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I .  RESEARCH AND ANALYSIS

Through th e  ag es  composers have been  in f lu e n c e d  by 

v a r io u s  m u s ic a l  s t y l e s .  The deg ree  o f  in f lu e n c e  v a r i e s  and 

some composers made d e l i b e r a t e  e f f o r t s  t o  t a k e  on f o r e ig n  

e lem en ts  w h ile  o th e r s  a l lo w ed  them i n t o  t h e i r  own e s t a b l i s h e d  

s t y l e s  u n c o n s c io u s ly .  T w en tie th  c e n tu ry  composers have been 

e x p e r im e n t in g  w ith  v a r io u s  s t y l e  com bina tions  more th a n  e v e r  

b e f o r e .  With th e  enormous growth in  t e c h n o lo g ic a l  advancements 

i n  t h i s  c e n tu r y  came th e  means f o r  exposing  th e  v a r i e t y  o f  

music th ro u g h o u t  th e  w o r ld .  This e x p o s u re ,  immediate and com­

p r e h e n s iv e ,  cou ld  o n ly  r e s u l t  in  a  sudden grow th  in  th e  m u s ic a l  

v o c a b u la ry  o f  many composers o f  t h i s  c e n tu r y .  One o f  th e s e  

a t te m p ts  t o  f u s e  m u s ic a l  s t y l e s  has been l a b e l e a  " t h i r d  s t r e a m ."

The term  " t h i r d  s tream "  a s  d e f in e d  in  W e b s te r 's  

D ic t io n a r y ,  s u g g e s ts  i t  i s

" r e l a t i n g  to ,  o r  b e in g  m usic t h a t  
i n c o r p o r a te s  e lem en ts  o f  c l a s s i c a l  
m usic  and j a z z .

The term  " t h i r d  s tream "  s u g g e s ts  in  i t s  most s i m p l i s t i c  sen se  t h a t  

th rough  a p ro p e r  s y n th e s i s  o f  two pure  s t r e a m s ,  the  W estern  

European c l a s s i c a l  t r a d i t i o n s  and pure j a z z ,  a t h i r d  pure  s tream  

would r e s u l t .

W idespread c r i t i c i s m  o f t h i r d  s t re a m  s u g g e s ts  t h a t  

t h i s  s y n th e s i s  r e s u l t s  i n  e i t h e r  "w a te red  down" j a z z  o r  " ja z z e d

1 . "T h ird  S tre a m ,"  W ebsters  New C o l l e g ia te  D ic t io n a ry  ( S p r i n g f i e l d ,  
M a s sa c h u s e t ts :  G.A C. Meriam Company, 1977) ,  1213.



up" s e r io u s  m usic .  These c r i t i c s  b r in g  t o  l i g h t  th e  f a c t  

t h a t  i t  i s  d i f f i c u l t  to  d e l i b e r a t e l y  combine f o r e ig n  e lem en ts  

w ith o u t  d e s t ro y in g  th e  i n t e n s i t y  a pure and e s t a b l i s h e d  m u s ic a l  

s t y l e  can g e n e r a t e .  In  a d i s c u s s io n  o f  t h i r d  s t r e a m  m usic 

in  th e  L arousse  E ncyc loped ia  o f  M usic , Benny Green sums up a 

commonly a c c e p te d  e v a l u a t i o n  o f  th e  t h i r d  s t re a m  movement as  

o f  1971.

"So f a r  th e  wedding has  been  b a r r e n .  L ew is ,^  
in  a t te m p t in g  t o  r e f i n e  th e  c o a r s e n e s s e s  o f  
the  ja z z  muse, has  thrown o u t  th e  baby w ith  
th e  b a th  w a te r ;  G i l l e s p i e ' s  rh y th m ic  e c c e n ­
t r i c i t i e s  a r e  r e a l l y  th e  o ld  modernism h id in g  
beh ind  a b a t t e r y  o f  p e r c u s s iv e  e x o t i c a -  w h ile  
B rubeck 's  thumping p l a t i t u d e s ,  when seen  in  
th e  l i g h t  o f  the  g ra c e  o f  Tatum o r  H ines ,  a r e  
reduced  to  v e ry  m inor p r o p o r t i o n s .

T h ird  s t ream  ex p e r im en ts  have shown so 
f a r  t h a t  a f t e r  a l l  th e  s o l o i s t ,  happy o r  n o t  
w ith  th e  o ld  f a s h io n e d  b u s in e s s  o f  r e s o lv in g  
h i s  d i s c o r d s ,  sounds more e f f e c t i v e  in s id e  
the  frame o f  a j a z z  u n i t  than  in  th e  ran k s  o f  
a c l a s s i c a l  o r c h e s t r a .  To what e x t e n t  th e  
in s t r u m e n ta l  mannerisms o f  j a z z  w i l l  e v e n t u a l l y  
in f lu e n c e  th e  c l a s s i c a l  composer rem ains  to  
be s e e n ,  b u t  th e r e  i s  no q u e s t i o n  t h a t  the  
modern o r c h e s t r a l  w r i t e r  w i l l  ig n o re  th e  in n o ­
v a t io n s  o f  j a z z  a t  h i s  own p e r i l .  From the  
ja z z  s t a n d p o in t  th e re  a r e  p a r a l l e l  d a n g e r s .

Evidence so f a r  s u g g e s ts  t h a t ,  in  h i s  
a t te m p ts  t o  merge w ith  th e  main s t ream  o f  
W estern o r c h e s t r a l  m usic ,  the  jazzman i s  e x ­
posing  h im s e l f  to  the  p o s s i b i l i t y  o f  lo s in g  
the  one p r o p e r ty  o f  h i s  a r t  which j u s t i f i e s  
i t s  e x i s t e n c e ,  i t s  v ig o r .  The j a z z  s o l o i s t  
i s ,  a f t e r  a l l ,  an impromptu com poser, and the

2. John Lewis i s  a j a z z  p i a n i s t  -  composer and was the  
m u s ica l  d i r e c t o r  f o r  the  Modern J a z z  Q u a r te t .



d e g re e  to  which he can s u b o r d in a t e  t h i s  
t a l e n t  to  th e  n o te s  on th e  p r i n t e d  s h e e t  
i s  p r o b l e m a t i c a l . "3

I n  th e  e a r l y  y e a r s  o f  t h i s  c e n tu r y  j a z z  and 

m usic from th e  main s t r e a m  o f  W este rn  Europe e x i s t e d  

e x c l u s i v e l y  o f  each  o t h e r .  J a z z  m u s ic ia n s  f o r  th e  most 

p a r t  were n o t  f o r m a l ly  t r a i n e d  m u s ic ia n s ,  and m ost f o r m a l ly  

t r a i n e d  m u s ic ia n s  were n o t  j a z z  composers o r  p e r fo rm e rs .

As j a z z  e v o lv ed  th ro u g h  th e  c e n t u r y  i t  became more o f  a c o n c e r t  

m us ic .  Benny Goodman's f i r s t  j a z z  perfo rm ance  a t  C arneg ie  H a ll  

in  1937 i s  an exam ple o f  t h i s  s h i f t i n g  e m p h a s is .  This  g r a d u a l ly  

e v o lv in g  a s p e c t  l e n t  a g r e a t  d e a l  o f  c r e d i b i l i t y  to  j a z z  and 

g e n e r a te d  o p p o r t u n i t i e s  f o r  f o r m a l ly  t r a i n e d  com posers and 

p e r fo rm e rs  to  examine and e x p e r im e n t  w i th  j a z z .  At the  be ­

g in n in g  o f  th e s e  e x p e r im e n ts  th e  o n ly  m u s ic ia n s  in v o lv e d  were 

i n d i v i d u a l s  w ith  s t y l i s t i c a l l y  e x c l u s i v e  b ack g ro u n d s .  They 

were e s t a b l i s h e d  com posers  o f  one s t re a m  borrow ing  e lem en ts  

from th e  o t h e r  s t re a m .

The commonly a c c e p te d  c r i t i c i s m  o f t h i s  f u s io n  i s  

l e g i t i m a t e  f o r  a l l  o f  th e  p eo p le  in v o lv e d  were working w ith  

a r e l a t i v e l y  u n f a m i l i a r  medium. To su d d en ly  d i s c o v e r  and 

employ a v a s t  sp ec tru m  o f  m u s ic a l  e lem en ts  i s  a c a d e m ic a l ly  

i n t e r e s t i n g ,  b u t  u s in g  th o s e  e le m e n ts  w i th o u t  r e a l l y  knowing 

them th ro u g h  e x p e r i e n c e  must r e s u l t  in  an awkward compromise 

o f  th e  a r t i s t s  more n a t u r a l  medium. E a r ly  ex p e r im e n ts  w ith

3. Benny G reen , "The World o f  J a z z , "  The L a ro u sse  E ncy c lo p ed ia  
o f  Music (S ecau cu s ,  New J e r s e y -  C h a r tw e l l  Books I n c . ,  1977),  
p . 522.



th e  f u s i o n  o f  j a z z  and  p u re ly  W este rn  E uropean  i n f l u e n c e d  

m usic  c o u ld  n o t  p o s s i b l y  su c c e e d  f o r  m u s ic ia n s  w ere n o t  

c o m p re h e n s iv e ly  and n a t u r a l l y  aw are o f  b o th  s t r e a m s .

The f u r t h e r  we move away from th e  b e g in n in g s  o f  

t h i s  m a r r i a g e  o f  j a z z  and c l a s s i c a l  e l e m e n t s ,  th e  more 

n a t u r a l  and m u s i c a l l y  s u c c e s s f u l  t h e s e  f u s i o n  p i e c e s  become.

I t  i s  n o t  uncommon to d a y  to  f i n d  m u s ic ia n s  w e l l  s c h o o le d  i n  

a s p e c t s  o f  ou r  W este rn  E uropean  m u s ic a l  h e r i t a g e  and w e ll  

v e r s e d  i n  th e  j a z z  la n g u a g e .  Most i m p o r t a n t l y ,  t h e s e  m us 'ic ians  

have  had  f i r s t  hand e x p e r i e n c e s  w i th  b o th  id iom s which 

g r e a t l y  i n c r e a s e s  th e  chances  f o r  a m u s ic a l l y  c o n v in c in g  

f u s i o n .  There  i s  l e s s  d e l i b e r a t e n e s s  o f  f u s i o n  r e s u l t i n g  

i n  a  more n a t u r a l  and s t y l i s t i c a l l y  s a t i s f y i n g  p ie c e  o f  m u s ic .

The problem  o f  a l a b e l  c a r r i e s  o v e r  i n t o  th e  1 9 8 0 's .  

M u sic ia n s  know t h i s  p a r t i c u l a r  f u s io n  t o  be c a l l e d  t h i r d  

s t r e a m  and i t  i s  commonly a g re e d  t h a t  t h i r d  s t r e a m  was an  

i n t e r e s t i n g ,  u n s u c c e s s f u l  and t e rm in a t e d  e x p e r im e n t .  T w e n tie th  

c e n tu r y  composers have em phasized  e c l e c t i c i s m  w hich makes 

such  l a b e l i n g  awkward. Don E l l i s  s u g g e s te d :

" I t  i s  t im e f o r  j a z z  t o  e n l a r g e  i t ' s  v o c a b u la ry
..................I t  i s  t im e  t h a t  we a l l  s to p  w orry ing
a b o u t  w he ther  m us ic  i s  j a z z  o r  n o t  and view  each  
work on i t ' s  own te rm s .

4 .  Don E l l i s ,  Downbeat. S e p t .  28, 1961, p . 66 .



G unther S c h u l l e r  c o in e d  th e  te rm  " t h i r d

s tre a m "  and i s  p o s s i b l y  th e  prim e f i g u r e  o f  th e  movement.

He a l s o  a d d re s s e d  t h i s  problem  o f  l a b e l i n g .

"Speak ing  f o r  m y s e l f ,  I  can o n ly  say  t h a t  th e  
p o s s i b i l i t i e s  seem to  me b o th  e x c i t i n g  and 
l i m i t l e s s  and i t  seems i r r e l e v a n t  to  w orry  
w h e th e r  t h i s  w i l l  be j a z z  o r  n o t . " ^

Having had  e x p e r ie n c e s  and t r a i n i n g  i n  b o th

j a z z  and th e  m a ins tream s o f  m usic  e v o lv in g  from W estern

European t r a d i t i o n  I  am e n t h u s i a s t i c  a b o u t  th e  o p p o r t u n i t i e s

made a v a i l a b l e  th ro u g h  f u s i o n .  As a  p r e l i m i n a r y  to

composing a  f u s io n  p ie c e  f o r  p ia n o  and o r c h e s t r a  I  examined

e a r l i e r  works t o  t r y  and p in p o i n t  s p e c i f i c a l l y  why many

o f  th e s e  works a r e  c o n s id e re d  to  be m u s i c a l l y  u n s u c c e s s f u l .

E x i s t i n g  f u s io n  has  come from t h r e e  m a jo r  s o u r c e s :

1 .  e s s e n t i a l l y  c l a s s i c a l  composers f l i r t i n g  w ith  j a z z ,

2 .  j a z z  a r t i s t s  d i s p l a y in g  t h e i r  s k i l l s  in  a c l a s s i c a l  

s e t t i n g  and

3. r e c e n t  composers who a r e  com peten t ,  s k i l l e d  and e x p e r ie n c e d  

in  b o th  a r e a s .

From th e  f i r s t  c a te g o ry  th e r e  a r e  many exam ples .  As 

e a r l y  a s  th e  t u r n  o f  th e  c e n tu ry  many im p o r ta n t ,  w e ll  r e s p e c t e d  

composers became i n f a t u a t e d  w ith  s y n c o p a t io n  a s  used  by th e  

ra g t im e  com posers .  L a t e r  composers found i n t e r e s t s  i n  j a z z  as 

w e l l  and t h i s  i n t e r e s t  u s u a l l y  g r a v i t a t e d  a round  th e  rh y th m ic  

a s p e c t  so  im p o r ta n t  i n  j a z z .

5. Nat H e n to f f ,  " J a z z ' s  T h ird  S t r e a m ,"  M etronome. J a n . ,  1961, p . 11,



I g o r  S t r a v i n s k y ' s  Ebony C oncerto  has  su ch  a 

rh y th m ic  e m p h a s is .  T here  i s  v i r t u a l l y  no i m p r o v i s a t i o n  i n  

th e  p i e c e .  The j a z z  s t y l e  i s  i m i t a t e d ,  mimicked and  a t  

t im es  c a r i c a t u r e d .  The p ie c e  was composed f o r  j a z z  

c l a r i n e t i s t  -  band l e a d e r  Woody Herman. The c o n c e r to  was 

w r i t t e n  f o r  th e  e s t a b l i s h e d  b ig  band i n s t r u m e n t a t i o n  

o f  th e  tim e p lu s  b a s s  c l a r i n e t ,  f r e n c h  h o rn s  and h a r p .

A more t r a d i t i o n a l  p e r c u s s io n  a r ra n g e m e n t  was employed 

i n s t e a d  o f  a t r a p  s e t  p l a y e r .  The j a z z  r e l a t i o n s h i p s  depend 

e n t i r e l y  upon in s t r u m e n ta t io n  and id i o m a t i c  rh y th m s .  The 

open ing  f o u r  m easures  im m ed ia te ly  s u g g e s t  r a g t im e  in f l u e n c e s  

i n  i t s  s y n c o p a t io n :

t ru m p e ts

V
4 -  ̂ 1 ■

■
±a=3

- / •  • i ■ ■ • ■ 1 : • : r  -

1% .7- ■ j r  ? r  ? I • r • V ^

-5 1 ■ • ■ • i
fli.—-tr- . : T- nn - L :  =
V --- snr-T—

6 . I g o r  S t r a v i n s k y ,  Ebony C o n c e r to ( (N .Y . , C h a r l in g  Music C o rp . ,  
1 946) ,  p .  2.



S t r a v i n s k y  u se s  harmon m u te s .an d  h a t  mutes 

in  th e  b r a s s  s e c t i o n ,  du-wah e f f e c t s  w i th  p lu n g e rs  and 

id io m a t ic  s l u r s  f o r  more j ~ z z  e f f e c t :

^ __________ 1 ■ -

! ■u

I  1 •
p

1 _ _  _ 1 I: . .  ■ 1
- : r  -■ -1. --- ---- -_:.ë n..r r. 1r --------- ;

7 . I b i d . ,  p . 17

8. I b i d . ,  p. 15

9. I b i d . ,  p. 25



The Ebony C o n ce r to  i s  a m u s ic a l  p o r t r a i t  o f  

j a z z  a s  seen  th ro u g h  th e  eyes  o f  a most p rom in en t and 

i n f l u e n t i a l  f i g u r e .  The j a z z  e le m e n ts  a r e  t r e a t e d  so 

l i g h t l y  how ever ,  t h a t  th e  f u s i o n  i s  v e ry  s u p e r f i c i a l .

G eorge G ershw in composed some v e ry  p ow erfu l 

and s u c c e s s f u l  m u s ic .  Ke was a f o r m a l ly  t r a i n e d  m u s ic ia n  

w ith  a t r u e  f e e l i n g  f o r  j a z z .  G ershw in n e v e r  l o s t  a 

d r i v i n g  a m b i t io n  to  b r i n g  v a l i d i t y  and p r o f e s s i o n a l  r e c o g ­

n i t i o n  to  j a z z .  An a n a l y s i s  o f  h i s  P iano  C o n cer to  i n  F 

r e v e a l s  a deep and s u b s t a n t i a l  u n d e r s ta n d in g  o f  j a z z .

In  th e  c o n c e r t o ,  G ershw in u se s  b a s i c  j a z z  e le m e n ts  in  a 

s o p h i s t i c a t e d  s e t t i n g  r e s u l t i n g  in  a v e ry  d ra m a t ic  s t y l e .

The h a rm on ic  v o c a b u la ry  i s  o f t e n  g e n e r a te d  around  th e  " b lu e s " :

10

/

R .K

Gershw in had  th e  a b i l i t y  to  t r a n s p o s e  t r a d i t i o n a l  

j a z z  f l a v o r  i n t o  a s l i g h t l y  expanded harm onic  s e t t i n g .

On page 9 i s  an  example o f  an obv ious  boog ie -w oog ie  l e f t

10. George G ershw in , C o n cer to  in  F (N .Y ., New World M usic, 
1 9 4 6 ) ,  p . 11 .



hand o s t i n a t o  p a t t e r n  w ith  a ch ro m a tic  em phasis  n o t  to  

be found in  perfo rm ances  by a u t h e n t i c  boog ie -w oog ie  

p e rfo rm e rs :

i I

G ersh w in 's  s e n s i t i v i t y  to  s y n c o p a t io n  h e lp s  to  make 

h i s  j a z z  images e x t re m e ly  v iv id -

Poco meno (J =98)

*

The Concerto  in  F i s  ve ry  d ra m a t ic  and pow erfu l 

a t  t im e s ,  b u t  the  r e a l  h e a r t  o f  j a z z  i s  on ly  s u g g e s te d  in

11. I b i d . ,  p. 16

12. I b i d . ,  p. 18
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h i s  work, n o t  r e a l i z e d .

G un ther  S c h u l l e r  i s  one o f  th e  f i r s t  composers 

t o  ap p ro ac h  c o m p o s i t io n  w ith  an in  d e p th  u n d e r s ta n d in g  

o f  b o th  j a z z  and c l a s s i c a l  e le m e n t s .  C o n c e r t in o  f o r  J a z z  

Q u a r te t  and O rc h e s t r a  was composed by S c h u l l e r  f o r  the  

Modern J a z z  Q u a r te t  i n  1959 and i s  one o f  th e  more s u c ­

c e s s f u l  a t t e m p t s  a t  f u s i o n .  This p ie c e  c o n t a in s  e v e ry  

e lem en t found in  th e  most com ple te  d e f i n i t i o n  o f  j a z z .

The j a z z  q u a r t e t  f u n c t io n s  i n  much th e  same way as  i t  

would w i th o u t  th e  o r c h e s t r a l  accom panim ent. The composer 

u t i l i z e s  an  e x t e n s i v e  harm onic  v o c a b u la ry  r a n g in g  from 

12 b a r  b lu e s  to  a t o n a l i t y .  T h is  s e n s i t i v e  b a la n c e  o f  ex trem e 

harm onic  s t y l e s  h e lp s  th e  i n t e g r a t i o n  p r o c e s s .  The f i r s t  

f i v e  m easures o f  th e  p ie c e  s u g g e s t  t h i s  ex ten d ed  harm onic 

p la n ,  (see  p. 1 1 ) .

The composer c o n s t r u c t e d  u n u su a l  harm onic  p ro g re s s io n s

b u t  m a in ta in e d  a th r e a d  of u n i t y  to  use as a p o in t  of

d e p a r tu r e  f o r  im p ro v is in g  s o l o i s t s .  The f u n c t i o n  o f  F in

each  chord  in  th e  fo l lo w in g  p r o g r e s s io n  may be o b se rv e d :
13

"1 Oo - 1 Od

b  - — 1 ** 8 • ^ -----* â r— 1

13. G unther S c h u l l e r ,  C o n ce r t in o  f o r  J a z z  Q u a r te t  and 
O rc h e s t ra  ( N .Y .,  M .J.Q . Music C o .,  1961) ,  p .  5.
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14. I b i d . ,  p . 3.



12

The c o n s i s t e n t  rh y th m ic  d r iv e  ru n s  th ro u g h o u t  

th e  p ie c e  w ith  th e  b ass  u s u a l l y  p la y in g  a  w alk ing  b a s s  

l i n e .  O r c h e s t r a l  f i g u r e s  a r e  w r i t t e n  w i th  a  ^  f e e l  

th ro u g h  th e  u se  o f  t r i p l e t s :

n =

This i s  th e  c l o s e s t  n o ta t i .o . ia l  i n t e r p r e t a t i o n  o f  th e  

j a z z  e i g h t h  n o te  perform ance c o n c e p t .  Background f i g u r e s  

v a ry  r h y th m ic a l ly  from id io m a t ic  j a z z  f i g u r e s :

2  Ha

mp

t o  more complex, t h i c k  rhy thm ic  t e x t u r e s :

2FL

2C10C —lœ

Bsn.

2Hn.

3 Tot.

15. I b i d . ,  p . 6 .
16. I b i d . ,  p .  36.
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The f a c t o r  d i c t a t i n g  s u c c e s s  i s  th e  

employment o f  th e  e le m e n ts  which c r e a t e  e x t re m e s  in  

s t y l e ,  such  as  im p r o v i s a t i o n ,  harm on ic  v o c a b u la r y ,  form 

and rh y th m ic  i d e n t i t y .  I  b e l i e v e  t h a t  t h i s  l a c k  o f  ex trem es  

i n  s t y l e  i s  r e s p o n s i b l e  f o r  th e  r e l a t i v e l y  u n s a t i s f y i n g  

e f f e c t  g e n e r a te d  by t h i r d  s t r e a m  m u s ic .  T h is  i s  th e  m ajor dan g er  

when d e a l in g  w i th  two m u tu a l ly  e x c l u s i v e  s t y l e s  i n  th e  

same p i e c e ,  and a p i t f a l l  I  s t r o v e  to  a v o id  i n  th e  co m p o s i t io n  

o f  D ia logue  f o r  J a z z  P ia n o  and O r c h e s t r a .



I I .  ANALYSIS OF DIALOGUE FOR JAZZ PIANO AND ORCHESTRA

S e c t io n  I  i s  a m o d i f ie d  s o n a ta  -  a l l e g r o  fo rm .

The fo l lo w in g  i s  a b r i e f  o u t l i n e  by m easure  number;

E x p o s i t i o n ...................................   . .m .  1 -  jo
theme o n e .................................................ni- 1 ~ 23
theme tw o..................   • m. 24 -  38

t r a n s i t i o n ......................................................39 -  43

Development..............................

t r a n s i t i o n ......................................................88 -  92

Recapitulation....................................................................^3 -  101

The p r im ary  theme i s  p r e s e n te d  a t  th e  open ing  

o f  th e  p ie c e  by th e  p ia n o :

j=50

I*
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T h is  theme c o n ta in s  two p h r a s e s .  The second  p h ra se  

has  th e  same b a s i c  m e lo d ic  c o n to u r  a s  th e  f i r s t  b u t  i s  

p r e s e n te d  i n  a c o n t r a s t i n g  harm onic  s e t t i n g .  As i t  was one 

o f  th e  o b j e c t i v e s  o f  t h i s  p ie c e  to  u se  m a t e r i a l s  which 

would f u n c t i o n  s u c c e s s f u l l y  i n  more th a n  one h arm on ic  id iom , 

t h i s  theme i s  p r e s e n te d  u s in g  a v a r i e t y  o f  v e r t i c a l  harm onic  

d e v i c e s .

In  th e  f i r s t  p h ra s e ,  vague q u a r t a l  harmony r e s o lv e s  

i n t o  a chord  which i s  h e a rd  as a  dom inant s e v e n th  w i th  a l t e r e d  

t e n s i o n s  ^5 and ^ 9 ,  e s s e n t i a l l y  a j a z z  chord  d ev e lo p ed  d u r in g  

th e  bebop e r a . ^  T h is  j a z z  s o n o r i t y  d i s s o l v e s  w i th  th e  i n t r o ­

d u c t io n  o f  th e  low Ffr :

1 .  "E x tended"  harmony, o r  the  u se  o f  added harm onic  t e n s io n  
was d e l i b e r a t e l y  in t ro d u c e d  to  th e  j a z z  v o c a b u la ry  in  the  
e a r l y  1 9 4 0 's .  These ex tended  harm onies  r e s u l t  from c o n t in u in g  
th e  upward e x t e n s io n  in  t h i r d s  from th e  t r i a d ,  1 - 3 - 5 - 7 - 9 - 1 1 - 1 3 .  
These e x ten d ed  harm onies  p la y  a v i t a l  r o l e  i n  d e f in i n g  the  
bebop j a z z  s t y l e  o f  the  1 9 4 0 's and a r e  commonly employed by 
j a z z  m u s ic ia n s  to d a y .



The second  p h ra s e  b e g in s  w i th  a b lu e s  f l a v o r  

and su d d e n ly  moves away from t r a d i t i o n a l  j a z z  harmony 

tow ards  a n  u n p r e d i c t a b l e  d i s s o n a n c e : '

16

The l e f t  hand  p a r t  u s e s  a t r a d i t i o n a l  j a z z  v o ic in g  -  an  

o u t s id e  i n t e r v a l  o f  a t e n t h  w ith  th e  f i f t h  i n  th e  m id d le .

The f o u r  c o n s e c u t iv e  chords  b e g in n in g  on th e  t h i r d  b e a t  o f  

th e  f i r s t  m easure s h o u ld  be l a b l e d :

1. F m ajor t r i a d  w i th  added  n in t h
2 . E minor s e v e n th  w i th  added  n i n t h
3 . m a jo r  t r i a d  w i th  e x ten d ed  harm onic  t e n s i o n
4 .  F m a jo r  s e v e n th  w i th  added  n i n t h

Individually, each chord suggests traditional jazz harmony 

through the use of seventh chords with additional tension.

The harm onic  p r o g r e s s io n  however i s  h i g h l y  c h ro m a t ic  and would 

n o t  be c o n s id e r e d  t r a d i t i o n a l l y  c o m p a tib le  w i th  th e  g iv e n  

v e r t i c a l  s t r u c t u r e s .

Even though t h e r e  i s  a g r e a t  v a r i e t y  o f  harm onic  

s t y l e s  w i th i n  j u s t  s i x  m e a su re s ,  th e  s low  tempo makes i t  

p o s s i b l e  f o r  the  e a r  t o  p e r c ie v e  th e s e  c o n t r a s t i n g  s t y l e s .
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w hether  p r e s e n te d  s im u l t a n e o u s ly  o r  i n  a l t e r n a t i o n .

The theme a p p e a r s  i n  th e  s t r i n g s  im m ed ia te ly  

a f t e r  th e  i n i t i a l  p ia n o  s t a t e m e n t  and th e  two p h ra s e s  

a r e  s p l i t  i n  h a l f  by t h i s  m o t i f  i n  th e  p ia n o :

T h is  s h o r t  f l u r r y  o f  n o te s  a l s o  le n d s  i t s e l f  to  d i f f e r e n t  

l e v e l s  o f  harm onic  r e f in e m e n t .  The f i r s t  f o u r  p i t c h e s  

a r p e g g i a t e  a s t a n d a r d  j a z z  p ia n o  v o ic in g  f o r  a dom inant 

s e v e n th  chord  b u i l t  on F w ith  added ha rm o n ic  te n s i o n s  6 

(o r  13) and 9:

T h is  i s  fo l lo w e d  by an  a rp e g g io  o f  a cho rd  c o n s t r u c t e d  o f  

p e r f e c t  f o u r th s  on F#. The r e s u l t i n g  p i t c h e s ,  F#, B and E 

a r e  o n ly  d i s t a n t l y  r e l a t e d  t o  th e  F dom inant s e v e n th  

chord  and work a c t i v e l y  a g a i n s t  i t .

Theme I  b e g in s  w i th  th e  p ia n o ,  i s  passed  to  the  

s t r i n g s  and then  to  th e  w inds . Theme I I  fo l lo w s  th e  same
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scheme in  r e v e r s e  o r d e r .  Oboe, c l a r i n e t  and f l u t e  p r e s e n t  

theme I I  i n  M. 24, 25 and  26 . V io l a s ,  c e l l o s ,  and doub le  

b a s s e s  b e g in  th e  theme i n  M. 29 and  th e  e x p o s i t i o n  ends 

w i th  a s o lo  p ia n o  s t a t e m e n t  o f  t h e  theme in  m. 37:

rr\ i

Theme I I  i s  c h a r a c t e r i z e d  by t h r e e  t r i t o n e s  b ro k en  up by 

a m a jo r  t h i r d  i n  th e  l e f t  hand :

The melody i s  a c o m b in a t io n  o f  t h r e e  s h o r t  m o t i f s :

The t h i r d  m o t i f  s u g g e s t s  a d e f i n i t e  b lu e s  f l a v o r  a g a i n s t  th e  

F -  3 t r i t o n e ,  im p ly in g  G^.

M easures 39 -  43 u ses  theme I  to  make a t r a n s i t i o n
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t o  th e  d ev e lo p m en t .  The developm ent can  be v iew ed in  

t h r e e  d i s t i n c t  s e c t i o n s .

I .  M. 44 -  69 : Both themes I  and I I  a r e  d ev e lo p ed  

s im u l t a n e o u s l y .

I I .  M. 70 -  83: The p i a n i s t  im p ro v is e s  on harmony s u g g e s te d  

by th e  s t r i n g  s e c t i o n  vamp. The vamp i s  c o n s t r u c t e d  from 

c a n o n ic  t r e a tm e n t  o f  m o tive  #3 from theme I I .  The m otive  i s  

i n  3  and each  p l a y e r  keeps  r e p e a t i n g  i t  a g a i n s t  a g f e e l  i n  

th e  p ian o  i m p r o v i s a t i o n .  P e r c u s s io n ,  b r a s s  and woodwinds a r e  

added  and th e  im p ro v ised  developm ent c l im a x e s  i n  i t s  f i n a l  

m e a su re ,  m. 83. M easure 84 u se s  th e  vamp m a t e r i a l  f o r  a 

s h o r t  t r a n s i t i o n  to  th e  im p ro v ise d  p ia n o  c a d e n za .

I I I .  M. 85 -  89 ( 80 -  120 s e c o n d s ) :  T h is  s o lo  d ev e lo p m en ta l  

i m p r o v i s a t i o n  i s  l i m i t e d  o n ly  in  s t y l e .  L abe led  " s t y l i s t i c "  

im p r o v i s a t i o n  th e  s o l o i s t  u s e s  p a r t  o f  theme I  f o r  the  f i r s t  

30 -  45 seco n d s  :
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The s o l o i s t  i s  th e n  i n s t r u c t e d  t o  " c o n t in u e  w ith  th e  i n c l u s i o n  

o f  m o t i f  #3 from th e  melody o f  theme I I  f o r  th e  n e x t  30 -  45

seconds ;

m

F i n a l l y ,  th e  s o l o i s t  in c lu d e s  m o t i f  #1 from theme I I  f o r  th e  

f i n a l  20 -  30 seconds:

m

The e n t r a n c e  of th e  o r c h e s t r a  marks th e  end of th e  developm ent,  

m. 88 -  92. These f i v e  m easures a l s o  s e rv e  as  a t r a n s i t i o n  to* 

th e  r e c a p i t u l a t i o n .

The r e c a p i t u l a t i o n  p r e s e n ts  theme I I  f i r s t  i n  th e  

woodwinds and p e r c u s s io n ,  m. 93 -  94 . Theme I  fo l lo w s  i n  th e  

s t r i n g s  e x a c t ly  as  p re s e n te d  in  th e  e x p o s i t i o n ,  m. 97 -  98. 

Muted b r a s s  and p iano  r e s t a t e  theme I I  i n  m. 99 -  100 to  c lo s e  

th e  r e c a p u l a t i o n .
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There i s  a  16 m easure  t r a n s i t i o n  from p a r t  I  to  p a r t  

I I  a t  m easures  102 -  117. The l a s t  cho rd  from th e  r e c a p i t u l a t i o n  

o f  p a r t  I  i s  e x te n d e d  o v e r  th e  e n t i r e  16 m easure  t r a n s i t i o n ,  

g r a d u a l l y  l o s in g  v o ic e s  and f a d in g  o u t .  The e le m e n ts  from 

p a r t  I I  c o n ta in e d  i n  th e  t r a n s i t i o n  a r e  th e  new m e te r ,  new 

tempo and f o u r - p a r t  p e r c u s s io n  s e c t i o n  accom panim ent. The 

r e l a t i v e l y  t h i c k  cho rd  a t  m. 102 g r a d u a l l y  t a p e r s  o f f  to  one 

p i t c h  p la y e d  by th e  c e l l o s  and doub le  b a s s e s .

M easures 118 -  149 f u n c t i o n s  a s  an i n t r o d u c t i o n  t o  

p a r t  I I .  I n  o r d e r  t o  a p p r e c i a t e  th e  th e m a t i c  d e r i v a t i o n  o f  

th e  i n t r o d u c t o r y  m a t e r i a l  i t  i s  n e c e s s a r y  to  have a fo rm al 

and th e m a t ic  u n d e r s ta n d in g  o f  th e  m u s ic a l  m a t e r i a l  on which p a r t  

I I  i s  b a s e d .

The b a s i c  m u s ic a l  m a t e r i a l  in  p a r t  I I  i s  i n  a 32 b a r  

form , w i th  e i g h t  m easure  p h ra se s  p ro d u c in g  an  ABCB scheme. 

T h i r ty - tw o  b a r  form h as  v e ry  s t r o n g  r o o t s  in  j a z z  and i s  most 

o f t e n  found to  be i n  an AABA c o n s t r u c t i o n .

Examining th e  form o f  p a r t  I I  on a l a r g e r  s c a l e  

r e v e a l s  a n o th e r  j a z z  perfo rm ance  e lem en t b u i l t  i n t o  the  p i e c e .

The e x p o s i t i o n  i s  t r e a t e d  l i k e  th e  "head"  in  a j a z z  p e rfo rm an ce .  

The "h ead " ,  o r  com ple te  t h i r t y - t w o  b a r  form i s  s t a t e d  a t  th e  

b e g in n in g  fo llo w ed  by a number o f  m e lo d ic  v a r i a t i o n s ,  which i s  

in  t u r n  fo l lo w ed  by th e  "head" to  conc lude  th e  p i e c e .  The r e ­

s u l t i n g  form i s  s i m i l a r  to  a theme and v a r i a t i o n s  c o n s t r u c t i o n .

In  t h i s  case  th e  o v e r a l l  form i s  A A' A ' ' A ' ' '  A ' ' " ' .
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The p ia n o  im p r o v i s a t i o n s  i n  p a r t  I I  a r e  s t r u c t u r e d  

by a i i  -  V -  I  d ep en d en t harm on ic  p r o g r e s s i o n .  T h is  i s  a 

more t r a d i t i o n a l l y  o r i e n t e d  a p p ro a c h  to  i m p r o v i s a t i o n  th a n  

found  in  p a r t  I .

C e r t a in  harm onic  p r o g r e s s io n s  have  been  employed

e x t e n s i v e l y  by j a z z  com posers .  F o r  exam ple ,  th e  fo l lo w in g

h arm on ic  p r o g r e s s io n :

17 IV? 17 17

IV7 IV7 17 17

V7 IV7 17 17

th e  " tw e lv e  b a r  b l u e s " ,  i s  im m e d ia te ly  i d e n t i f i a b l e  a s  a

j a z z  p r o g r e s s io n .  Even th e  n o n -m u s ic ia n  i s  c a p a b le  o f  h e a r in g

" t h e  b lu e s "  and r e l a t i n g  i t  to  i t s  j a z z  h e r i t a g e .  A no ther

im p o r ta n t  e lem en t  i n  th e  j a z z  harm onic  v o c a b u la ry  i s  th e

i i  -  V -  I  p r o g r e s s io n .  E n t i r e  c o m p o s i t io n s  em ploy ing  t h i s

p r o g r e s s io n  e x c l u s i v e l y ,  th ro u g h  a v a r i e t y  o f  key  c e n t e r s  a r e  

2
n o t  uncommon. The b a s i c  m u s ic a l  m a t e r i a l  f o r  p a r t  I I  was 

d e s ig n e d  u s in g  t h i s  t r a d i t i o n a l  j a z z  harm onic  a p p ro a c h .  On th e  

f o l lo w in g  page i s  an a l a l y s i s  o f  th e  chosen  p r o g r e s s io n  f o r  

i i  -  V -  I  r e l a t i o n s h i p s .

Extreme c a r e  was ta k en  in  th e  melody c o n s t r u c t i o n  

p ro c e s s  to  d ev e lo p  a melody w i th  d u a l  f u n c t i o n s .  When p r e s e n te d  

w ith o u t  harm onic s u p p o r t  th e  melody does n o t  s u g g e s t  th e  harmony 

d i r e c t l y .  When th e  harmony i s  in t r o d u c e d  th e  melody becomes

2. See Appendix A f o r  exam ples .



f u n c t i o n a l .  I n  t h i s  way th e  same m e lo d ic  

m a t e r i a l  i s  u se d  in  a  v a r i e t y  o f  harm onic  s e t t i n g s  

r e s u l t i n g  i n  an  im m ed ia te ly  a v a i l a b l e  v a r i e t y  o f  

c o l o r s  and a b u i l t - i n  t e n s i o n /  r e l e a s e  d e v i c e .

T h is  melody c o n t a in s  a l l  12 p o s s i b l e  p i t c h e s  

s t r a t e g i c a l l y  p la c e d  f o r  em p h as is .  W ithou t r e l a t i o n  to  

i t s  s u p p o r t in g  harmony th e  s u g g e s t io n  o f  t o n a l i t y  i s  v e ry  

vague :

23
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T h is  same melody becomes an  i n t e g r a l  p a r t  o f  th e  i i  -  V -  I  

fo rm u la  b e c a u se  each  m e lo d ic  p i t c h  f u n c t i o n s  a s  an  u p p e r  

3
v a lu e  t e n s i o n :

C? f i i I <11 I
i'.'»

-C j .  ■
• f  ' 1

n

TT- r r r i r

| 3 i3 l i

I'A ' " - - ' r  - V  ■ r  •  k - 3  . ■ \ : r

s):-. r ; ‘V
r 3 3 _ t ! _ L

-1 V-
c  m 'A

• II
'Z J T" "V

± = ± $ :

o -

3 . A g e n e r a l  g u i d e l i n e  f o r  a v a i l a b l e  t e n s io n s  may be found 
in  Appendix 3 .



The in t r o d u c to r y  m a t e r i a l  t o  p a r t  I I ,  m. 134 -  

149, p r e s e n t s  a bass  l i n e  e x t r a c t e d  from th e  b a s i c  32 b a r  

p ro g re s s io n  ;

25



The p e rc u s s io n  accompaniment c o n t in u e s  th ro u g h o u t  

t h i s  i n t r o d u c t i o n  and a m e lo d ic  fragm ent from  th e  b r id g e  

o f  th e  32 b a r  form i s  in t ro d u c e d  :

26

T his  f i g u r e  i s  p r e s e n te d  by th e  woodwinds a t  th e  end o f  th e  

in t r o d u c t o r y  m a t e r i a l .

The e x p o s i t i o n  o f  the  32 b a r  form i s  found from 

m. 150 -  183. The melody i s  passed  back  and f o r t h  between 

v a r io u s  s e c t i o n s  and  s o l o i s t s :

m. 150 -  153 trum pet
m. 154 -  159 f l u t e
m. 160 -  163 b ra s s
m. 164 -  167 s t r i n g s
m. 168 -  175 p iano
m. 176 -  179 trum pe t
m. 180 -  183 s t r i n g s

F o llow ing  th e  e x p o s i t i o n  t h e r e  a r e  t h r e e  " ch o ru ses  

f o r  p ia n o  im p ro v iz a t io n  w ith  v a r io u s  b ack g ro u n d s .  I n  th e  t h i r d  

dev e lo p m en ta l  chorus  th e  b r id g e  i s  e x ten d ed  by e i g h t  m e asu re s .  

The f i r s t  and  second deve lopm en ta l  ch o ru ses  rem a in  e x a c t l y  t r u e  

t o  th e  t h i r t y - t w o  b a r  form .

4 .  J azz  m u s ic ian s  use th e  word " c h o ru s "  to  mean one com plete  
s ta te m e n t  o f  th e  g iv e n  form.
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d ev e lo p m e n ta l  ch o ru s  #1: m. 184 -  215

The p ia n o  i s  f r e e  to  im p ro v is e  o v e r  th e  

t h i r t y - t w o  b a r  cho rd  p r o g r e s s i o n .  The f o u r - p a r t  p e r c u s s io n  

s e c t i o n  i s  th e  o n ly  accom panim ent.

d ev e lo p m e n ta l  c h o ru s  #2: m. 216 -  247

The p ia n o  c o n t in u e s  i t s  im p r o v i s a t i o n  o v e r  th e  

t h i r t y - t w o  b a r  p r o g r e s s io n  w ith  o n ly  p e r c u s s io n  accom panim ent 

f o r  th e  f i r s t  s i x t e e n  m e a su re s .  Winds and s t r i n g s  a r e  added  

t o  th e  accom panim ent a t  th e  b r i d g e ,  m. 232 -  239. The l a s t  

e i g h t  m easures  o f  th e  ch o ru s  c o n t a in  p e r c u s s io n  and  s t r i n g  

accom panim ent. The accom panim ent i n  th e  winds em phasizes  th e  

u p p e r  v a lu e s  and a v a i l a b l e  a l t e r e d  t e n s i o n s  on th e  harmony o f  

th e  b r i d g e ,  The s t r i n g  s e c t i o n s  u n iso n  E comes from th e

o r i g i n a l  m elody:

\
g %

i . -

' V

Q :
I L - W - -S - - f - r ^

y
dev e lo p m en ta l  cho rus  -r3: m. 2&8 -  286

Accompaniment to  th e  p iano  im p r o v i s a t i o n  in  t h i s  

f i n a l  d e v e lo p m en ta l  chorus  b e g in s  w irh  th e  b r a s s  and c o n t in u e d

5. See p. 28 f o r  e x c e r p t  from s c o r e .
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p e r c u s s io n .  The b r a s s  ( m. 248 -  255) le n d  t o n a l  s u p p o r t  

a s  th e  b a s i c  ch o rd  p r o g r e s s io n  w i th  v a r io u s  u p p e r  v a lu e  

t e n s i o n s  i s  v o ic e d  to  s t a t e  th e  harmony c o m p le te ly .  T h is  

f u n c t i o n  i s  p a s s e d  t o  th e  woodwinds, m. 255 -  259 and 

s t r i n g s ,  m. 260 -  263. The e x te n d e d  b r i d g e ,  m. 264 -  279 

u t i l i z e s  th e  e n t i r e  o r c h e s t r a  which g r a d u a l l y  b u i l d s  t o  th e  

c l im ax  o f  th e  im p ro v ise d  d ev e lo p m en t .  F o r  th e  l a s t  e i g h t  

m easu res  o f  t h i s  c h o ru s ,  m. 280 -  287, th e  p ia n o  s t a t e s  th e  

melody in  a v e r y  r i c h  h a rm on ic  s e t t i n g .

M easures  288 -  305 p ro v id e  th e  r e c a p i t u l a t i o n  

which comes i n  th e  form o f  th e  f i r s t  s i x t e e n  m easures  o f  the  

t h i r t y - t w o  b a r  tu n e .  The l a s t  f o u r  m easure  p h ra s e  in  th e  

s t r i n g s ,  m. 302 -  305, i s  echoed  in  th e  p ia n o  p a r t ,  m. 306 -  

309 en d in g  on a v e ry  co n so n an t C m a jo r  6 c h o rd .  This  f i n a l  

consonance  f a d e s  w i th  a f o r t e - p i a n o  a t t a c k  o f  a G m inor 9 

chord  from a mixed group  o f  in s t r u m e n ts  o v e r  th e  s u s t a i n i n g  

p ia n o .



I I I .  D ialogue fo r  Jazz Piano and Orchestra

i n s t r u m e n t a t i o n :

1 f l u t e  ( in t e r c h a n g e a b le  w ith  p ic c o lo )
1 oboe
1 c l a r i n e t
1 b a s s  c l a r i n e t
1 bassoon  
4 h o m s
3 trum pets
2 trombones 
1 tuba
t im p a n i :  B , B^

E , A
C , G
F#

p e rc u s s io n :  4 p la y e r s :
I  -  o r c h e s t r a  b e l l s ,  b a s s  drum

I I  -  s n a re  drum, xylaphone
I I I  -  2 tom -tom s, t r i a n g l e

IV -  2 suspended cymbals o f  d i f f e r i n g  s iz e ^
woodblock, t r i a n g l e  

s o lo  p iano  
v i o l i n  I  
v i o l i n  I I  
v i o l a  
c e l l o
doub le  bass

30
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APPENDIX A

A n a ly s is  o f  s e l e c t e d  j a z z  co m p o sitio n s  f o r  i i  -  V -  I  p ro g re s s io n s

JOY SPRING............... C l i f f o r d  Brown
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MOMENTS NOTICE John C o ltra n e
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APPENDIX B 

a v a i la b l e  te n s io n s

0 * 4 ?  T-Î ALTHOUGH A C H o a O  TOMC

M‘.h 6 ^

M i n i T q  lA M trr  o<uA LLV > P q o n R

T 4  T "

t> . ,  I* "  c  ,T - ^
9 , -  ■, . -

A ot) C+? T5

T  T
• p \ > M  Q O 'T  T  ^  i > - » -  - S .  ( I  E  -  A D V  M O T g  A  u J H O t f

K/Ü •{ — S T E P . .  A & a w £ .._  f t  _ C H 0 R .D :
T o M e .  M O  S P E C I F I C  

■^B.MlMOLOûrf IS u 6 E n
)A LAo cL ^hèv ^

70



APPENDIX C

s e le c te d  com posers who have ex p erim en ted  w ith  

ja z z  /  c l a s s i c a l  f u s io n

L a rry  A u s tin  
John  Benson Brooks 
Dave Brubeck 
Howard Brubeck 
A aron Copland 
C laude Debussy 
B i l l  Dobbins 
B i l l  Evans 
L eonard  F e a th e r  
Dan H earle  
W erner H eider 
Andre H odeir 
C h a rle s  Iv e s  
J . J .  Johnson  
E rn s t  K renek 
John  Lewis 
R o lf  L ieberm ann 
Teo M acero 
D ariu s  M ilhaud 
d i a r i e s  Mingus 
M aurice Ravel 
David Reck 
B i l l  Russo 
L a lo  S c h i f r i n  
G un ther S c h u l le r  
M atyas S e ib e r  
I g o r  S tra v in s k y
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A ppendix  D 

S u p p lem en ta ry  C om positions

A SYRINGE EXISTENCE 

f o r :  so p ran o , c e l l o ,  p ia n o

a u th o r :  Sandy Evans
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78
RETURN TO BENTHOS

f o r :  ja z z  ensem ble:

so p ran o  saxaphone 
a l t o  saxaphone (& f l u t e )  
a l t o  saxaphone I I  (& f l u t e )  
te n o r  saxaphone (& f l u t e )  
b a r i to n e  saxaphone (& f lu t e )

5 trum p ets  
 ̂ trom bones 

1 b a s s  trom bone

p ia n o  
ba s s 
g u i t a r
p e rc u s s io n :  2 p la y e r s  

.p la y e r  I :  t r a p  s e t  
p la y e r  I I :  congas
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THE ADVENTURES OF CAPTAIN WAKE UP 

f o r :  j a r z  ensem ble:

a l r o  saxaphone I  (& f lu r e )  
a l t o  saxaphone I I  ( & c l a r i n e t )  
te n o r  saxaphone ( & so p ran o  saxaphone 
te n o r  saxaphone ( & f l u t e )  
b a r i to n e  saxaphone ( & f l u t e )

5 tru m p ets  
4 trom bones 
1 b a ss  trom bone

p iano
b ass
g u i t a r
p e rc u s s io n :  2 p la y e r s

p la y e r  I :  t r a p  s e t  
p la y e r  I I :  chim es
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THE SECRET SITS 

f o r :  so p ran o ,  c e l l o ,  p iano  

a u t h o r :  R obert  F r o s t



121

J=40



122

^  x«C M } C f- IO  ftTAvC
MWO • . e  .«AV • « e t  i m v # *



123

NC Miet̂ tesTAvc 
O  * « « ▼  * •  ?



124

TRUNDLE FOR EIGHT TRUMPETS

f o r :  trum pet ensem ble

I .  F a n fa re  
I I ,  C hora le  

I I I .  T runnion  
IV. F in a l e
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VARIATIONS ON A BULGARIAN FOLK TUNE 

f o r :  s o lo  p iano
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YESTERDAY 

f o r :  so p ran o ,  c e l l o ,  p iano  

a u t h o r ;  B arb e ra  S ensen ig
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