basovém klici. Pti rozpisu partt by bylo
logické part transponovat o nénu vyse a spravné
zménit predznamendni jako in B. Bohuzel v§ech-
ny rozpisy jsou psdny atondlné a transpozice
délany nahodile, kdy danou téninu necti pouzi-
tim zvysujici nebo snizujici posuvky. V jednom
taktu diskutovanych partt se tak miizete setkat
s krizkem i béckem najednou. Neni problém party
napsat spravné tak, jak je v soucasnosti zvykem,
ale v pripadé, kdybyste na tuto skladbu narazili
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ve své orchestralni praxi, by se opticky jednalo
o zcela jiny part. Z tohoto diivodu zachovdvam
pavodni podobu partt.

Dmitrij Sostakovi¢ napsal ve tficatych létech
dvacatého stoleti dvé suity s ndzvy Suita pro
jazzovy orchestr ¢. 1 (1934) a Suita pro jazzovy
orchestr ¢. 2 (1938) — obé bez opusového ¢isla.
Prvni z téchto skladeb vznikla poté, co se skla-
datel rozhodl ptisobit v Jazzové komisi, jejimz
ukolem mélo byt , sovétsky jazz“ pozvednout
na profesiondlni iroven. Piesto se tato hudba
znac¢né odlisuje od obvyklych predstav o jazzu.
Tteti véta Suity ¢ 1 je nazvana Foxtrot (Blues)

— oCekavate tedy skladbu se swingovym frazo-
vanim. AvSak na vSech nahravkach, které jsem
sly$el, je tato ¢ést frazovana Sestndctinové (jak je
piedepsano, viz part altového saxofonu).

Suitu pro jazzovy orchestr ¢. 2 napsal
Sostakovi¢ pro noveé zaloZeny statni sovétsky
Jazzovy orchestr. Behem druhé svétové valky se
ale partitura ztratila. V roce 1988 byla naleze-
na Suita pro varietni orchestr a ta byla okamzi-
té (avsak chybné) oznacena jako Jazzova suita
¢. 2. Vroce 1999 byla skute¢nd Suita pro jazzovy
orchestr ¢. 2 identifikovdna v nalezeném kla-
virnim vytahu tti vét. Britsky skladatel Gerard
McBurney vytvoril na zadost Sostakovic¢ovy vdo-
vy rekonstruovanou instrumentaci skladby a tato
verze byla v roce 2000 premiérovana v Londyné
Symfonickym orchestrem BBC.

Hudba francouzskych skladateld pro saxofon

je velmi specificka. Tito autoti pouzivali tento
ndstroj také jako jeden z drevénych dechovych
ndstrojl, avsak s obrovskym citem pro jeho zvuk
a schopnosti.

Darius Milhaud — Stvoreni svéta — ivod-
ni ¢ast této skladby uvadim imyslné prakticky
celou. Nejednad se o technicky naro¢ny part, je
vSak mimoradné obtizny z hlediska zvuku a into-
nace. Je zde kladen obrovsky ddraz na barevnost
tonu v kombinaci se smycci. V této skladbé nejsou
orientacni znacky podle frazi nebo dvojitych car,
ale jsou uvadény po deseti taktech (tento neob-
vykly zptsob znaceni tak mtZe ptsobit ponékud
rusiveé).

Maurice Ravel — Bolero — prekvapilo mé, ze
se party v riznych vydani lisi legatovymi oblouc-
ky a predevsim akcenty. Pti bliz§im prostudova-
ni partitur jsem zjistil, Ze uvedené akcenty patfi
v partitute do fddku nad saxofonem (tedy do par-
tu 3. trombonu a tuby). V této publikaci uvadim
part v revizi. Dodavam, Ze v ptivodnim obsaze-
ni je predepsany sopraninovy saxofon, nicméné
spodni polohy partu jsou uvedeny mimo rozsah
tohoto nastroje a musi je hrat sopranovy saxofon.

Sopranovy saxofon svym rozsahem taktéz pokry-
je vyssi polohy partu, takze se jeho obsazeni
v této skladbé stalo postupné standardem.

André Jolivet — Concerto pour ondes
Martenot et orchestre — Tato skladba je pozo-
ruhodnd tim, Ze se jednd koncert pro jeden
z prvnich elektronickych kldvesovych néstrojt
— Martenotovy vlny. Jejich vznik se datuje nékdy
kolem roku 1928.

Zvlastni kapitolou jsou skladby s néjakym stylo-
vym vybocenim.

Leonard Bernstein — Concerto for Orchestra
,Jubilee Games“ — neuvadim zde prvni vétu.
Jednd se o minimalistickou kompozici (tento
hudebni smér byl v sedmdesatych letech dvacaté-
ho stoleti velmi populédrni), kdy se v daném ¢aso-
vém useku hraji predem dané tény — v riznych
oktdvach a tempu (pracovéano je také s opako-
vanim taktu — pocet opakovani je zapsdn ¢islem
nad taktem). V tomto dile jsou navic jesté vyuzity
dalsi, v zdsadé nekompozi¢ni pomtcky, které jsou
v partu podrobnéji vysvétleny.

Alfred Schnittke — Symphony No. 1 — zde se
také objevuje nékolik ,minimalistickych® use-
ki. Nejedna se o technicky ndro¢nd mista, ale
dirigent musi orchestru predem vysvétlit, jak
bude tyto ¢astijednotlivych vét provadét. Kromé
zapsanych melodickych smycek se zde vyskytuji
ivolné psana sola ad lib. (v partu oznacend vlnov-
kou). V partitufe neni ptredepsano v jaké toni-
né avjakém tempu se mate pohybovat, hrajeme
tedy tato mista na zptisob volné improvizace. To
je rozdil oproti improvizaci v hudbé popularni
ajazzové, kde je tonina a forma skladby zakla-
dem. Doplnme, ze minimalistické prostiedky
nepouzivali pouze skladatelé tzv. ,klasické“ hud-
by, ale i hudby popularni — napt. Andrew Lloyd
Webber v muzikalu Jesus Christ Superstar v ¢isle
22 The Crucifixion (UkFiZovdni). Smyslem pred-
kladanych Orchestrdlnich studii pro saxofon neni
podrobné resit stylova vyboceni ¢i podavat navod
k improvizaci, ale pfipravit studenty na zvladnuti
orchestralnich partd. Z tohoto divodu jsou v pub-
likaci zahrnuta i takovato mista (i kdyz spise jen
naznakem).

Luciano Berio — Alleluia per Orchester —

v orchestralni praxi se mtzete setkat i s party,
jejichz zvladnuti se méni v matematicky priklad.
V této skladbé je velmi obtizné presné zahrat
nékteré rytmické figury, avsak jako profesionalo-
vé si musite umét poradit i s takovymito narocny-
mi misty.

Jesté par technickych poznamek k dalsim
skladbam.



Bogustaw Schiffer — Koncert jazzovy
na orkiestre — na tuto skladbu jsem narazil pti
studiu raznych dalsich vydani orchestrdlnich par-
tl pro saxofon. Divil jsem se tomu, Ze se altovy
saxofon v této kompozici pohybuje smérem dol
mimo rozsah. V partituie jsem pak v tirdzi objevil
drobnou poznamku — suoni reali (pséno tak, jak
zni — partitura neni transponovand). Pokud tedy
u této skladby narazite na part, kde altovy saxo-
fon zac¢ind tonem cis!, jednd se o netransponova-
ny part — spravneé je ais' (jak je uvedeno zde). Ale
i tak se v partu tenorové saxofonu ve druhé vété
diskutované skladby (ve tfetim taktu pismena S)
dostal autor o ptltén pod rozsah ndstroje. Prvni
vétu v tomto vydani neuvadim.

Richard Strauss — Symphonia domestica,
op. 53 — tato skladba ma v obsazeni rovnéz baso-
vy saxofon. Pokud tento nastroj neni k dispozici,
nahrazuje se barytonovym saxofonem - obsa-
zeni se tedy méni z S-A-B-Bs na S-A-B-B. Tento
part uvadim v transpozici pro barytonovy saxo-
fon s rozsahem do A. Dodejme také, Ze v ptvodni
partitufre byly nastroje uvedeny v ladéni C/F — az
pozdéjsi prepis je v obvyklém B,/E),. Pokud budete
hrat tuto skladbu, je potieba si party zkontrolo-
vat. Transpozici basového saxofonu jsem udélal
iu nékolika dalsich skladeb, které jsou oznacené
jak ,bar sax 2“

Erwin Schulhoff - H.M.S. Royal Oak - v této
partitufe jsou zapsany tfi saxofony in C bez bliz-
sitho urceni. V partech jsou uvedeny tfi altové
saxofony, které stridaji sopraninovy, tenoro-
vy a barytonovy saxofon. V roce 2016 jsem tuto
skladbu, na ptrani dirigenta Tomdase Braunera pro
abonentni koncert SOCRu, podrobil revizi a party
prevedl do obsazeni sopranovy, altovy a tenorovy
saxofon. Vychdzel jsem z ndzoru, ze hudebni skla-
datel by v tomto ptipadé preferoval tti rizné dru-
hy saxofont pred tfemi stejnymi. Kromé jednoho
tonu v tenorovém saxofonu jsou vSechny party
v rozsahu uvedenych néstrojt a vysledek ptisobi
zvukové mnohem lépe nez v pivodnim obsazeni
tfi altovych saxofont. V prvnim partu je v obou
pripadech také sopraninovy saxofon — v provozni
praxi se tento ndstroj ¢asto nahrazuje Es klari-
netem. Revidované party pripojuji v plném znéni
v Priloze ¢. 1 této publikace.

Pismena H a N s bo¢ni vodorovnou ¢ar-
kou - H aN. Timto zplisobem oznacovali skla-
datelé 2. videriské $koly (predevsim pak Arnold
Schonberg a Alban Berg) hlavni a vedlejsi hlasy
ve skladbé (H = Hauptstimme, N = Nebenstimme).
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Na zaveér bych rdd podékoval vsem, kteti mi
umoznili a usnadnili vznik této prace.

— Nakladatelstvi AMU, panu fediteli Janu
Hellerovi a Petru Zvéfinovi, za divéru a podporu.

- Pavlu Skrnovi, profesoru saxofonu
na Prazské konzervatoii, za cenné rady a konzul-
tace pti studiu materiala.

— Blance Ellederové, vedouci hudebniho use-
ku Méstské knihovny v Praze, za ochotu pti ptj-
¢ovani partitur.

— Tomasi Novotnému a Veronice Novakové,
nakladatelstvi Barenreiter Praha, za pomoc
pti dohleddvani partitur, které u nds nejsou
dostupné.

— Pavliné Landové, vedouci hudebniho archi-
vu Ceské Filharmonie.

— Michaele Hejlové, vedouci Knihovny
Prazské konzervatore.

Cela tato prace prosla dvoji kontrolou. Prvni pro-
béhla pri prevodt partt do elektronické podoby,
druhad pak pri kontrole téchto partl s partitu-
rami. [ presto se mlze stdt, Ze narazite na néja-
kou chybu. Pokud se tak stane, poprosil bych vés,
abyste mé kontaktovali — chyba bude v dalsim
vydani opravena.

Jan Smolik
Praha, brezen 2020
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Foreword

Dear students, listeners, and colleagues,

You are holding in your hands the first editi-

on of Orchestral Studies for Saxophone. This is

a remarkably full volume both in terms of the
number of pieces included and in the range of the
individual parts. I have yet to come across such

a comprehensive publication — even in the case of
collections consisting of several volumes. I spent
a considerable stretch of time searching for mate-
rials, and I must admit I was surprised by the
enormous number of compositions that make use
of the saxophone. Included here, therefore, are
both pieces commonly on the repertoire of sym-
phonic and operatic orchestras and compositions
that are seldom performed, demonstrating the
perspective of musical artists on the possibilities
of the saxophone from its invention (around 1840)
to the present. It is interesting to follow the chan-
ging use of this instrument by various composers
in accordance with its development — particularly
following the absolutely revolutionary transiti-
on from wooden mouthpieces to ebonite. Wooden
mouthpieces allowed for very light movement in
the lower range (similarly to the clarinet), but
they made the upper part of the range highly
problematic.

The sections of these pieces I have selected
are important not only with regards to technica-
lly mastering the part but also in terms of sound
and intonation. We all know how hard it is to play
pp in the lowest part of the range, how deman-
ding it is to sustain the colour with gentle chan-
ges to vibrato on long tones, and how difficult it is
to use strong dynamic contrasts across the entire
range of the instrument. The conductor assumes
that you have mastered the part technically, but
in your own practice you will discover that the
sound of the instrument is even more important.
Approach this volume, then, as another concert
etude that is to be studied to perfection.

I am aware of similar editions of orchestral
studies, which is why I decided to approach this
volume differently.

It is common practice for extracts of pieces
including multiple saxophones to be presented in
full score. Musicians, however, are generally not
used to playing from such notation, which is why
I chose the standard part notation as you wou-
1d find it on your music stand. The entire study is
divided by instrument into four sections — sopra-
no, alto, tenor, and baritone saxophone. In such

a dense compendium of notation, it is not easy to
typeset the music so that every page turn is com-
fortable — please do excuse those few occasions
on which the page turn is somewhat awkward.

It is utterly incredible that Jean-Georges Kastner
(1810-1867), in his Les cris de Paris, written in
1857 (some seventeen years after the invention
of the instrument) used a soprano saxophone,
two altos, two tenors, and two baritones. That’s
practically a big band line-up! In the score, the
baritone saxophone is written in bass clef and the
correct tuning, E flat.

The finale of the symphony Le Réve
d’Oswald, ou Les sirenes includes a part for
“saxophone en UT”, i.e. in C. The third movement
of this piece includes two staffs of saxophones
(both for two instruments) in C and F tunings.

It is therefore evident that the Paris workshop of
the Belgian instrument-maker Adolphe Sax was
highly diverse and built instruments in various
tunings. These pieces also use brass instru-
ments — the saxtromba, saxhorn, and saxtu-
ba. In this edition, I have transposed the parts
into the common tunings of soprano and alto
saxophones. As a point of interest, let us add
that J.-G. Kastner wrote the first known saxo-
phone part in an opera; he used the instrument
in Le Dernier Roi de Juda, which premiered on

1 December 1844.

A unique area for saxophonists is the music of
American composers, which greatly expanded the
possibilities of the instrument.

George Gershwin’s opera Porgy and
Bess (1935) represents one of the essential com-
ponents of the saxophone literature. Its impor-
tance is not in the technical demands of the part
but rather in the fact that it demonstrates the
most important elements for a saxophonist to
master if he is to make his living as a musician.
Saxophonists, take heed: one of your few possi-
bilities for employment is playing in a musi-
cal theatre orchestra. In these ensembles, it is
necessary to be proficient on the clarinet, at
least at the level of a graduate from a musical
high school. The appendices (Appendix 2) inclu-
de a small sample of the Prelude and Act 1, where
the part of the 2nd clarinet/1st alto saxophone is
used. I recommend this extract as a test of your
instrumental capabilities (with a metronome, of
course). Do not forget that in addition to playing
the clarinet, it is also necessary to be profici-
ent on the bass clarinet and to alternate all the
instruments of the saxophone family. The saxo-
phone/clarinet combination is also found in many



other pieces, such as Stravinsky’s Ebony Concerto
or Berg'’s Violin Concerto.

Porgy and Bess, just like An American in
Paris and other pieces, uses swing phrasing.
Below is a table demonstrating how these figu-
res are written and how they are performed. The
most common mistake is that musicians play the
syncopated note as a long note and do not phrase
the eighth rests correctly.

Leonard Bernstein’s Prelude, Fugue and
Riffs, 3rd movement, does not include the 1st alto
saxophone. This is not a mistake; this instrument
doubles on clarinet and the lead is taken over by
the 2nd alto saxophone.

Ralph Vaughan Williams - Symphony No. 9
in E minor, 3rd movement (rehearsal number 8):
this notation is only used if the piece is played by
a single saxophonist. If two alto and one tenor
saxophones are used (as the instrumentation
demands), this four-bar passage is divided among
the instruments (the small notes are therefore
not performed).

Joseph Holbrooke — Symphony No. 1 “Les
Hommages”, op. 40, 4th movement: the score lists
an alto saxophone in F and a baritone saxophone
in Cin bass clef. I give both these instruments in
the more common tuning in E flat, with the bari-
tone saxophone in treble clef.

Joseph Holbrooke — Symphony No. 2 “Apollo
and the Seaman”, op. 51: in several places, the
notes A and G on the soprano and tenor saxopho-
nes are given below the playable range. These sec-
tions have been transposed up an octave.

In terms of contemporary pieces, I included
one piece from the fourth episode of Star Wars
— A New Hope (Cantina Band). In concert perfor-
mance, this is a kind of symphonic Dixieland at
a fast tempo and therefore technically deman-
ding. You can choose whether you wish to play
this part on soprano or alto saxophone.

Charles Ives — Symphony No. 4: this compo-
sition is rare in that its instrumentation includes
three pianos. The saxophone part, however, is
undefined; in the score, it is written in C in bass
clef (i.e. as it sounds). The instrumentation notes
state that the player can choose between the alto,
tenor, and baritone saxophones. Copyists defined
the part for the tenor, but both the other possi-
bilities (correctly transposed) sound good too.
The section of the second movement given here is
interesting in its use of polyrhythms. Part of the
instruments play sextuplets in 3/2 time, while
a second group of instruments, divisi, phrase in
eighth notes. Another group plays quarter notes
in 6/4 time, while another still plays long quin-
tuplets in 4/4 (i.e. as if they were playing in 2/2),
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Swing phrasing

and the last group plays an eighth note rhythm
again in 4/4. It is for this reason that I state that
the conductor divides into 3/2.

It is my position that in works by Russian com-
posers, the saxophone is understood simply as
another woodwind. Studying the scores, one gets
the feeling that the composer did not even know
what kind of sound he was writing the part for;
he was more concerned with including the saxo-
phone in the instrumentation. Furthermore, we
know little as to the quality of the instruments
available in Russia at the time. The tenor saxo-
phone is usually written as it sounds, i.e. in C and
an octave lower than written. For this reason,

it is written in bass clef in many scores. When
copying parts, it would seem logical to transpo-
se the part a major ninth higher and change the
key signature following the transposition to B
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flat. Unfortunately, all the parts are written ato-
nally and the transpositions done haphazardly,
without respect for the key in terms of using
the appropriate sharps and flats. You can thus
come across a flat and a sharp in a single measu-
re. It would be no problem to write out the parts
correctly to fit current practice, but if you were to
come across these pieces in your orchestral prac-
tice, it would seem to your eye as a completely
different part. It is for this reason that I adhered
to the original form of the parts.

In the 1930s, Dmitri Shostakovich wrote
two suites: Suite for Jazz Orchestra No. 1 (1934)
and Suite for Jazz Orchestra No. 2 (1938) — both
without opus numbers. The first was written after
the composer decided to take part in the Jazz
Committee, whose task was to elevate “Soviet jazz’
to a professional standard. Even so, this music is
markedly different from our common notions of
jazz. The 3rd movement of the first suite is titled
Foxtrot (Blues) — leading one to expect swing phra-
sing. On all the recordings I have heard, however,
this section is phrased in sixteenths (as is written;
see the alto saxophone part).

Shostakovich’s second suite was written
for the newly established Soviet Jazz Orchestra.
However, the score was lost during the Second
World War. In 1988, the Suite for Variety
Orchestra was discovered, and was immediate-
ly (but erroneously) designated as the compo-
ser’s second jazz suite. In 1999, the real Suite for
Jazz Orchestra No. 2 was identified in a found
piano reduction of three movements. Following
a request from Shostakovich’s widow, the British
composer Gerard McBurney reconstructed the
orchestration, and this version was premiered by
the BBC Symphony Orchestra in London in 2000.

2

The music of French composers for saxophone is
highly specific. These composers also used the
instrument as another woodwind but with enor-
mous feeling for its sound and capabilities.
Darius Milhaud - La création du mon-
de: I have intentionally included almost all of
the opening of this piece. It is not a technically
demanding part, but it poses enormous challen-
ges in terms of sound and intonation. There is
a considerable emphasis on the tone colour in
combination with the strings. This piece does not
have rehearsal marks following phrases or double
barlines — they appear every ten measures (this
uncommon style can have a somewhat disorienta-
ting effect).
Maurice Ravel — Bolero: I was surprised
to find that the parts in various editions dif-
fer in their use of slurs and, especially, accents.

Through closer study of the score, I discovered
that the accents listed actually belong to the staff
above the saxophone (i.e. the 3rd trombone and
tuba part). In this publication, I present a revi-
sed version of the parts. The original instrumen-
tation demands a sopranino saxophone, but the
bottom range of the part is outside the scope of
the instrument and must be performed on sopra-
no saxophone. The soprano’s range can also cover
the higher realms of the part, so its use in the pie-
ce gradually became standard practice.

André Jolivet — Concerto pour Ondes
Martenot et orchestre: This piece is remarkable in
that it is a concerto for one of the first electronic
keyboard instruments — the Ondes Martenot. Its
invention is dated around the year 1928.

A special chapter is reserved for pieces exhibiting
significant stylistic deviations.

Leonard Bernstein — Concerto for Orchestra
“Jubilee Games”: 1 have not included the opening
movement. This is a so-called minimalist com-
position (a style of music that was very popular
in the 1970s) in which predetermined tones are
played in a given time span in various octaves
and tempi (the piece also uses measure repeats —
the number of repetitions is indicated by a num-
ber above the measure). This work also makes
use of other, essentially non-compositional tools,
which are described in more detail in the part.

Alfred Schnittke — Symphony No. I: This pie-
ce also includes several “minimalist” passages.
These are not technically difficult, but the con-
ductor must explain to the orchestra in advance
how he will perform these sections. In addition
to the written melodic loops, there are also free-
ly written soli ad lib. (marked by a wavy line in
the part). The score does not specify the key and
tempo you should operate in, so these passages
are played virtually as free improvisations. This
is a considerable difference from improvisation
in popular and jazz music, where the tonality and
form serve as the foundation. We might add that
minimalist means were used not only by compo-
sers of so-called classical music but also by popu-
lar music artists, such as Andrew Lloyd Webber
in the musical Jesus Christ Superstar, no. 22: The
Crucifixion. The aim of the Orchestral Studies for
Saxophone is not to discuss stylistic deviations in
detail nor to provide a guidebook for improvisa-
tion, but rather to prepare students to perform
orchestral parts adequately. It is for this reason
that the collection also includes such passages
(though mostly as suggestions).

Luciano Berio — Alleluia per Orchester: In
your orchestral practice, you may occasionally



come across parts that require serious mathe-
matics to master. Some of the rhythmic figures
in this piece are very difficult to perform, but as
professionals we need to be able to manage even
such difficult passages.

A few technical notes on the other pieces.

Bogustaw Schiaffer — Koncert jazzovy
na orkiestre: I came across this piece while stu-
dying other orchestral part editions for saxo-
phones. I was surprised that the alto saxophone
moves downward, outside the possible range.

I then discovered a small note on the copyright
page — suoni reali (written as it sounds — the sco-
re is not transposed). So if you come across a part
for this piece, which begins with the note C#4,
this is an untransposed part; the correct note

is A#4 (as it is given here). But, even so, in the
second movement (the second bar of letter S), in
the tenor saxophone part, the composer stretches
down a semitone below the range of the instru-
ment. I chose not to include the first movement in
this edition.

Richard Strauss — Symphonia domestica,
op. 53: The instrumentation of this piece also
includes a bass saxophone. If this instrument is
not available, a baritone saxophone can be sub-
stituted and the instrumentation changes from
S-A-B-Bs to S-A-B-B. I have included this part
in a transposition for baritone saxophone with
arange down to A. Let us also add that in the
original score, the instruments were given in
C/F tunings — only later versions are in the usual
B)h/E). If you are to perform this piece, make sure
to check the parts. I have also transposed bass
saxophone parts in several other pieces; all of
them are marked “bar sax 2”.

Erwin Schulhoff — H.M.S. Royal Oak: this sco-
re includes three saxophones written in C without
any further specifications. The parts include three
alto saxophones doubling on sopranino, tenor,
and baritone saxophones. In 2016, following
a request from conductor Tomas Brauner, I revi-
sed this score for a subscribers’ concert of the
Prague Radio Symphony Orchestra, changing
the parts to soprano, alto, and tenor saxophone.

I based my work on the position that a composer
would prefer three different kinds of saxopho-

ne over three identical ones. Except for a single
note in the tenor saxophone part, all the parts fall
within the range of the instruments listed above
and the result is sonically much more satisfying
than the original instrumentation of three altos.
In both cases, the first part also includes the

use of the sopranino saxophone; in performance
practice, this instrument is often substituted by
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an Eb clarinet. I have included the complete revi-
sed parts in Appendix 1.

The letters H and N with a horizontal line
—H and N. These symbols were used by com-
posers of the Second Viennese School (most
notably Arnold Schénberg and Alban Berg) to
designate main and secondary voices in a piece
(H = Hauptstimme, N = Nebenstimme).

In conclusion, I would like to thank all those
who allowed me to apply myself to this work and
helped me with it.

— NAMU, its director Jan Heller, and Petr
Zvétrina, for their trust and support.

— Pavel Skrna, professor of saxophone at the
Prague Conservatory, for his valuable suggestions
and consultations.

— Blanka Ellederova, director of the music
section at the Municipal Library in Prague, for her
willingness to lend me scores.

— Tomas Novotny and Veronika Novakova
from Barenreiter Prague, for their help in finding
scores that are unavailable in the Czech Republic.

— Pavlina Landova, director of the Czech
Philharmonic’s music archive.

— Michaela Hejlov4, director of the Prague
Conservatory Library.

The entire collection went through a two-stage
inspection process: the first took place as the
parts were transferred into electronic form, the
second as the parts were cross-checked against
the score. Even so, it might happen that you come
across an error. If this happens, please do write
to me; the error will be corrected in the following
edition.

Jan Smolik
Prague, March 2020






Sopranovy saxofon
Soprano saxophone
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Piano Concerto (Koncert pro Kklavir a orchestr)
II. Molto moderato

Aaron Copland

Soprano Sax

il
N
X Yan
N
< Al
s (
® N
8 =]
2 Wl
STE
3
2 Il
m | | |
o
g .
3
A
[Y
€

()= 66)

[ Fan W /]

Jf marcato

=~
Rf)
7

Y

=

he
v

=
-
i
I

>
-

72)

=
-

Meno mosso (4

Solo

——

[ an
[Y)

%_*.‘..—A

A,_
LAt ] >A il
Y
| hTe
| R4
I 1 &N N
ﬁ% o\l
[ O X\
i
A u%/
MG [
AT
-4l
.|hv
g
N
L
u
(ot 2
A T
— - m . AY
g Al < -\l
& AN .
w QJ 1L
o .
SN Q w I
N
ﬁd 19
o
3 (
<N wv

mp cantabile

43] @

\
1/

) i r——

[

N
&g
o
(o

A%
=

AN

J

9

rit.

-0

re &
L @
S—"

11
dim. molto

1/

short

=76)

A tempo ()

Solo

)
.

\
N

(o)

0

|4

p liberamente

D)

14

E
~ uW
g
)
fing
)
i~
[
[
TTTe A
i~
o
..m L]
g MA
g0
_h.a i~
= A

| a0 WA




