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Résumé

Ce mémoire de maitrise présente une analyse et une discussion de cinq compositions réalisées
pendant mes études. Les ceuvres sont pour piano solo, soprano et piano, trombone et piano,

quatuor a cordes et quintette a vent.

L'objectif de ce projet était de développer mon langage musical et d'observer les différentes
influences qui le caractérisent. Pour ce faire, certaines des pieces ont été composées avec des
contraintes de modes ou de techniques spécifiques, tandis que d'autres ont été composées
librement. J'observe beaucoup d'influences de ma formation en tant que pianiste, en particulier
celles de Scriabine, de Chostakovitch et de Prokofiev. De plus, je discute de l'influence que la

musique juive a eue sur moi et comme je I’utilise dans ma musique.

Mots-clés : composition, analyse, klezmer, musique juive, modes de transposition limitée.
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Abstract

This paper presents an analysis and discussion of five compositions I wrote during my master’s
studies. The works are for solo piano, voice and piano, trombone and piano, string quartet, and

wind quintet.

The objective of this project was to develop my musical language and to observe the different
influences that characterize it. To achieve this, some of the pieces were restricted using specific
modes or techniques, while others remained freely composed. I observe many influences from
my formation as a pianist, particularly those of Scriabin, Shostakovich, and Prokofiev.
Additionally, I discuss the influence that Jewish music has had on me and how I use elements of

it in my music.

Keywords: composition, analysis, klezmer, Jewish music, modes of limited transposition.
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List of Terms and Abbreviations

ANT: Anticipation

French sixth chord: A chord with the sonority of a dominant seventh and a flat fifth (regardless
of its harmonic function).

m.: Measure
NT: Neighbouring tone
PT: Passing tone

TO0-T11: In regards to a scale, TO refers to its transposition starting on C, T1 refers to it starting
on C-sharp, T2 on D, etc. In regards to a motif or a theme, T1 refers to its transposition one
semitone higher, T2 one whole-tone higher, etc.
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Introduction

The path leading to my enrollment as a graduate student in instrumental composition is both an
anomaly and the only approach that I could have envisioned myself taking. It therefore seems
appropriate to begin this paper by describing the road I have taken, both to give the reader a
better understanding of my influences and to offer her deeper insight into my musical

development.

The most significant way that my academic background differs from that of my peers is in the
absence of a bachelor’s in composition. This is not due to any feat of intellectual acumen but
rather to my lengthy studies in classical piano performance: my bachelor’s degree was divided
between the Conservatoire de Musique de Montréal and the Musikhégskolan i Pitea in Sweden,
my master’s degree is from the University of Gothenburg but was extended by one year of
supplementary studies at the Sibelius Academy in Helsinki, and finally, my piano studies were
concluded with a Diplome d'études professionnelles approfondies (D.E.P.A.) at the University of
Montreal in 2015.

As my musical upbringing was centred on performing music, I did not have much experience
creating it. Moreover, my training as a performer was almost devoid of contemporary music: my
repertoire did not usually travel far into the twentieth century, although some of the composers
for whom I have the most affection, Scriabin, Prokofiev, and Shostakovich, for instance, were

active during that period.

Despite majoring in performance, I was able to take lessons in composition when the
bureaucracy of higher education allowed for it. I had my first formal composition lessons at
Vanier College in my final year of CEGEP and following this, took two years of composition
lessons while completing my bachelor’s in Sweden in 2009-2011. I did not study composition
again until my return to Montreal in 2014, when I enrolled in the course, Techniques modernes
de composition, during my final year of piano tuition. This course, which involved composing
short pieces through the restriction of scales or compositional techniques, expanded my horizons

and laid the framework for the five pieces analyzed in this paper.



The pieces presented in this thesis are divided between ones that were composed using
restrictions and ones that were freely-composed. When I began my master’s, I was concerned
that my compositions would simply be extensions of the music that I had performed, and though
I recognize that outside influences are inevitable, I believe the only way to develop a unique
voice is through constant exploration. In Techniques modernes de composition, 1 had already
learned that composing with unfamiliar scales could lead to an increased sophistication in my
writing, so I decided to write pieces using modes' with which I was not well acquainted. I also
chose to write pieces without restrictions so I could observe my unfiltered musical impulses and
see if my style was developing through the other compositions. Throughout the analysis, I also

observe the influence of specific classical music works on both categories of pieces.

Table 0.1: List of the pieces analyzed in this paper and their method of composition

Piece Free/Restrictions
Portraits (solo piano) Restrictions

Trois mélodies sur de poemes de Nelligan | Free

(soprano and piano)

Wind Quintet Free
Lamentation (trombone and piano) Free
String Quartet Restrictions

! One of the pieces is restricted by dodecaphony rather than a mode.



Influence of Jewish Music

As a child, I attended a Jewish primary school and was exposed to Jewish music at a very young
age through prayers and the traditional songs we sang. Despite my inability to sustain an
unwavering note and my disenchantment with the inherent religious aspect of the songs, it was
my first memorable contact with music. The affinity I felt for it eventually led to my discovery

and appreciation of klezmer music, the musical tradition of Ashkenazic Jews.> 3

I can only assume that the attraction klezmer music first held for me was a result of its
connection with the melodies of Jewish prayers. The virtuosity it displays provides a refreshing
sense of lunacy absent from the sorrowful prayers and songs that so resonated with me (perhaps
their attraction mirrored the misery of going to school). In the analysis of my compositions, I use
the terms Jewish music and klezmer music interchangeably to describe the union of two
influences that has manifested itself in my music. I should stress that neither one is due to any
significant amount of practice or research: I have never played klezmer music and I stopped
singing Jewish songs after elementary school. Both, however, are rooted in my childhood and

mark the beginning of my musical development.

2 Feldman Walter Zev. Klezmer: Music, History, and Memory. Oxford Scholarship Online: 2016, p. 1.

3 Although klezmer music bears many similarities to the “melodies and modal usage of Ashkenazic prayer,”
(Feldman 2016, 16) its main function was to accompany Jewish weddings (Feldman 2016, 3), and so it is no surprise
that that dance music comprised much of its repertoire (Feldman 2016, 216). The word “klezmer” is rooted “the
Hebrew term klei-zemer or ‘vessels of song’ referring to musical instruments” (Feldman 2016, 62).



Background

Chapter 1. Portraits

Portraits is a set of five pieces for solo piano. The pieces are centered around the use of a

specific scale(s), apart from “Something Eerie,” which is dodecaphonic, and “Nuit

empoisonnée,” whose focus is the sonority of the French sixth chord. Most of the pieces are in

binary form (ABA')*, and take from one and a half to three minutes to perform.

Table 1.1: The pieces that make up Portraits and their respective restrictions

Piece

Restriction(s)

1. Wind Over Fallen
Soldiers

Messiaen’s second mode of limited transposition or the
diminished scale (half-step, whole-step variant).
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2. Folk song

The Dorian mode on A and the acoustic scale on C.
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3. Je réve de marionettes

Messiaen’s third mode of limited transposition.
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5. Nuit empoisonnée

The sonority of the French-sixth chord.

bog—

Aside from, “Je réve de marionnettes,” all the pieces were composed during the first semester of

my master’s studies. “Je réve de marionettes” was written the year before as one of the weekly

assignments for the course Techniques modernes de composition which led to the conception of

Portraits. 1 reasoned that imposing restrictions on my pieces would help develop my musical

language and that writing for piano would smooth my transition into compositions studies.

4 Although in binary form, I refer to them as having three sections to differentiate A from A’.




1. Wind Over Fallen Soldiers

“Wind Over Fallen Soldiers” is based solely on Messiaen’s second mode of limited
transposition, or the diminished scale. Apart from m. 28-30, in which the right hand contains
material from a diminished scale starting on C-sharp, the entire piece is centered on the

diminished scale starting on C.

The piece portrays gusts of wind on a battlefield through the contrast between the two outer
sections (A and A’) and the middle section (B) of the piece. The outer sections are characterized
by their representation of wind, while the middle section is marked by its military nature, a

march.

Table 1.2: Formal analysis of “Wind Over Fallen Soldiers”

A B A’
m. 1-25 m. 26-37 m. 38-51
Mode 2 on C Mode 2 on C* Mode 2 on C
*In m. 28-30 mode 2 on C-sharp is
played by the right hand

Wind motif: m. 1-6
Nostalgic theme (N): m. 7-12
Wind motif: m. 13-17

March: m. 26-34
Transition: m. 35-37

Variation on N: m. 38-42
Short recitative: m. 43
Wind motif: m. 44-51;

Variation on N: m. 18-25

The piece begins with a motif intended to portray wind. It consists of a rapid succession of notes
(TO), which after being transposed up a minor third (T3), succeeds at outlining the entire

diminished scale.

Figure 1.1: The wind motif at TO Figure 1.2: The wind motif at T3
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In m. 7-12 a change of tempo introduces a slow and nostalgic atmosphere that alternates between
the metres of 3/4 and 4/4, and the chords of A minor with an added major sixth (Am6) and E-flat
minor. The harmony of this section outlines the diminished scale’s most characteristic interval,
the tritone, while m. 11-12 contain a descending perfect fifth (B-flat to E-flat), a device that

foreshadows the march in section B.



Figure 1.3: Foreshadowing of the march Figure 1.4: The march
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Measures 13-17 are a reprise of the beginning wind motif, albeit an octave lower. Following this,
the material of the nostalgic section is developed in m. 18-25, and an arpeggiated Am6 chord in
m. 22/25 further alludes to wind. A more blatant suggestion of the ominous middle section

occurs in m. 21/24.

Figure 1.5: Allusion to wind in m. 22 Figure 1.6: Additional foreshadowing

Pia mosso

The middle section, or the grotesque march stands in stark contrast with the outer sections. Not
only does it differ through its violent dynamics and dissonant chords, but it is also the only part
of the piece in which there is a modulation from the original diminished scale. The tritone is
outlined again, this time through an ostinato found in the left hand. A clear influence of classical

music is found in the half-cadence in m. 31.



Figure 1.7: Half cadence in m. 31
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Though I did not intentionally imitate any composers in writing this piece, the influence of
French and Russian music is evident. Strangely, most of the compositions to which I can draw
parallels are ones I have neither played nor know well. For instance, the wind motif is

reminiscent of the beginning of Debussy’s prelude for piano, “Feux d’artifice.”

Figure 1.9: Measure 1 of “Feux d'artifice™

Figure 1.8: The wind motif

The march in the middle section is at least rhythmically similar to Prokofiev’s “Montecchi and

Capuletti” from his Romeo and Juliette suite.

Figure 1.10: Measures 1-4 of Prokofiev’s “Montecchi and Capuletti”’
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> Claude Debussy. “Feux d’artifice in” Preludes Book 2,(Paris: Durand et Cie, 1913), p. 66, accessed April 21,
2017, International Music Score Library Project, http://ks.imslp.info/files/imglnks/usimg/d/dd/IMSLP00510-
Debussy - Preludes  Book 2.pdf

6 Sergei Prokovief. “Jlecars IIbec u3 Ganera ,,Pomeo u JIxynberra®,” in S. Prokofiev: Collected Works, vol.3
(Cobpanue couunenuii), ed. Levon Atovmyan. (Moscow: Muzgiz, 1956), p. 27, accessed April 21, 2017,
International Music Score Library Project,
http://petruccilibrary.ca/linkhandler.php?path=/imglnks/caimg/6/68/IMSLP00435-Prokofiev_-
_Romeo_And Julieta Op_ 75.pdf



Figure 1.11: Measures 27-28 (the march) of “Wind Over Fallen Soldiers”
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Perhaps the most obvious influence shows itself in comparing the arpeggiated Am6 chords in
“Wind Over Fallen Soldiers” with similar figurations in Ravel’s “Une barque sur I’océan.” At
various places in “Une barque sur I’océan,” the left hand arpeggiates a G-sharp minor chord,
while the right-hand tremolos between the third, fifth, and an added major sixth of the chord. In
“Wind Over Fallen Soldiers,” almost the reverse occurs: an Am6 chord is arpeggiated in the right
hand, while the left-hand tremolos between the tonic, third, and major sixth of the chord. While
this similarity was unintentional, it is not coincidental: in the year before composing Portraits, 1
had listened to “Une barque sur I’océan” several times in the orchestration class that [ was

attending. There must have been some residue left in my ear.

Figure 1.12: The arpeggiated Am6 chord
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7 Maurice Ravel. Une barque sur I’océan in “Mirroirs,” (Paris: E. Demets, 1906), p. 18, accessed April 21, 2017,
International Music Score Library Project,
http://ks.imslp.info/files/imglnks/usimg/e/e2/IMSLP02693-Ravel-Miroirs DemetsEd.pdf



2. Folk Song

“Folk Song” consists of three sections, in which the first uses the pitches of the Dorian mode on
A, and the remaining two use pitches of the acoustic scale on C. The piece juxtaposes two
different styles of folk music and portrays a group of folk musicians performing. The outer
sections are calm and are meant to sound like Irish or English folk music, while the middle one is

temperamental and is reminiscent of Eastern European folk music.

Table 1.3: Formal analysis of “Folk Song”

A

B

Ar

m. 1-20

m. 21-27

m. 28-36

Dorian mode on A

Acoustic scale on C

Acoustic scale on C

Theme A: m. 1-10
Transition: m. 11-12
Theme A: m. 13-20

Theme B: m. 21-24
Transition: m. 25-27

Theme A: m. 28-36

An interesting feature of the two scales is that there is only one note that is not common to both:

the B-natural found in A Dorian and the B-flat found in C acoustic.

Figure 1.14: Dorian mode on A and the acoustic scale on C
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This distinction, while small, is very important to the structure of the piece, and is highlighted in

the B section, where the B-flat is repeated persistently.

Figure 1.15: Measures 21-22 of section B
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In contrast, the B-natural is only heard three times in the A section. The melody that is presented
throughout the section (theme A) is devoid of it; the B-natural is only used for harmonic

colouring.

Figure 1.16: Harmonic colouring using B-natural in section A
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The arrival of B-flat in the penultimate measure of A’ (see Figure 1.17) seeks to unify the three
sections of the piece. As a second scale degree was otherwise never heard in the A theme, its
appearance as the note that distinguishes section B provides a resolution to the contrasting parts.
Furthermore, because B-natural is never present in the A theme, the ending of the piece may

leave one wondering about the “Dorian nature” of section A.

Figure 1.17: The final statement of the A theme

Poco meno mosso

The harmonic language of the piece is very simple. In the outer sections, the bass mimics the
droning sound of bagpipes or the open fifths of a string instrument. A plagal cadence (IV-I) links
the repetition of each four-bar statement of theme A. In every second statement of the theme, a
VII chord (or IV/IV?®) is articulated before the cadence, resulting in an emphasis of the plagal

movement.

81V of IV
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Figure 1.18: Harmonic analysis showing the plagal movement in the A theme
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A countermelody in the alto voice is introduced in m. 13-21 and provides additional seasoning to
the established harmonies. The change of figuration in the bass (the addition of eighth-notes) is
meant to simulate the sound of percussion, and the addition of the perfect fourth in the left hand
on the last beat of m. 18 is intended to give the impression of clapping (is also occurs in m.

19/20).

Figure 1.19: Countermelody in the alto (in red) and figuration that suggests percussion and clapping
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The harmony in the first four measures of section B is simply an accumulation of all the notes of
the acoustic scale. Conversely, m. 25-27 wind down as the cluster chords are progressively
thinned out, while an altered dominant seventh chord (the sonority of C French sixth) is

arpeggiated in the left hand.

Figure 1.20: The end of section B
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It is difficult to link any specific pieces as a source of inspiration or influence for “Folk Song.” I
have listened so little to Irish and English folk music that it is hard to confirm whether the outer
sections even reflect them. The melody was conceived while improvising at the piano, without a
point of reference. The accompaniment and metre, on the other hand, may have been inspired by
Brahms’ Piano Concerto no.1 in D minor, which I had performed a week before writing “Folk
Song.” Similarities can be found between the metres of the pieces (the first movement of the
concerto is also in 6/4) and the perfect fifths in the left-hand accompaniment (Figure 1.21).

It is interesting to note that in the piano concerto, the first change of harmony in the solo piano is
to a IV chord (G minor) with the fifth in the bass (Figure 1.22). Similarly, in the sixth bar of
“Folk Song,” the first change of harmony is to the function IV (D minor, with the third omitted)
with the fifth in the bass (Figure 1.26).

Figure 1.21:° Perfect fifths in the left-hand accompaniment of Brahms' first piano concerto (m. 91-92)
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Figure 1.22:' Change of harmony in Brahms (m. Figure 1.23: Change of harmony in “Folk
93-94) Song”
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The insistent nature of section B is likely due to my admiration of Shostakovich and Prokofiev.
The music of these composers often contains motifs that are violent in nature or themes that
build up to a brutal climax through their persistence and repetition. The development selection in
the first movement of Prokofiev’s sixth piano sonata (op. 82) and the invasion theme of

Shostakovich’s Leningrad Symphony (op. 60) are two examples of this that come to mind.

9 Johannes Brahms. “Konzert n. 1” in Johannes Brahms: Sémtliche Werke, Band 6 (Leipzig: Breitkopf & Hartel,
1926-27), p. 7, accessed February 20, 2017, International Music Score Library Project,
http://ks.petruccimusiclibrary.org/files/imglnks/usimg/0/05/IMSLP03190-Brahms-Op015fs.pdf

10 Ibid.



3. Je réve de marionettes

13

As this piece was not composed during my master’s studies, I will not discuss it in detail. It is the

shortest piece of the set and exclusively uses Messiaen’s third mode of limited transposition

starting on C.

The piece is in 7/4 and attempts to invoke the image of marionettes dancing. The form of the

piece is as follows:

Table 1.4: Formal analysis of “Je réve de marionettes”

A B A’

m. 1-8 m. 9-11 m. 12-20
Introduction: m. 1-2 Theme B Theme A: m. 12-16
Theme A: m. 3-8 Outro: 17-20

The metre of the piece and the use of accents represent the disjointed movements of the puppets.

Figure 1.24: The disjointed movements of the puppets
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4. Something Eerie

“Something Eerie” is a dodecaphonic piece based on the following twelve-tone series: [9, 6, 5,
11,8,10,7, 1,0, 2, 4, 3]."! The piece does not use any permutations of the series and is liberal in
its approach to serialism: notes of the series are often repeated, overlapped, alternated between,

and sometimes left out.

Figure 1.25: “Something Eerie’s” twelve-tone row
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Figure 1.26: Formal analysis of “Something Eerie”

A B A’
m. 1-9 m. 10-22 m. 23-26

After the series is first stated, a melodic motif is presented in the bass using the notes [9, 11, 10]

and [2,4,3].

Figure 1.27: The first statement of the series and the melodic motif that ensues
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This motif, while seeming to break the mold of the series, is actually an anticipation of the next
two measures, in which the series is grouped as [9, 6, 5], [11, 8, 10] and [10, 7] (Figure 1.28)
and [1, 0, 2], [2, 4] and [3, 9] (Figure 1.29). While composing the piece, I allowed myself to
overlap the endings and beginnings of groups of pitches within the series. For instance, [1, 0, 2]

and [2, 4] (see Figure 1.29) or [1, 0, 2, 4] and [2, 4, 3, 9] (see Figure 1.30).

! The pitches are assigned numbers 0-11, with C as 0, C-sharp as 1, etc.
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Figure 1.28: Measure 6 of “Something Eerie” Figure 1.29: Measure 7 of “Something Eerie”
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Following this, the [9, 11, 10] and [2, 4, 3] motifs are extended by one note, becoming [9, 11, 10,
7] and [2, 4, 3, 9] in the left hand, while its rhythmic values are diminished. The transformed
motif is accompanied by trills in the right hand which consist of pitches from the thirty-second
note pattern found in the previous two measures, m. 6/7. The resulting grouping of the series is

[9,6,5, 11], [8, 10, 7], [1. 0, 2, 4], [2, 4, 3, 9], and [4.3, 9].

Figure 1.30: Measures 8-9
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A tempo change follows and an ostinato consisting of [9, 8, 10] is heard in the left hand. The
right hand then produces part of the series and repeats it with an extension to its penultimate
note. Thus, upon the entry of the right hand, the pitch groupings are [9, 6], [5, 11, 8, 10], [8, 10,
71, followed by [1, 0, 2, 4] after the repletion of the first groupings.

Figure 1.31: The beginning of section B: entry of the ostinato and new pitch groupings
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The ostinato is then transposed up a diminished fourth to [1, 0, 2], and the right hand plays a
similar pattern to before starting in the middle of the series. Ignoring the ostinato, the following

fragment of the series is heard two times: [10, 7, 1, 0, 2, 4, 3].

Figure 1.32: The transposed ostinato
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The series then erupts into a pattern of sextuplets, allowing an entire statement of the row in a
single bar. The left hand continues to play the notes of the previous ostinato, [1, 0, 2], until it
joins the right hand in a third and final statement of the series. Following this, the interval of a
tritone (between D-sharp and A) is repeated, mimicking its occurrence in m. 9 (last two measure

of Figure 1.33).

Figure 1.33: Eruption of the series
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The thirty-second note motif belonging to the right hand in m. 6-7 is then repeated in the left
hand in m. 23-24. This time, however, the pattern ascends, as if to suggest the reflection of m. 6-

7 (compare Figure 1.34 and Figure 1.35).

Figure 1.34: Thirty-second note motif in measures 6-7
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Following this, the first two measures of the piece are revisited. The first half of the row rather
than the second now appears in parallel octaves to provide further mirror-like imagery, and the
omission of the last pitch of the series concludes the piece on a note of tension (compare Figure

1.36 and Figure 1.37).

Figure 1.36: First two measures of “Something Eerie”
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Figure 1.37: Last two measures of “Something Eerie”
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I chose dodecaphony as a compositional technique to challenge myself to write in a style foreign
to me. Perhaps I would have delved into more unknown territory had I not been so liberal with
my use of the twelve-tone row, nevertheless, I believe I achieved a musical aesthetic that would
not have been available otherwise. Although the method of composition is taken from the
Second Viennese school, the influence of Russian music has a stronger presence in this work.
The percussive nature of the middle section is once again suggestive of Shostakovich and
Prokofiev. Furthermore, the thirty-second note motif in m. 6, 7, 23, and 24, bears resemblance
(even if only visually) to m. 87-91 (Figure 1.38) of Scriabin’s Piano Sonata No. 9 Op. 68 (Black

Mass), a piece which I had performed one week before writing “Something Eerie.”

Figure 1.38: ' Measure 88 of Scriabin's Piano Sonata No. 9 Op. 68

12 Alexander Scriabin. “Piano Sonata no. 9” in A.N. Skryabin: Polnoe sobranie sochinenii dlia fortepiano, vol. 3,
(Moscow: Muzgiz, 1953. Reissue Muzyka, 1972), p.7, accessed April 21, 2017, International Music Score Library
Project, http://ks.petruccimusiclibrary.org/files/imglnks/usimg/2/28/IMSLP01909-Scrison9.pdf
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5. Nuit empoisonnée

“Nuit empoisonnée” is the final and most freely-composed piece of the cycle. The only guideline
I set for myself was to make use of the sonority of the French sixth chord (a dominant seventh
chord with a flattened fifth). Since this chord comprises four of the six notes needed for a whole-

tone scale, passages that outline it inevitably occur throughout the piece.

Of all the pieces in Portraits, “Nuit empoisonnée” is the one most influenced by a specific
composer and work: Scriabin and his Black Mass sonata. The constant use of trills and the
ascending or descending movements that accompany them are derived from this sonata. Even the
title of the piece pays tribute to Scriabin, who writes, “avec une douceur de plus en plus

caressante et empoisonnée,” in m. 97 of his sonata.

The piece is an experiment in thematic and motivic transformation, likely inspired by Liszt. Very
little material is introduced after the opening bars, making the form of the piece more difficult to

unpack.

Figure 1.39: Formal analysis of “Nuit empoisonnée”

A B C A’
m. 1-15 m. 16-21 m. 22-43 m. 44-52
Opening theme: | Transformation 2: | Transformation 3: m. 22-27 Closing theme: m.
m. 1-7 m. 16-21 Quotation from section A: 44-52
Transformation m. 28-29
l: m. 8-15 Transformation 3 (re): m. 30-

37

Climax: m. 39-43

“Nuit empoisonnée” begins with a seven-bar period consisting of a three-bar antecedent and a
four-bar consequent. Within these, are three motifs, X, y, and y’, which are the source of material
of the piece. Although the harmony is quite rich, it can be reduced to very basic formulas. Figure
1.40 provides a motivic analysis of the first phrase with a reduction of the harmony in the bottom

staff (the French sixth chords are labeled “alt” to conserve space):
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Figure 1.40: Motivic, harmonic, and formal analysis of “Nuit empoisonnée’s” opening period
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The next eight bars contain a constant trill and variations on or fragments of the motifs from the
opening period. A rhythmic motif of a dotted eighth note preceded or followed by a falling or
rising gesture consisting of three thirty-second note triplets is an intentional reference to a similar

pattern found throughout Scriabin’s Black Mass sonata (compare Figure 1.41 and Figure 1.45).

Figure 1.41: Rhythmic motif inspired by Scriabin's Black Mass sonata
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Scriabinesque rhythmic motif

Figure 1.42:"* Measures 25-26 of Scriabin's Black Mass sonata showing the source of inspiration (the
right hand) for the rhythmic motif in “Nuit empoisonnée”
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B Ibid., p. 2.



After the introduction of this motif, the first transformation of the theme finishes in a similar

manner to the opening period, with y’ followed by x.

Figure 1.43: The end of the first thematic transformation
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Section B contains a minor shift in tempo, a shift in register, and the addition a broken chord
accompaniment pattern (sometimes in the form of a French-sixth chord, as in Figure 1.44),

similar to the one found in m. 87-91 of Scriabin’s ninth piano sonata (Figure 1.38). The
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rhythmic pattern inspired by Scriabin is extended and allows for a complete whole-tone scale to

be heard. This motif eventually becomes the main source of direction in the subsequent section.

Figure 1.44: The different elements of section B

Extension of the rhytmic motif

Section C is distinguished by its liveliness and arpeggiated French-sixth chords. In the
beginning, fragments of the x motif interrupt trills in the right hand (Figure 1.45), and the left
hand makes another reference Scriabin through the alternation between notes constituting a

tritone (Figure 1.46).
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Figure 1.45: Interruption of a trill by a fragment of the x motif in section C.
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hand Mass sonata showing the source of inspiration
b - R
& ettt
D)
3 3 I
———— ‘- w
- o 2 '
e, e (EEE
I Sy @r 7 I -
E E 'I| -. T
3 3 L 3 J -
Tritone

A short quotation from section A interrupts the established character in m. 28-29, and then a
sequence of trills and arpeggiated chords in acceleration take the listener to a thundering
statement of y’ in the climax of the piece (Figure 1.48). “Nuit empoisonnée” ends with a nine-

bar recollection of the opening theme, with a tonal focus on D rather than A.

Figure 1.48: The climax of “Nuit empoisonnée”

Trionfante M=)

Allargando
):J\ F o= 75 )
I N - -
i —— r = "

a|||¢ ey
s
L
A

Nis
W

4 Ibid., p. 1



23

Chapter 2. Trois mélodies sur des poémes de Nelligan

Background

I had begun developing an interest in French art song one year prior to beginning my master’s
after taking a seminar on it during my piano studies; I thought that composing a song cycle using
French poems presented another opportunity to combine my knowledge as a performer with my
desire to create music. I wanted to contrast Portraits by composing without imposed restrictions
and I wanted to see if my compositional instincts had matured. It did not take me long, however,
to realize that setting poems to music is hardly composing without restrictions: the rhythm and
melody of the vocal part are inextricably linked to the text, the form of the piece should be
influenced by the form of the poem, and the imagery in the poem may define the piano

accompaniment.

I decided to use poems by Nelligan after my composition teacher at the time, Frangois-Hugues
Leclair, suggested I read his poetry. I had never heard of Nelligan but upon reading his works, |
was convinced that their morbid themes and dark subject matter would compliment the style of
music I enjoy writing. I chose the poems based on my appreciation of them and the potential I

saw for them to be set to music. The poems are:

1) “Quelqu’un pleure dans le silence.”

2) “Le berceau de la Muse.”

3) “Soir d’hiver.”
The entire duration of the cycle is approximately nine minutes; the first two songs are roughly
half the length of the third. While I am satisfied with each individual song, I do not think the set
is well-balanced. I would eventually like to compose a fourth song (to begin the cycle with) with
a length of three or four minutes, so that the two shorter pieces are balanced between two longer

ones. The songs are for female voice and encompass the following range:

Figure 2.1: The vocal range of the cycle.
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1. Quelqu’un pleure dans le silence.

Quelqu'un pleure dans le silence
Morne des nuits d'avril;
Quelqu'un pleure la somnolence
Longue de son exil;

Quelqu'un pleure sa douleur

Et c'est mon coeur!"®

Table 2.1: The structure of “Quelqu’un pleure dans le silence”

Introduction (piano) | First two lines Interlude (piano) Last four lines
m. 1-7 m. 7-13 m. 16-21 m. 21-31

The concept for this piece stems from the similarities between the poem and the musical gesture
of a crescendo. While this comparison may seem ironic, as the poem describes someone who is
crying in silence, the three statements of “Quelqun 'un pleure” are marked by an increase in
intensity as the narrator progresses from “dans le silence” to “la somnolence” and finally to “sa
douleur.” The resulting form of the composition is thus a continuous flow music that increases in
dynamics and emotions in parallel with the text. This is obviously a personal interpretation of the
poem, one could certainly set it to music in a very convincing way by highlighting silence and by

emphasizing the inner pain of the narrator.

For most of the song, the accompaniment is an ostinato: just as the words “quelqu 'un pleure”
return after every two lines, the accompaniment figure repeats every two bars. The piano is
meant to signify the narrator’s crying, with the left hand representing her sighs and the right hand
portraying her teardrops.

Figure 2.2: The piano ostinato that begins “Quelqu’un pleure dans le silence”

15 Emile Nelligan, Poésies completes 1896-1941, prepared by Réjean Robidoux and Paul Wyczynski. Montréal:
Biblothéque québécoise, 1992, p. 25.
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The pitch material changes during a piano interlude in m. 16-21, as the left hand strikes the notes
A and G. During this passage, the music becomes more dissonant through the addition of notes

in the right and left hands, as it foreshadows the climax of the piece.

Figure 2.3: Change in the pitch material in measures 16-21
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Following this, the accompaniment returns to its original ostinato for four measures until
providing a thicker and more dissonant statement of the material from m. 16-21. In m. 28, a
French-sixth chord is heard in the left hand, while clusters are played by the right hand. At this
point, the tears from the beginning of the piece have transformed into the throbbing beats of the
narrator’s heart. The piece ends on an A-flat minor chord, establishing a V-I relationship

between the ostinato of beginning and the end of the piece.

Figure 2.4: The last four measures of “Quelqu’un pleure dans le silence”
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The vocal part separates the first two lines of the poems from the last four for a couple of
reasons. Firstly, by isolating the first two lines, the image of silence (at least in the singer’s part)
is emphasized. Secondly, by compressing the last four lines together, the intensification of the

text is demonstrated.



Figure 2.5: The vocal part of “Quelqu’un pleure dans le silence” (the measures of silence before and
between the verses are not included)
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Any difficulties in writing the vocal line were mainly a result of misunderstanding the prosody.

26

The first draft of the piece contained many melodic contours that put false stresses on the words.

As it stands, the word, “somnolence” in m. 23-24 is not written in a way that emphasizes the

accented part of the word (somnolence). While I think that the longer note value on “len” makes

mispronunciation unlikely, the singer may want to compensate for its possibility through her

phrasing. Furthermore, it may seem strange that the article, /e, is emphasized in m. 9. Indeed, I

did not see any reason to stress /e other then to create a melodic line that satisfied me.

Admittedly, being unaware of this awkwardness is an oversight and suggests that in the future I

should pay more attention to the text before turning it into melody.
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2. Le berceau de 1a Muse

De mon berceau d’enfant j’ai fait ’autre berceau
Ou ma Muse s’endort dans des trilles d’oiseau,
Ma Muse en robe blanche, 6 ma toute maitresse !

Oyez nos baisers d’or aux grands soirs familiers...
Mais chut ! j’entends déja la mégére Détresse
A notre seuil faisant craquer ses noirs souliers !'6

Table 2.2: Formal analysis of “Le berceau de la Muse”

A (tonal) B (atonal)
m. 1-28 m. 29-40

“Le berceau de la Muse” attracted me because of the emotional polarity between its first four and
last two lines. The poem begins joyously with the narrator expressing adoration for his muse,
however, its uplifting atmosphere is ruptured when the words “Mais chut” appear and the image
of Death at the narrator’s doorstep concludes the poem. Highlighting this contrast was an
important goal of mine in setting the poem to music. I saw to accomplish this by mirroring the
change with a shift from tonal to atonal writing. The first part of the song is written in the style
of a Berceuse: it is in 6/8'” and is in D-flat major, as are Chopin’s Berceuse op. 57 and Liszt’s

Berceuse S. 174.

In the first fifteen measures of the piece, the accompaniment is a repeated four-bar phrase which
travels from tonic to dominant over a tonic pedal. Its rhythm is meant to portray the image of a

cradle rocking.

Figure 2.6: The opening measures of “Le berceau de la Muse”
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16 Ibid., p. 41.
17 Measures 24-26 are in 9/8
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The pattern changes slightly after “trilles d’oiseau,” when the pedal ceases and the piano
responds to the singer with trills of its own. An imperfect cadence occurs on the first beat of m.
19 to allow for a more convincing arrival of the tonic in m. 24. Upon the return of the main
theme, the accompaniment blossoms from the cradle-like rhythm into arpeggiated eighth notes.
From m. 24-26, the time signature changes to 9/8 to allow for further expansion and a dialogue

between the accompaniment and voice.

Figure 2.7: Measures 14-28 of “Le berceau de la Muse”
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The listener is put into a state of suspense when the accompaniment vanishes on the word “chut”
in m. 28 after playing a dominant on the previous beat. The resolution never comes, as the piano
begins the atonal section in m. 29 with a rolled a bitonal chord (Am7 over A-flat major) before
the singer sings “J’entends déja la mégere Détresse.” An A-flat minor chord with a major
seventh marks the end of this line in m. 32. These two chords remain the basis for the harmony
until the end of the piece. The cradle-like rhythm is shared between the singer and the piano until

the accompaniment takes it over in the last three bars.

Figure 2.8: The atonal section of “Le berceau de la Muse”
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In the tonal section, the vocal line generally outlines the harmonies of the accompaniment and

provides some rhythmic variety to it when succession of eighth notes are heard.

Figure 2.9: Rhythmic variety to the accompaniment through succession of eighth notes
Poco allargando

I
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The vocal contour in the atonal section may have been influenced by the atonal solfege exercises
that I studied many years ago in Modus Novus by Lars Edlund. My intention was to create an
atmosphere that is unsettling and chilling, which is certainly how I would characterize my

experience as an undergraduate student during the countless hours of studying Edlund’s book.

The piece, in all its brevity and simplicity, was my first attempt to meld traditional and modern
styles of writing. While it would certainly be possible to set “Le berceau de la Muse” to music in
a purely modern or traditional way, I believe that choosing to proceed as I did is justified by the
text of the poem. Moreover, it fulfills my goals as a composer to mix and explore the colours

from the palette of musical experience I have acquired throughout my education.



3. Soir d’hiver

Despite having been completely unaware that “Soir d’hiver” is one of Nelligan’s best known

poems, I was immediately enthralled upon discovering it. Its portrayal of depression and

Ah ! comme la neige a neigé !
Ma vitre est un jardin de givre.
Ah ! comme la neige a neigé !
Qu’est-ce que le spasme de vivre
A la douleur que j’ai, que j’ai.

Tous les étangs gisent gelés,

Mon ame est noire ! ou-vis-je ? ou vais-je ?
Tous ses espoirs gisent gelés :

Je suis la nouvelle Norvége

D’ou les blonds ciels s’en sont allés.

Pleurez, oiseaux de février,

Au sinistre frisson des choses,
Pleurez, oiseaux de février,

Pleurez mes pleurs, pleurez mes roses,
Aux branches du genévrier.

Ah ! comme la neige a neigé !

Ma vitre est un jardin de givre.

Ah ! comme la neige a neigé !
Qu’est-ce que le spasme de vivre
A tout I’ennui que j’ai, que j’ai ...'s
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desolation through repetition and reference to winter inspired me to set it to music. It is the only

poem in which I took liberties with the text: I added four extra repetitions of the words “que j 'ai”

at the end of the piece, to show the never-ending misery of the narrator. I believe that Nelligan’s

use of an ellipsis at the end of the poem also suggests this eternal struggle.

The poem is comprised of four stanzas, in which the fourth is nearly identical to the first.! Thus,

before writing a note of music, I decided that the song’s form would be ABCA".

Table 2.3: Formal analysis of “Soir d’hiver”

A

B C

AV

m. 1-16

m. 17-30 m. 31-41

m. 42-58

18 Nelligan, Poésies complétes 1896-1941, p. 215.
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“Soir d’hiver” begins with a three-chord motif that is the source of the accompaniment material
for sections A and A'; it also returns periodically throughout the piece. The motif is meant to
represent the slow and steady falling of snow flakes that one may see in the wake of a blizzard.
After all, in the poem it has already snowed and thus the fury of the storm passed. On another

level, the repetitiveness of the motif is meant to symbolize the perennial suffering of the narrator.

I intended the musical language of “Soir d’hiver” to be less traditional than my usual writing: I
wanted to challenge myself to be innovative and thought a style less rooted in tonality would
better portray the angst of the narrator. In writing the “snow motif,” I made the simple choice of
consecutively compressing the chords in the right hand and performing the opposite operation in
the left hand. Upon discovering a combination that I was satisfied with, I thought that I had
achieved my goal: I had successfully broken through the shackles of tonality and created a motif

that not only had symbolic meaning, but was also pleasing to the ear.

Figure 2.10: The snow motif
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Despite the motif’s only amounting to one bar of music, it was a great source of pride for me
because, in my view, it was the first concrete example of my development as a composer.
Shortly after finishing the piece, however, I decided to analyse the motif and discovered it could

be reduced the following:

Figure 2.11: Reduction and harmonic analysis of the snow motif
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I had successfully reproduced one of the most common chord progressions in all of western

music.
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The accompaniment in the beginning of section B is more stagnant: the unchanging chord in the
right hand seeks to portray the frozen ponds recited in the first line of the second stanza, while
the flurry of grace notes before them suggests snow dancing in the wind over the frozen bodies
of water.

Figure 2.12: The accompaniment in the beginning of section B of “Soir d’hiver”
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The music becomes more active when the singer sings “ou-vis-je? ou vais-je?” until the climax

of the piece is attained on the word, “Norvege.”

Section C begins with the return of the snow motif. On the anacrusis to m. 34, the singer begins a
melody that outlines the mode of B Phrygian. The accompaniment becomes less dissonant and
establishes B as the tonal centre, although not initially in the Phrygian mode. In m. 37, the piano
takes over the melody and in m. 38, a dialogue occurs between the two instruments. During the
dialogue, the piano portrays gusts of wind through arpeggiated chords. The section ends in m. 42

with the return of the snow motif.

Figure 2.13: The beginning of the dialogue between voice and piano
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The last section of the piece contains minor alterations from the first. It ends with the snow motif
making a progressive descent into the lowest register of the piano, while the singer repeats “que
j’ai.” The singer is indicated to sing each repetition with increased amounts of airflow until

arriving at a whisper for the final pair.

The vocal part of “Soir d’hiver” is characterized by its contrast of stationary and melodic lines. It
was important to portray the narrator’s emptiness and the stillness of winter through static
melodies, but also to represent her internal struggle through bursts of expression. For instance,
the singer’s first two lines are nearly monotonous because they are intended to mirror the image
of frost (Figure 2.14). However, when life is likened to a spasm in the fourth line, more shape is

given to the melody to produce a greater effect (Figure 2.15).

Figure 2.14: The first two lines of the poem set to melody
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Ah!__ com-me la neige a nei - gé! Ma  vitre - est un jar-din de giv - re.

Figure 2.15: The third and fourth lines of the poem set to melody

Ah!  com-me la neige a nei- gé¢! qu'est-ce que le  spas - me de Viv - re.

While reading “Soir d’hiver,” I was struck by the three repetitions of the line, “AA! comme la
neige a neige.” As a result of the impression it left on me, I wanted to associate it with a
returning melodic figure throughout the piece. To avoid banality, I varied the final interval that
occurs on the word neigé during the first and final repetitions. I reasoned that this would result in
a more dramatic effect when the final “Ah/ comme la neige a neigé” is sung because the listener

would expect to hear the variant found in m. 8-9.
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Figure 2.16: The first occurrence of Figure 2.17: The second occurrence
"Ah! comme la neige a neigée!"
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Figure 2.18: The third occurrence Figure 2.19: The fourth occurrence
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The most expressive section of the piece is arguably C: the monotony present in the other
sections is abandoned and replaced by a nostalgic melody that expands and contracts in a
typically romantic manner. Its extroversion is propelled by the piano accompaniment which
bursts into a swarm of arpeggiated chords. Varying the style of writing allows the listener a
moment to refresh her ear before returning to the material that generated the earlier parts of the
piece. Furthermore, it gives greater depth and meaning to the end of the piece, in which the

narrator confirms the perpetuity of her situation.

Figure 2.20: The vocal part of section C
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Chapter 3. Wind Quintet

Background

Flute, oboe, clarinet, bassoon, French horn.

After finishing the first draft of my songs on Nelligan’s poems, I resolved to write a piece for a
chamber music ensemble with a view to exploring the different instruments of the symphonic
orchestra. In addition, I was determined to see how I composed when writing purely for
instruments that I could not play. Because I had very little experience writing for wind
instruments and because of their distinct personalities, I reasoned that writing for wind quintet

would greatly assist my development as a composer.

As a pianist, I have had the opportunity to accompany several of the instruments that form a
traditional wind quintet. Of these, my work with the bassoon has by far been the most extensive.
While I cannot make any specific connections with Wind Quintet and any of the pieces I
accompanied, my collaboration with bassoonists has underlined the instrument’s potential for
humour and virtuosity. In addition, my work with clarinetists has made me aware of their

disposition to playing flurries of notes in cadenza-spirited warmups.

I did not initially intend to write a three-movement piece: my goal was to create a single-
movement work with features of klezmer music. Furthermore, I wanted to continue to explore
composing pieces with starkly contrasting sections as I did in “Le berceau de la Muse.” Until this
point in my master’s, the pieces I had written were all less than five minutes long, and so I
challenged myself to write one that was at least six minutes long. Although my attempt to
achieve these objectives resulted in a composition that [ was satisfied with, I could not help but
feel that its rondo-like qualities made it seem like the final movement of a multimovement work.
Due to its liveliness, I thought that preceding it with a slower movement would make it feel
complete. When I finished the next movement, I was convinced that it had the characteristics of a
second movement, and so I decided to write a third movement, which in turn is the first
movement of the piece. The first movement can be seen to have a sonata form and as mentioned,

the third movement can be likened to a rondo.
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1. Movement I

The first movement is approximately five minutes long, and plays with contrasts between tonal
and atonal writing. While composing it, I chose to use elements from the third and second
movements to ensure the coherence of the entire quintet. For instance, the clarinet’s opening
motif, which is a group of four thirty-second notes followed by a staccato eighth-note, is derived
from a rhythmically identical motif that is heard in the same instrument in m. 27 of the third
movement (Figure 3.1), the opening material of the first movement occurs on a tonic pedal,
while the opening material of the third movement is on a dominant pedal, both movements are in
F minor, and both contain sudden contrasts.

Figure 3.1: Opening motif of movement I Figure 3.2: Measure 27 of movement III: the
origin of the opening motif
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Whereas the exposition of a movement in traditional sonata form will typically include a primary
and secondary theme, separated by transitional material and followed by a codetta,” the
exposition of Wind Quintet is born of the contrast between its tonal and atonal sections. Yet, on a
micro level, one can also see some of the characteristics of a traditional exposition in the first

section of the piece.

2Owilliam E Caplin. Analyzing Classical Form (Oxford University Press, USA, 2013), p. 270, accessed April 11,
2017, http://www.myilibrary.com?ID=535557



i. Exposition

Table 3.1: Formal analysis of the exposition of movement I
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Exposition (m. 1-64)

Tonal section (m 1.-40) Atonal section (m. 41-52)

Codetta (m. 53-64)

Primary theme (P): m. 1-8 Transition: m. 41-42
Transitional material: m. 20-24

Secondary theme (S): m. 25-32 (4+4)

The first movement begins with an eight-bar period or the primary theme, consisting of a four-

bar antecedent and consequent. The arrangement differs in the four-bar pair, with the oboe

stating the melody of the antecedent and the flute assuming it in the consequent.

Figure 3.3: The opening phrase of movement |
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Following two measures of repose, the theme is restated with changes to the arrangement and
accompaniment; the French horn states the antecedent and the oboe states the consequent. A
direct modulation to the sub-dominant or B-flat minor follows and a short transitional section
brings the listener to the statement of the secondary theme by the bassoon. The four-bar theme is
then reiterated in parallel thirds by the flute and oboe before being varied and combined with the

primary theme in m. 33-40.

Figure 3.4: The secondary theme, as well as its variation.
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A shift to 12/16 and a sudden change of character provide a two-bar transition (m. 41-42) to the
atonal section of the movement. The transition presents a rhythmic motif (Figure 3.5), x, and a
five-note cluster chord that is constructed of three semitones with tritones above the two upper
semitones (Figure 3.6). The chord is derived from m. 6 of the second movement, where it occurs
at a different transposition (one semitone higher) and with different voicing. In its first
occurrence (in movement I), the clarinet and flute trill a tritone apart, on C and F-sharp,
respectively. This is derived from m. 139-140 of the third movement, where the same trill occurs
over a different harmony. The rhythmic motif is not always identical in its replications
throughout the movement but is identifiable by its consistent long, longer, short, short rhythm

(the last rhythmic value sounds shorter than the first because it is played staccato).

Figure 3.5: The rhythmic motif (x) Figure 3.6: The five-note cluster chord
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The atonal section consists of three elements: an ostinato in the bassoon (Figure 3.7), a short
melody in the clarinet (Figure 3.8), and the rhythmic motif in the remaining three instruments
(the French horn outlines the first two notes of the motif with subdivisions). The ostinato has a
duration of five eighth notes and serves as an accompaniment to the melody, which it always
precedes. The amount of time in which the ostinato is played before each of the three melodic
statements is systematically reduced with each repetition: it is heard for ten eighth notes before
the first statement, five eighth notes before the second, and one eighth note before the third. As

with the melody, each statement is transposed up a whole-tone.

Figure 3.7: The ostinato in the bassoon

The melody is intended to be a partial twelve-tone row: it consists of seven different pitches
preceded by an ornamental figure that is shortened with each of the melody’s repetitions. This

results in the first occurrence of the melody containing ten different pitches, the second
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containing nine, and the third eight. A slight change in the rhythm occurs in the third statement.

Figure 3.8: The three statements of the atonal melody
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After the third statement of the melody, the transition to the coda occurs (m. 51-52) through a

chromatically ascending fragment of the ostinato in the bassoon, a chromatic scale in the clarinet,

and the repetition of the rhythmic motif in the other three instruments. The culmination of the
transition outlines the dominant of A and suggests a return to tonality, however, heavy

chromaticism and nonharmonic tones in the measure following initially distort it.
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The coda begins with a slightly varied statement of the second theme played by the French horn,
while the clarinet plays trills followed by arpeggios in a comparable Scriabin-like gesture to the
ones found in “Nuit empoisonnée” (a similar gesture is heard in the bassoon in m. 139-140 of the
third movement), and simultaneously, the bassoon, oboe, and flute, play a dissonant, chromatic
chorale (Figure 3.9). The clarinet is removed after two measures and a clear modulation to F
minor occurs in m. 57. The coda ends in A minor with variations on the secondary theme and

fragments of the primary theme played by different instruments.

Figure 3.9: The coda of the exposition
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ii. Development

The development (m. 65-13) begins with a transposition of the transitional material found in m.
20-24. The different themes and motifs that were presented in the exposition are subsequently
varied, combined, and shared amongst the instruments. For example, the rhythm of the ostinato
motif (y) is augmented to mimic the bassoon accompaniment in the primary theme, the melody
from the atonal section (z) undergoes melodic transformations, and the rhythmic motif (x) is
sometimes presented as syncopated cadences while retaining its long, longer, short, short rhythm

(Figure 3.10).

Figure 3.10: Transformation of the exposition’s material
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I think the desire to unite the different ideas from the exposition stems from my admiration of
Prokofiev’s Piano Sonata No. 6 Op. 82. In the development of the sonata’s first movement,
Prokofiev combines and superimposes the different themes and motifs from the exposition,
resulting in an amazing feat of compositional architecture. I remember this section striking me
while practicing the piece because it seemed to validate every idea from the exposition. While I
did not consciously model Wind Quintet on Prokofiev’s sixth sonata, [ must assume that the
combination of material from the tonal and atonal sections found in the development is a product

of my appreciation of it (Figure 3.11).
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Figure 3.11: A combination of material from the tonal and atonal sections in the development suggesting

the influence of Prokofiev.
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Once the outburst containing the superimposition of the material from the exposition passes, the

development begins to intensify: in m. 82, the ostinato is doubled at the octave, and a gradual

build up leads to the flute, clarinet, and horn making a chromatic ascent in a cluster of semitones

in m. 99. The ostinato also undergoes slight rhythmical changes to avoid the relentless repetition

of the eighth note rhythm.
Figure 3.12: Rhythmic variation in the ostinato
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The climax of the development occurs from m. 100-103, where Scriabin-inspired trills occur in
dialogue between the clarinet and bassoon as the three remaining instruments state the rhythmic

motif.

Figure 3.13: The climax of the development
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The development continues with a chromatically ascending passage in m. 104-107. Fragments of
the atonal melody and ostinato are heard in the flute and bassoon, respectively, until the ascent
reaches its peak and a new variant of the rhythmic motif is stated. The instrumentation is
gradually thinned out and the return of the opening motif marks the beginning of the

recapitulation.
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iii. Recapitulation

Table 3.2: Formal analysis of the recapitulation

Recapitulation (m. 114-149)
Tonal section (m 114-135) “Atonal” section (m. 134-144) | Codetta (m. 144-149)

Primary theme (P): m. 114-121
Secondary theme (S): m. 122-132
Transition: m. 133

The recapitulation is essentially a condensed version of the exposition. It begins with a single
statement of the primary theme (with changes to the arrangement) and is directly followed by the
secondary theme. Because the transitional material in m. 20-24 is left out, the music does not
modulate so the secondary theme can be stated in the home key, as one would expect in a
recapitulation. Shortly after the statement of the secondary theme, a one-bar transition (m. 133)
leads to the material from the atonal section. Canonic entries of the melody recall its contour in
the development and consequently, the atonal qualities from exposition are less present. The
absence of the rhythmic motif and the change in the horn’s material to a pedal whose rhythm is

augmented by a quarter note for each of its repetitions contrast with the exposition.

Figure 3.14: The first four measures of the “atonal” section in the recapitulation
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The material in the previous figure repeats twice, with each repetition transposed up a whole tone
except for the French horn, which ascends chromatically. The ostinato and melody are traded
between the bassoon and clarinet for each repetition, and the order of the melodic entries varies.
The third repetition breaks the pattern and leads to the flute and oboe ascending chromatically in
parallel tritones. This ascent arrives at a double forte in m. 145, where “tritone trills” recall m.
41-42 and the clarinet recalls the Scriabin-gestures from the coda of the exposition. A subito
piano follows and a crescendo into a V-I cadence completes the movement. The first movement

ends with this intensity to contrast the soft finales of the second and third movements.

Figure 3.15: The end of movement I
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2. Movement 11

Table 3.3: Formal analysis of movement 11

A B C A’ B’ Coda
m. 1-6 m. 7-29 m. 30-40 m. 41-52 m. 53-68 m. 69-77

In writing the second movement, I wanted to sharply contrast the third movement with more
rhythmic complexity and less rooting in tonality, while uniting the two with Jewish or klezmer-

sounding themes. The outcome was a movement in 6+2/8 with three distinct sections.

The first section, only six measures long, acts an introduction to the movement.?! It consists of
four statements of a one-bar motif, x, that descends by a perfect fourth with each repetition.
Throughout the opening, the horn and bassoon descend in parallel fifths until the bassoon makes
the final statement of the motif. The five-note cluster chord from m. 41 of the first movement

(heard, though not emphasized, on the first eighth-note of m. 3) concludes the introduction.

Figure 3.16: Analysis of section A of movement II
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2 Itis categorized as section A rather than the introduction because its material is developed in a parallel section
further into the movement.
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Figure 3.17: A reduction of the five-note chord as found in m. 41 of movement I, and m. 3 and m. 6 of
movement I, respectively. Some of the notes are written enharmonically for the sake of clarity.

Section B is announced with a two-note ostinato between the clarinet and bassoon. They begin
on the pitches with which they concluded the introduction and move in contrary motion by a
semitone, resulting in the articulation of a perfect fifth (written as a diminished sixth) and perfect
fourth. The notes of the ostinato are played on each beat, creating a two-bar pattern because of

the compound time signature.

Figure 3.18: The two-bar ostinato as played by the clarinet and bassoon
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Following this, the flute plays an improvised-like solo before beginning its own ostinato. The
solo, in particular the accelerated repeated notes, was inspired by Denis Gougeon’s piece for solo

flute, L oiseau blessé.

Figure 3.19: The first four measures of the flute's solo in Wind Quintet
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Figure 3.20:> Measure two of L oiseau blessé®
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22 Denis Gougeon. L ‘oiseau blessé. Québec: Les éditions Doberman, inc (CAPAC). 1988. p. 1.
2 Image reproduced with permission from CAPAC and Denis Gougeon.
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The flute’s ostinato differs from the already established one in its rhythmic pairing of a quarter
note followed by an eighth note. The number of rests between each group of eighth notes (two
eighth notes of silence, two eighth notes of silence, three eighth notes of silence) gives rise to a

four-bar pattern.

Figure 3.21: The flute's ostinato
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Figure 3.22: The combination of the three ostinatos
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The oboe then plays a similarly improvised-like solo before beginning the same ostinato as the

flute, although transposed up a minor third and displaced by three eighth notes.

Figure 3.23: The combination of all the ostinatos
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The French horn enters in m. 20 with a solo whose melodic emphasis provides a contrast to the
previous two. This chromatic solo presents a klezmer-inspired motif, y, that becomes the focal
point of section C. The y motif is a variation of the x motif from the introduction of the

movement (the fourth and fifth notes from x are removed) followed by a quotation of the main

theme of the third movement (it was composed first, after all).
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Figure 3.24: The entry of the French horn and analysis of the y motif
v
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The French horn proceeds to vary its melody slightly in m. 23-25. At the same time, the flute
abandons its ostinato and plays a swarm of notes in the cadenza-like spirit of the earlier part of
the section. The music begins to transition in m. 26, when the time signature changes to 4/4 and
the y motif is played in imitation amongst the instruments. Scales are introduced before the

music contracts on a semitone motif in m. 29 before expanding into the next section.

Section C offers refreshment through glimpses of tonality and an emphasis on melody from the y
motif. Measures 30-32 suggest the introduction of a circle of fifths as the music modulates from
F major to E-flat major. This, however, never feels completely stable as nonharmonic tones

disrupt the feeling of arrival.

Figure 3.26: The beginning of section C
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After this, the music centres on the D Phrygian dominant scale (a harmonic minor scale starting
on its fifth degree)** and thus briefly creates a klezmer atmosphere. The section becomes
increasingly atonal as the Phrygian dominant scales transform into whole-tone scales. In m. 39,
the French horn introduces a new rhythmic motif (z) during a chromatic passage that concludes
the section after arriving on a five-note chord similar to the one at the beginning of the

movement.>

Figure 3.27: The conclusion of section C
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24 see Chapter 4. 3.i. for more details.
25 In this instance, the third note is a minor third away from the fundamental (when the chord is in closed position),
rather than a minor second.



52

Section A’ begins with two statements of the x motif each of which is interrupted by the five-
note chord found in m. 40. Following this, the z motif outlines a whole-tone scale and connects
two statements of x before the music thickens in m. 50-52, when successive entries of x overlap

to reach a five-note whole-tone cluster in m. 52. The z motif concludes the section.

Figure 3.28: The last three measures of A’
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Section B’ reverses the roles of most of the instruments from its parallel section. The flute and
oboe begin section with the ostinato, although transposed up a minor ninth from section B, while
the bassoon and clarinet get to play solos. The bassoon plays first, followed by the clarinet, and
then the French horn, which reprises its material from B. The ostinatos that the soloists begin
after their cadenzas are different from the ones in section B: all of them are two measures long

and consist only of two pitches. Furthermore, the figuration of the clarinet’s ostinato is

completely different from any of the ones in section B.

Figure 3.29: The accumulation of the ostinatos in section B’
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In m. 66-68, the ostinatos break off into four simultaneous improvisatory-gestures, while the
French horn makes second melodic statement. The coda begins in m. 69 in the spirit of the
beginning of the transition from B to C: the y motif is passed around the instruments and the
semitone motif from the ostinatos is heard. Additionally, the clarinet reprises its ostinato from B’
and makes a chromatic descent in its upper voice. The key of D minor is eventually established,
and the coda ends with an alternation between the functions of VI and V. The third movement

begins quasi attacca.

Figure 3.30: The end of the coda
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3. Movement 111

The material that lays the foundation for the third movement is presented in two overarching
contrasting sections. Although the A section, contains two themes, w and x, they are not always
fully present in the references made to A in the formal analysis because they resemble one
another and are often combined. The second section of the piece contains two distinguishing
subsections, labeled B and C. Even though they clearly sound like they belong to the same
overall section, giving them different names allows the analysis to indicate when they are

superimposed. These decisions also simplify the comparison of the movement’s form to a rondo.

Figure 3.31: Formal analysis of movement I1I

A:1-33 B:34-41 | Coda: | A: C: A: B: ABC: Coda:
w: 1-7 C:42-57 | 65-81 | 82-105 | 106-109 110-133 134-135 136-145 146-153
x: 7-14 B: 58-64

While the form is not strictly a rondo, the frequent return of the opening material certainly bears
resemblance to one. If one disregards the codas, the similarities between it and the sonata-rondo

form become apparent.

Sonata-rondo: ABACABA?*°
Third movement without codas: AB(CB)ACABA(BC)

Because I wanted this movement to sound as if it were inspired by Jewish music, I wrote a theme
that centres on the fifth degree of a harmonic minor scale to simulate the Phrygian dominant
scale (Figure 3.32). Although completely unintentional, the third and fourth measures of the
theme resemble the fourth and fifth measures of the third movement of Rachmaninoft’s Piano
Concerto No. 3 Op. 30. In both cases, a perfect fourth is outlined twice: once between the tonic

and dominant, once between the supertonic and the dominant (Figure 3.33).

Figure 3.32: The opening theme (w) of the third movement of Wind Quintet
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26 William E. Caplin, Analyzing Classical Form, p. 644.
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Figure 3.33:” Measures 1-5 of the third movement of Rachmaninoff’s Piano Concerto No. 3 Op. 30
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After the first theme is stated, a fleeting second theme consisting of repeated notes and motifs
from the first theme is played by the oboe and repeated by the flute. The opening material then
returns, divided between the bassoon and the French horn. The French horn then combines both

themes in m. 22-27.

Figure 3.34: The first statement of the second theme (x)

The combination is repeated by the bassoon and extended as increased activity leads to the
summit and conclusion of the section: a half-cadence in m. 33 (Figure 3.36). Following this, the

tempo is halved and Section B begins.

27 Sergei Rachmaninow, “3°™ Piano Concerto,” (Moscow: A Gutheil, 1910), p. 67, accessed February 20, 2017,
International

Music Score Library Project, http://imslp.nl/imglnks/usimg/5/59/IMSLP248685-SIBLEY 1802.18602.bfe9-
39087009348535score.pdf
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Figure 3.36: The end of section A

The mournful qualities of section B bring about a sudden shift in character. A minor triad with a
major seventh harmonizes a two-bar melody that is divided between two instruments. After the
melody is stated, a line consisting primarily of semitones and minor-thirds (or augmented-
seconds) descends before the melody resurfaces in other instruments. The melody is repeated
three times before section C begins.

Figure 3.37: A partial reduction of the opening of section B (most of the notes are written enharmonically
to those in the score)
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Section C contains a four-bar theme that is repeated by each instrument except the flute. It is
accompanied by counter melodies and other figures that thicken after each of repetition. The
theme itself is a transformation of the opening material of the movement, which both adds to and
detracts from the movement’s similarity to a rondo: in a traditional rondo, one would expect to
hear the opening material again after section B, however, the change of tempo and motivic

transformation in section C make the opening material nearly unrecognizable. A return of the
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material from section B follows section C, and then a coda concludes the first half of the

movement with a half cadence in F minor.

Figure 3.38: The motivic transformation between the opening material (m. 1-7) and the theme of section
C (m. 42-45)
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The opening material is restated in 4/4 with minor alterations, such as the second theme
modulating to E-flat minor rather than staying in the home key. Once the two themes are stated,
a build up outlining the chord of B-flat leads to an abrupt change in which the material from
sections B and C are superimposed. This continues for four measures, after which the music
comes to a halt on a secondary dominant chord.

Figure 3.39: The superimposition of sections B and C
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Measures 110-120 parallel m. 16-26 before the theme from section C is added to it in m. 121-
125.2% A sequence of the opening motif then leads the music into two measures of section C in
m. 134-135 and is followed by a marriage of sections A, B, and C, in m. 134-138. Once again,

this exhibits the influence of Prokofiev’s sixth sonata on my music.

Figure 3.40: The marriage of the three sections
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28 This is not depicted as “AC” in the formal analysis because the theme from section C passes by too quickly for it
to change the perception of the entire section.
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The movement’s climax comes in m. 139-140, where the flute and clarinet recall the “tritone
trills” of the first movement. The oboe plays additional trills and arpeggios, the French horn
plays the melody from section C, and the bassoon plays the Scriabin trills, leading to a short
recitative by the French horn, which winds the music down before the piece concludes with a

reprise of the start of the coda.

Figure 3.41: The climax and ending of the third movement
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Chapter 4. Lamentation

Lamentation is a five-minute piece for trombone and piano intended to express the different
emotions experienced in mourning a death. The piece is in four sections: a lamenting quality
characterizes section A, B increases in intensity moving toward anger, C is a cadenza for the
trombone which starts furiously but ends in introversion, and finally, A' is an acceptance of the

loss coupled with its painful memory.

Table 4.1: Formal analysis of Lamentation

A B C A’

m. 1-31 m. 31-48 | m. 49-55 m. 56-80
Introduction: m. 1-7 Cadenza Antecedent: m. 59-63
Antecedent: m. 9-14 Consequent: m. 65-67
Consequent: m. 16-20

Transitional material: m. 24-30

The piece opens with a seven-bar piano solo, in which a two-chord motif outlining the descent of
a semitone is introduced. Additionally, a motif, x, of an ascending minor third and descending
major third that is used throughout the piece is announced in m. 5-6. This motif is simply a
melodic expansion of the descending semitone outlined by the chords in the first measure of the

piece.

Figure 4.1: The introduction and x motif of Lamentation
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Following the introduction, the trombone presents melodic material consisting of an antecedent
and consequent, and proceeds to develop it in a chromatic transition to section B. The
accompaniment throughout this is mostly a repetition of the first two chords of the piece. They
are transposed up a tone during the consequent and are further varied in the transition to B. As
the chords are played, the piano occasionally provides a melody in counterpoint with the

trombone in its middle voice (Figure 4.2).



61

Figure 4.2: The first-half of the trombone's phrase with the piano accompaniment
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Section B begins with material that is almost identical to the introduction, however, its character
quickly changes as the music accelerates and the dynamics increase. The harmony throughout
this section is very dissonant, much of it is formed by pairs of major sixths one semitone apart
and tritones moving in contrary motion. One can see an example of the latter in m. 45 and of the
former on the last beats of m. 42, 43, and 44 (Figure 4.3). The harmonic language of
Lamentation does not come from a deliberate choice of method but rather from a desire to
experiment with dissonance. The result is that conventional harmonic movement is sometimes
outlined but discoloured. For instance, in m. 45 the highest-sounding notes in the piano suggest a
modulation to G major (D, E, F-sharp, G, D, and G i.e. scale degrees 5, 6, 7, 8, 5, and 1), while
measures 42-44 outline a sequence of ascending diminished seventh chords, a gesture commonly

used in Romantic music.

Figure 4.3: Measures 42-45 of Lamentation
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The climax of the piece comes three measures into section C, when the trombone reaches the
dynamic of triple forte after flutter-tonguing and accenting an F-sharp. Following this, a long
silence allows for the insertion of the Harmon mute. A dramatic change of character ensues, as
the trombone states the x motif several times while gradually opening and closing the mute at the
end of phrases (indicated by the succession of dots seen in m. 52 and 54). The transition material
from m. 27-29 is varied in m. 54, and the cadenza ends with the trombonist singing the x motif

while playing an ascending tone.

Figure 4.4: Extract from the trombone’s cadenza
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Section A' begins with a variation on the two-chord motif from the opening of the piece: the
hands are inversed, the spacing is expanded, and a pedal/rhythmic ostinato on G appears in the
middle voice. The trombone recalls elements of the antecedent and consequent of section A

before tension builds up and the trombone produces its final statement in the form of recitative.

Figure 4.5: The consequent in section A'
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The piece ends with the trombone and the piano descending into the depths of their registers as if
to suggest the lowering of a coffin. The last two measures of the piano contain an ossia that

descends below the standard piano’s lowest note.

Figure 4.6: The closing measures of Lamentation
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Chapter 5. String Quartet

Background

Violin I, violin 11, viola, and cello.

String Quartet is the final piece I wrote during my master’s studies, and as a continuous work, it
is also the longest.?’ Moreover, of all the pieces, it is the one with which I am most pleased: it
best represents my musical inclinations and reflects a willingness to deepen my musical
exploration. I was inspired to compose the piece after attending the gala concert of the Azrieli
Commissioning Competition, in which new works related to or inspired by Jewish music were
performed. I wanted to write a contrasting piece similar in scope to the freely-composed Wind
Quintet, and decided that a string quartet, in which I enforced the use of certain scales, would
meet these requirements. It was important to me that the piece portray the suffering found
throughout the history of the Jewish people and contrastingly, capture the humour and madness

that characterizes much of klezmer music.

i. Choice of Scales

In Jewish music, one often hears a harmonic minor scale starting on its 5 degree, otherwise
known as the Phrygian dominant scale. The interval of an augmented second distinguishes it and

1s also one of Jewish music’s most identifiable characteristics.

Figure 5.1 Phrygian dominant on D
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In choosing the scales for String Quartet, 1 took into account the abundant use of the augmented
second that occurs in Jewish music. I did not want to use the Phrygian dominant scale, as it is
simply another mode of the harmonic minor scale, with which I was already very well
acquainted. Instead, I referred to Messiaen’s modes of limited transposition and discovered that

the fourth mode shared intervallic similarities with the Phrygian dominant scale.

2 Wind Quintet is approximately two minutes longer but, it consists of three movements.
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Messiaen’s fourth mode of limited transposition, which contains six possible transpositions, can
be “divided into two symmetrical groups.”? Figure 5.2 illustrates this by separating each
division with a slur (the scale starts on C-sharp to allow for easy comparison with thee previous

figure of the Phrygian dominant scale):

Figure 5.2: The two symmetrical groups of the Messiaen’s fourth mode
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In this mode, two occurrences of the augmented second interval (or minor third, depending on
the tonic of the scale)’! coincide with two iterations of the first four notes of the Phrygian
dominant scale, both from scale degrees 2-5 and 6-1 ascending. The fourth mode, with its
similarities to the Phrygian dominant scale would allow me to emulate the sound of Jewish

music, while its divergence would allow me to sound unique.

Figure 5.3: The similarities between Messiaen's fourth mode and the Phrygian dominant scale
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The second scale I chose is Messiaen’s third mode of limited transposition, which contains four

possible transpositions and is dividable “into three symmetrical groups of four notes each:*?

Figure 5.4: Messiaen's third mode of limited transposition
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This mode has seven notes in common with the Phrygian dominant scale, and so provides many

opportunities to simulate it. This similarity is evident if one begins the third mode on its second

30 Olivier Messiaen, The Technique of My Musical Language, trans. John Satterfield (Paris: Alphonse Leduc, 1944),
p. 61.

31 The fourth mode starting on C would contain a minor third between the notes D and F to make it easier to read

32 Messiaen, The Technique of My Musical Language, p. 60.
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scale degree and considers the 3™, 61, and 8" notes to be passing tones. Figure 5.5 shows this by

comparing the two scales. The uncommon tones (the passing tones) are shown in red.

Figure 5.5: Comparison of Messiaen's third mode (starting on scale degree 2) and the Phrygian dominant
scale

3rd mode of limited transposition on C
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Depending on the choice of harmony and melodic contour, it is possible for these modes to
sound tonal. For example, since mode 3 on C contains all the notes in a C minor and G major
triad, it presents the opportunity to establish the key of C minor through dominant-tonic
movement. Minor and major triads, as well as melodic figures that outline a tonality occur
throughout String Quartet, however, even when a passage sounds tonal, I tend to analyse it using
the modes because they were the source of the pitch material. I frequently mention deviations

from these modes when they occur as a result of nonharmonic tones or brief statements of other

scales.??

Figure 5.6 and Figure 5.7 show all the possible transpositions of modes 3 and 4. Within the

analysis, a mode containing C as its tonic will be referred to as TO, C-sharp as T1, D as T2, etc.

Figure 5.6: The four-possible transposition of mode 3
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33 T mention the ones that seem relevant.
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Figure 5.7: The six-possible transpositions of mode 4
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ii. Form

String Quartet is a continuous piece of music: it aims to transition seamlessly between its various
sections rather than divide them with a pause or a halt. However, just as Liszt’s one-movement
Sonata in B minor S. 178 can be divided into four separate movements, so too can String
Quartet. Furthermore, just as Sonata in B minor derives its material from its first movement and
develops/transforms it until the end, so does String Quartet.>* The different movements of the
piece are not distinguished by their addition of new material but by their different characters and
tempi. The tempo-scheme that String Quartet follows is similar to one typically found in a
classical sonata or symphony: Allegro-Adagio-Vivace-Moderato.>’In addition, the scherzo-like

t36

quality of the third movement’® is often found in four movement works from the Classical and

Romantic periods.

On a larger scale, the fourth movement recapitulates material presented in the introduction and
the first two movements, giving cyclical qualities to the entire work. Additionally, while the
piece begins with a focus on G, played as a pedal by the cello, it ends centered on C, thus
reducing it, at least from a pseudo-Shenkerian analysis point of view, to a large dominant-tonic

gesture (see Figure 5.8 and Figure 5.9).

34 The parallels with Sonata in B minor were not created intentionally. In fact, they only struck me after having
written String Quartet. It should also be noted that unlike String Quartet, Sonata in B minor’s material is presented
in the first page of its first movement.

35 These are the overall tempo markings for each movement of String Quartet. Within the movements, there may be
tempo markings that do not correspond to these.

36 Section G of movement 111 is fast, light-hearted, and in 3/4.
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Figure 5.8: The first four measures of String Figure 5.9: The last four measures of String
Quartet, centered on G Quartet, centered on C
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Table 5.1 contains a breakdown of String Quartet’s form. The overarching sections of the piece
are divided into four separate movements, while their inner sections are distinguished by letters
of the alphabet. Since the piece does not contain any breaks between the movements, I use
consecutive letters of the alphabet to avoid confusion.’” The alphabetized sections within each
movement are sometimes sufficiently distinct to be considered movements on their own,
nevertheless, the categorizations of the table are the grouping I consider most musically and

structurally convincing because of the contrasts between the larger sections of the piece.

Table 5.1: Formal analysis of String Quartet

I 11 111 v

m. 1-157 m. 158-204 m. 205-347 m. 348-408
Introduction: m. 1-25 (third beat) | D: m. 158-196 E: m. 205-234 | H: m. 348-376

A: m. 25 (third beat)-95 Codetta: m. 197- | F: m. 235-264 | I: m. 376-393

B: m. 96-118 204 G: m. 265-347 | Coda: m. 394-408
Transition: m. 119-131

C: m. 132-157

iii. Motifs and Themes

The first complete theme, x, presented by the viola in m. 25-29,* contains all the pitches found

in mode 3 on C and is used as the subject of the fugal section in movement I. The anacrusis of

37 For example, movement I11 is an ABC form, but the letters EFG are used to avoid confusion with ABC of

movement [.
38 The figure shows the theme an octave higher than in the score, so as to use the treble clef.
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the theme serves as a dominant (G7b9) going to its tonic, which in turn becomes the seventh of
an outlined French-sixth chord. The theme, sometimes turning on itself, then descends the third

mode.

Figure 5.10: The x theme
Dominant Tonic
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A second theme z,*° first stated by the cello in m. 132-135 in the transition to section C, is simply

a gradual stepwise ascent of Messiaen’s third mode (T3).

Figure 5.11: The z theme

The main source of material in the piece is a four-note motif, y, that can be arranged as the
beginning of a Phrygian dominant scale if played sequentially as two minor seconds separated by
an augmented second (played by the cello in the introduction of the piece, Figure 5.12). They
can also be seen as a cluster of two major-thirds (Figure 5.13), an interval that characterizes

much of the piece’s melodic material.

Figure 5.12: The y motif as played by the cello in measures 14-15
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Figure 5.13: The first four notes of the Phrygian dominant scale
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39 The alphabetized order of the themes and motifs (w,x,y,z) corresponds to the order in which they first occur
throughout the piece.
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The intervals comprising the y motif vary in their order. For instance, in the first eight measures

of the piece, the first violin states the variant in Figure 5.14.

Figure 5.14: The y motif as played by the first violin in measure 1-8
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Interestingly, y does not stem from the piece’s introduction, which was, as a matter of
chronology, the last part of the work written. I began writing the piece with section A, thus it

seemed to me as though the y motif originated from the viola’s statement of it in m. 34-35:

Figure 5.15: The y motif as played by the viola in measures. 34-35
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Even though this variant of y was the first one to highlight the motif, I was misled in viewing it
as y’s originator because of it shares intervallic and rhythmical similarities with the first and

third measures of the x theme.

Figure 5.16: Similarities between x and y in m.26 and m.  Figure 5.17: Similarities between x and y

34-35, respectively
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Given these similarities and the fact that y was composed after x, it is probable, though
impossible to say with certainty, that y was born of x, thus reposing the irrefragable question of
the chicken and the egg. Moreover, since the first four notes of the Phrygian dominant scale are
present in Messiaen’s fourth mode, it would be reasonable to assume that the y motif emanates

from the stepwise descent of the x theme:
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Figure 5.18: The occurrence of the y motif within the x theme

Sequences of the variant presented by the viola in m. 34-35 are later applied to Messiaen’s third

mode, as in the second violin part in m. 44-47.

Figure 5.19: Measures 44-47 as played by the second violin
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This sequence occurs on T2 of Messiaen’s third mode and uses six of its nine notes. Figure 5.20
illustrates this by placing the sequence above its associated mode. In bottom staff, the notes of
the scale that are not used in the sequence are marked in red. In the upper staff, the sequence has

been completed by the addition of notes coloured in blue.

Figure 5.20: An extended sequence of the y motif on T2 of mode 3
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Finally, the following fragment of the y motif occurs frequently and throughout String Quartet.

Figure 5.21: A fragmented variant of the y motif
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The last source of material, the w motif, was created out of the initial stepwise descent of mode
3, and thus translates to three chromatic notes (Figure 5.22). The motif often marks the

transitions between different sections or movements of String Quartet. In fact, it was first
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composed to bridge sections B and C of movement I. It was later added to the first eight

measures of the piece (Figure 5.23).

Figure 5.22: The w motif (coloured red) seen in a descending mode 3
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1. Movement I

i. Introduction

Table 5.2: Modes used in the introduction of String Quartet

Introduction
m. 11-16 m. 17-25
T1 of mode 4: m. 1-11 (3™ beat) | TO of mode 4
TO of mode 4: m. 11 (4™ beat)-16

The first part of the introduction is highly chromatic and is centered on T1 and TO of mode 4.
Deviations from the mode come as early as the last beat of the second measure, on which the
first violin plays a B-flat appoggiatura to the A on the last beat of the fourth measure (Figure
5.24). From a tonal perspective, this section appears to be in G minor because of the strong half

cadence in m. 15.

Figure 5.24: Deviation from T1 of mode 4 in the form of an appoggiatura in the first violin
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The second part of the introduction only uses TO of mode 4. This section can be thought of as a

N>

direct modulation to C minor. In m. 19 and 21, additional half cadential gestures are made by the
articulation of two G major chords. The measures preceding these can be analysed as secondary
dominants of G major (m. 17-18 and m. 20-21). Finally, a series of tritones accumulate until the
arrival a G French sixth chord on the 3™ beat of m. 25. As mentioned previously, this acts as a
dominant to the C on the first beat of m. 26. This may be heard as a deceptive cadence due to the

A-flat that follows (Figure 5.25).
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Figure 5.25: Harmonic analysis of the end the introduction
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ii. Section A

Section A is contrapuntal in nature: it begins as a four-voice fugue but loses focus and transitions

to section B before the fugue is completed.

Table 5.3: The fugal elements in section A of String Quartet

Section A (m. 25-95)

Exposition
m. 25-47

Episodic material
m. 48-87

Reprise of subject
m. 88-91

Transition to B
m. 92-95

Subject (vla): m. 25-29
Answer (vin II): m. 29-33
Codetta: m. 33-39
Subject (vin I): 39-43
Answer (clo): 43-47

First episode: m. 48-52
Second: m. 53-68
Third: m. 68-73
Fourth: m. 73-87

If one considers the opening material of section A to be tonally centered on C (despite the

subject, x, deriving from Messiaen’s fourth mode), one sees a tonal relationship expected in a

traditional fugue between the subject of the viola, the answer of the second violin, and the

subject of the first violin (I-V-I). These functions are reinforced by their respective arpeggiated

dominants in the measures preceding them but are quickly ruptured as the melody descends by a

major third. However, the tonal stability is challenged by a pizzicato pattern that appears a tritone

below the theme’s arrival note (the note that follows the arpeggiated dominant, see (Figure

5.26). In the second entry (m. 32), a third voice, the cello, enters to accentuate the viola’s F-
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sharps with Bartok pizzicati. The cello then continues to play in regular pizzicato to support the
other instruments harmonically until its arco entry in m. 43. The last three notes of the cello
differ from the previous statement of the subject to propel the music into the episodic material of

m. 48-52.

Figure 5.26: The different entries of the fugue and the pizzicato lines that are a tritone below their arrival
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In these five bars, the two violins form a dialogue with one another, alternating between the first
measure of the x theme through a partial journey of the circle of fifths (illustrated by the red-
coloured notes in Figure 5.27). After each statement, the violins use a whole-tone scale to
outline a dominant to the fragment that follows (coloured in blue in Figure 5.27). Additionally,
the notes of the x fragment suggest a whole-tone scale, although one semitone away from scalar
figure that follows. This results in the articulation of both possible transpositions of the whole-
tone scale in the violins every two bars.*’ At the same time, the viola and cello participate in their

own dialogue through an imitative sequence of the y motif.

40 Ignoring the first violin in m. 48.



Figure 5.27: The episodic material in measures 48-52
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After this, the first violin plays a fragment of the y motif while the other instruments accompany
it with accented chords. A descending chromatic pattern imitated by each instrument ensues,
resulting in a series of clusters. The descending pattern derives from T1 of mode 3 (D, marked in

red, is a chromatic passing tone). A similar passage previously occurred in m. 37-38.

Figure 5.28: Fragment of the y motif accompanied by accented chords
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In m. 74-87, after further episodic material, the y variant presented in m. 53-55 is altered and
combined with the descending scales motif found in m. 56-57 (Figure 5.29). After this episode,

the x theme is restated and a four-bar transition brings the listener to section B.
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Figure 5.29: Measures 74-79
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This is yet another example of the role that “insistence” plays in my music. In contrast to the way
that I carry myself as a person, I seem to have a disposition for violent repetition in a musical
context. This disposition continues to recall the music of Shostakovich, and considering the
influence that Jewish music had on him,*! it is not surprising that this impulse characterizes
much of String Quartet. The inspiration from Shostakovich is probably rooted in my having
performed his Piano Trio No. 2 Op. 67 three years before writing String Quartet. For instance,
although differing in character from the A section of String Quartet, the first movement of
Shostakovich’s piano trio also begins as a fugue. Furthermore, in his fourth movement,
Shostakovich introduces and obsessively repeats a Jewish melody which he reuses in his String
Quartet No. 8 op. 110,** a five-movement continuous work that doubtlessly inspired me while

writing String Quartet.

41 Laurel E. Fay writes “Shostakovich’s interest in Jewish music was of long standing”; “Shostakovich was attracted
by the ambiguities in Jewish music,” and “the deeply aesthetic nature of [Shostakovich’s] engagement with Jewish
folklore and music should not be underestimated” (Laurel E. Fay, Shostakovich: A Life (New York: Oxford
University Press, 2000), p. 169).

42 Esti Sheinberg, “Jewish existential irony in the music of Shostakovich,” in The Cambridge Companion to
Shostakovich, ed. Pauling Fairclough. and David Fanning (New York: Cambridge University Press, 2008), p. 364-
365.
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iii. Section B

Table 5.4: Formal analysis and points of interest of section B

Section B (m. 96-132)

Dance (m. 96-118) Transition (m. 119-132)

T1 of mode 4 Various transpositions of mode 3
Introduction: m. 96-105 Transition using motif y: m. 119-126
Melody begins in vin I: m. 106 W motif played by vin I: m. 127-132

Section B begins with a ten-bar introduction, in which two waltz-like accompaniments are
played a quarter-note apart (Figure 5.30). The cello and viola share the first pattern, while the
violins share the second. Although the introduction is in 4/4, the accompaniments effectively
create two waltzes in 5/4. This is reflected in the change of metre that signals the abandonment

of the violins’ accompaniment at the end of the introduction.

Figure 5.30: The introduction of section B
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The violins then proceed to introduce melodic material in a dialogue consisting of elements of
the y motif and the x theme (Figure 5.31). The cello and viola continue the accompaniment

pattern throughout this dance in 5/4.



The dance is eventually taken over
by a chromatic transition to section
C which uses variants of the y
motif. Throughout the transition,
different transpositions of mode 3
occur simultaneously amongst the
instruments. Additionally,
arpeggiated fragments of the y motif
and x theme transform into melodic
variants and are heard in a call and
response manner between the

instruments (Figure 5.32).

In m. 127-132, the first violin
bridges sections B and C together
by repeating the w motif. The
connection is made seamlessly
because the note E-flat is both the
focal point for the w motif and the
fundamental for the z theme in the

following section.
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Figure 5.31: Melodic material introduced by the violins
following the introduction of section B

Figure 5.32: Transition to section C (m. 121-122)
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iv. Section C

Figure 5.34: Points of interest in section C

Section C
m. 132-157
First statement of the z theme: m. 132-136
Ostinato: m. 137-145
Climax: m. 150-152
Viola recitative: m. 154-157

Section C ascends Messiaen’s third mode until arriving at the climax of the first movement in m.
150. The z theme is introduced by the cello in m. 132-136 and is then doubled at the octave by

the first violin over the rhythmic ostinato in Figure 5.35

Figure 5.35: The rhythmic ostinato of the z theme between measures 137-147
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The melodic pattern of the z theme breaks in m. 146 and two measures later the addition of
sixteenth notes disrupts the ostinato. The climax of the first movement arrives in m. 150-152,
when the four instruments play the same line in three octaves. The tension begins to wind down
in the second half of m. 152, when the instruments arrive on an altered dominant seventh chord,
which is subsequently thinned out on each of its three repetitions. In m. 154-157, the viola

transitions into the second movement with a short recitative.

Figure 5.36: The climax and end of movement I
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2. Movement 11

Table 5.5: Formal analysis of the second movement of String Quartet

Movement 11

m. 157-204
Section D (crescendo): m. 157-196 | Codetta (diminuendo): m. 197-204
TO of mode 3 T3 of mode 3
Climax: m. 193-195

The character of the second movement stands in stark contrast to the overall enthusiasm of the
first: it portrays suffering and anger through the lens of a transformed y motif and its gradually
increasing intensity. The movement’s form is outlined by the gestures of a crescendo (section D)
and a diminuendo (the codetta) in TO and T3, respectively, of mode 3. Pitches foreign to TO
appear early into the movement. For instance, the cello and viola repeatedly play C-sharp as a
neighbouring or passing tone, while the first violins plays an A in m. 163/181. The primary
thematic material of the movement is a variation of the y motif presented by the viola in m. 34-
35 (compare Figure 5.15 and Figure 5.37). It is repeated persistently until the climax of the
movement in m. 193-195.

Figure 5.37: An analysis of the first nine measures of movement II showing non-harmonic tones and the

y motif
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The first 12 measures are somewhat tepid, with the only sign of growth appearing in m. 171-173
by means of a crescendo by the three inferior instruments. Each repetition of the melody is
subsequently accompanied by thicker harmony and increasingly intense dynamics, until it arrives

on a C minor chord at the movement’s climax in m. 193. The arrival of C minor is intended to be
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compelling because the cello anticipates it throughout the escalation of section D by articulating

an open fifth on its two lowest strings at the beginning of each melodic statement.

After the climax, the codetta begins and the music calms down as the two violins play similar
variants of the arpeggiated y motif heard in the transition to section C, followed by a fragment of
the x motif (compare Figure 5.32 with Figure 5.38). The w motif appears once again as a
transitional device in m. 197-198 in the viola and is continued by the second violin in m. 199-
202 (Figure 5.38). The viola returns to play the motif in augmentation in m. 200-202. In the
meantime, the cello simply outlines mode 3 in triplets and winds down through a gradual
increase in its note values. The four instruments finish the movement with a short chorale in m.
203-204.

Figure 5.38: The codetta of movement II
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3. Movement I11
Table 5.6: Formal analysis of the third movement
Movement 111
m. 205-347
E: m. 205-234 (mode 4) | F: m. 235-264 (mode 3) | G: m. 265-347

The third movement contains three distinct sections, all of which are vivacious in character and
require a lot of skill on the part of the performers. The first two are connected by their almost
constant sixteenth note motor rhythm, while the third shares many similarities with the dance of

the first movement.

i. Section E

Table 5.7: Analysis of section E

Section E
m. 205-234 (mode 4)
First phrase: m. 205-213 (T1)
Second phrase: m. 214-220 (T4)
Third phrase: m. 221-227 (T1)
Fourth phrase: m. 228-234 (T1/T4)
Transition to F: m. 233-234 (a sequence of transpositions)

The first section is launched with a sudden change of tempo and is propelled by the eruption of
the w motif in the viola. In this section, the w motif is played without rest and is transferred to a
different instrument at the beginning of each phrase. Four similar phrases make up the section,
each consisting of accented and syncopated chords followed by a pizzicato dialogue between the
three instruments that are not playing the w motif. The phrases are derived from mode 4 and
consecutively modulate by an ascending minor-third, resulting in the alternation between T1 and
T4.* Consequently, the w motif’s trajectory between the instruments outlines a diminished
seventh chord. At the end of each musical phrase, an anticipation of the target mode is made with
syncopated chords. For example, in the transition between the first and second phrases in m. 213-

214 (Figure 5.39)

43 The last two measures of the 4™ phrase (m. 233-234) act as a transition to the next section and consequently have
a faster harmonic rhythm. This results in an alternation of T1 and T4 within the same phrase.



Figure 5.39: The transition between the first and second phrases in movement I11
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As the section progresses, the time between each pizzicato motif is compressed until all the

instruments overlap, as it does, for instance, in the final phrase:

Figure 5.40: The final phrase of section E
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The section transitions in its last two measures by outlining a diminished scale in a gesture
similar to the beginning of Scriabin’s Black Mass sonata (compare the middle staff in Figure
5.41 with the viola in Figure 5.42). While it had been slightly more than one year since I had

performed the Black Mass sonata, I am certain that it influenced this passage.
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Figure 5.41:* Measures 5-8 of Scriabin's Black Mass sonata
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ii. Section F

Table 5.8: Analysis of section F

Section F
m. 235-264 (mode 3)
First phrase: m. 235-250
Second phrase: m. 251-258
Third phrase: m. 259-264
The z theme in cello: m. 240-250
Transition: m. 261-264

Section F abandons the perpetual w motif and explodes from its constrictions into a flurry of

scalar figurations that outline the y motif and different transpositions of mode 3, with the

4 Alexander Scriabin. “Piano Sonata no. 97, p.1.
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occasional nonharmonic tone (Figure 5.43). This section maintains similarities to the previous
one with a constant flow of sixteenth notes (stopping momentarily in m. 237/247),
accented/syncopated chord accompaniment, and the w motif, heard either in the stream of scales
or as an accompaniment. It also echoes the first movement in m. 240-250, when the z melody,
though devoid of its ostinato, appears in the cello.

Figure 5.43: The different motifs, transpositions of mode 3, and accompaniment patterns found within
section G
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The section’s three phrases are marked by a return of the scalar figures and the accompaniment
shown in Figure 5.43. The beginnings of the phrases are also distinguised by an alternation in
the arrangement of the material. In the first phrase, the first violin and viola share the scales and
the second violin and cello play the accompaniment; in the second phrase, it is the second violin
and cello that share the scales, while the first violin and viola accompany; the third phrase recalls
the arrangement of the first until the cello assumes the viola’s scales and an acceleration of the w

motif transistions to the next section of the piece.

Figure 5.44: The acceleration of the w motif in the second violin in measures 261-264
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iii. Section G
Table 5.9: Analysis of section G

Section G

m. 265-347
First phrase: m. 265-280 (G major)
Second phrase: m. 281-296 (F-sharp minor)
Third phrase: m. 297-313 (F-sharp minor)
Fourth phrase: m. 314-328 (C minor)
Fifth phrase m. 329-347 (G minor)

The final section of movement III is an energetic waltz consisting of five phrases that use modes
3 and 4. The first four contain a repetition of a melodic figure outlining the y motif which, in the
first and second phrases, is marked by a partial change in the instrumental arrangement. In
addition, the music modulates between each pair of phrases (Figure 5.49), while the last phrase
calls up elements of the x and z themes before ending with a half cadence in G minor at m. 346.
The cello’s melodic descent in m. 341-343 recalls m. 14-15, where the same figure and cadence

occur (compare the two figures below).

Figure 5.45: The half cadence at the end of movement III
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Figure 5.46: Half cadence in the introduction of String Quartet
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The section, an elaboration of the dance from the first movement (section B), is harmonically

similar to it in the dominant to tonic movement, as well as in the modulation from F-sharp minor

to C minor (compare Figure 5.47 with Figure 5.48).

Figure 5.47: The tonic-dominant gestures and the modulation from F-sharp minor to C minor between
the third and fourth phrases
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Figure 5.48: The modulation from F-sharp minor to C minor in the dance from movement I
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Figure 5.49: The change in arrangement between within the first phrase and the direct modulation at the
beginning of the second phrase
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Most of the section sounds tonal because of the underlined tonic-dominant relationship and
because the notes uncommon to the modes are not merely used as embellishments. Although
much of the preceding material has tonal qualities, it is more obvious in section G because of the
clarity of the accompaniment. Yet, the music stems from Messiaen’s modes and would not have

come to fruition had it not been for them.
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4. Movement IV

The fourth movement reprises and compresses material from the second at a faster tempo but
eventually re-establishes the character of the beginning of the piece. The second movement’s
escalation in drama is absent, as the music takes flight in a storm of emotions only to be quelled

when the material from the codetta is reintroduced.

Table 5.10: Analysis of the fourth movement

Movement IV (m. 348-408)
Section H (m. 348-376) Section I (m. 376-393) Coda (m. 394-408)
T3 of mode 3 T3 of mode 3 T1 of mode 4
Variation on movement Imitative passage: m. 376-383 Variation on m. 1-15
(section D) Variation on movement II (codetta)

The most significant changes from the second movement are the appearance of the z melody
(Figure 5.50) and a short imitative passage in m. 376-383 (Figure 5.51). The movement is
otherwise revitalized by minor modifications to the melody, different accompaniment patterns,

and the abbreviation of some material.

Figure 5.50: The apparition of the z theme in the cello
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The imitative material is simply a group of three entries of the z theme shared between the viola
and violins. The entries are two quarter-notes apart and are played in three octaves while the
cello plays a one bar ostinato*® that outlines mode 3. In m. 384, the ostinato transforms into the

triplet figure from the codetta in movement II (refer to Figure 5.38).

45 The cello deviates from the ostinato in m. 380.
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Figure 5.51: The imitative passage in movement [V
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Ostinato becomes triplet figure from codetta in movement II
Section I ends with all the instruments playing a fragment of x in parallel, followed by a
crescendo that thrusts the melody up by a semitone, in a manner similar to the transition between
the second and third movements. The coda then begins with a repetition of the x fragment, one

octave higher, which morphs into the ominous atmosphere from the introduction of the piece.

i. Coda

Although the material of this section is highly chromatic, the cello line strictly follows T1 of
mode 4 (the mode that began the piece). The music descends as the instruments outline the
different motifs of the piece, until they find their way to notes G and C. The second violin makes
the final statement by recalling the harmonics of the beginning of the piece in the penultimate

measure.

There is symbolic meaning in ending the piece on notes G and C. Throughout String Quartet,

these pitches are often perceived as the “tonal” centres of its movements (or at least their arrival
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points), making it difficult to discern its primary tonality. As an example, consider the

introduction which begins centred on G but ends with a dominant-tonic gesture in C. This may

leave the impression that C is the main tonality and that the first part of the introduction was

simply a 15-measure polarization of the dominant. However, the final movement is so rooted in

G that it seems more convincing that the quartet’s introduction is, in fact, in the principle key and

that afterwards it modulates to the sub-dominant. This ambiguity continues with the arrival of the

G and C at the end of the coda. As C is the lowest note, one might conclude that String Quartet

is rooted in it, until in a last attempt at disputation, the second violin plays a

gesture in G (Figure 5.52).

Table 5.11: The appearance of G and C as the tonal centres in String Quartet

leading-tone to tonic

Introduction | Movement I Movement II | Movement III (section G) | Movement IV
G—C C (beginning) | C G—F-sharp—»C—G G—C
Figure 5.52: The coda of String Quartet
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The irony here is that the piece was composed using modes of limited transposition and not tonal
scales. Contrary to the suggestion above, the piece is indeed unified by its departure and arrival
on the same transposition of the same mode (T1 of mode 4). Thus, ending the piece on notes G
and C not only represents their ambiguity but also, in an attempt at self reflection, my vice as a

composer: tonality.
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Conclusion

The decision to pursue my master’s through the process discussed in this thesis has led to me to
explore aesthetics that have broadened my musical vocabulary and enriched my compositions. It
has also shed light on the different influences that permeate my music and has seemingly begun

to outline an artistic path I intend to follow.

Perhaps the most significant discovery I made was the extent to which Jewish music has
influenced me. Although knowing I had an affinity for this music, it was only through the two-
year trial by fire that I came to understand its relevance to my music. Filtering the characteristics
and stylistic traits of Jewish music through Messiaen’s modes of limited transposition and tropes
of classical music, as I did in String Quartet, has allowed me to unite the various elements of my
upbringing into what I hope bears the appearance of an emerging personal style. Furthermore,
the work on String Quartet has left me with the desire to explore Jewish music in greater depth

through future projects.

I believe the decision to impose restrictions on my compositions broadened my range of
expression without supressing my voice, and believe its effects were transmitted to the freely-
composed pieces. Correspondingly, the appreciation I have for classical music shows itself
through the entire set of compositions, whether through phrase structure, form, reference to
composers, or harmonic language. On a practical level, the decision to compose for a multitude
of instruments has left me with a deeper understanding of their qualities and a greater capacity

for expression.

The music of the twentieth century continuing into the twenty-first century been characterized a

2946

as “a maddening but fascinating collage of approaches,”* and the days when the general

aesthetic approach to contemporary composition is no longer directed by views like Boulez’s,
that “since the Viennese discovery, every composer outside the serial experiments has been

9947

useless”™’ are long gone. As a twentieth-first century composer, I am fortunate to have the

freedom to write as I please, and I am fully aware that within the vast palette of present-day

46 Stefan Kostka, Materials and Techniques of Twentieth-Century Music (Upper Saddle River: Pearson Prentice
Hall, 2006), p. 316.

47 Pierre Boulez, “Schoenberg is Dead,” in Notes of an Apprenticeship, trans. Herbert Weinstock (New York:
Alfred A. Knopf, 1968), p. 274.
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music, my compositions are coloured by more traditional shades of paint: my use of extended
techniques has been limited, the structure of my pieces remain standard, and my exploration of
sound is nonexistent. While I recognized the value of these practices, I did not use them much
during my master’s because I was aiming at honest expression and could not have succeeded

using techniques so discontinuous with my musical background.

At the beginning of my master’s, I was overtly concerned that my compositions, due to my
limited experience, would appear to be uninventive reproductions of other people’s works. Two
years later, I finish it with the reassurance that regardless of the innovation of my contributions, I
have succeeded in declaring my artistry through an evolving language that reflects my

upbringing and looks to the future.
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Le berceau de la Muse

Poet: Emile Nelligan

Composer: Eliazer Kramer
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Le berceau de la Muse

Poet: Emile Nelligan

Composer: Eliazer Kramer

Joyeux
=65

J.

0

(0 Q
&
[Y)

1

10

z 2
PN

s
7

1

U

kuf LA
| 10EE | TR
a Pas
“T'we N
e
Pas PER
N N
| 1HEE | YR
Pz pas
B\ N
>
PES
L N N
| 10EE | JHI
Pas
N N
| &N | ™
~ g il
[l Panl
N N
[ YHEE | YA
Pas

knf D=
| YRS | YHI
a LT
“Iw N
>4
LHW’ LHU!
[ YHRE | YA
Pz LT
X
g
o) RO
BN BN
-~ | &N
NLre wp

[

e
1
[

>
e
\

o tte
i_l

40

J

M T 1
o/ 5
w
(]
L 72}
1
=
P an <
g
\ | 5
Lt O
=]
T [a]
[0}
]
[ | =
[}
e}
| 5]
=
T
|| =]
«
|”W| —_
=
S E
Pw ®
- —
o
W
Y g
(VI
&
[=]
[ W NG
o
=]
[ YA
e (8]
1
-
| YERRN
=]
| B
il A

1 b

[ Fan W/

<D
()

|
TP

0
>

[ fan N/

|\
1y
7

b
lHH—.’ LHII’
™ [ 10
Lhﬂ_t P LH:I!

PN

]
hall N PAY

[

poco rit. _

A tempo

Poco allargando

45

( ﬁﬁ ]
= i i
o
N TN |
Y ,
Ammur
~d AL o
N
_ T
N
&\
AN N
u.l il
[ Eﬁ: N |
o Wl e N
;RHu‘ LHII.
G 2
™ 8 N | Y
7
3 s P
e o] .|,Vl A
8
1
L ﬂm -y e
@n LT LT
3 1) N
[72]
2
- <
]
AY . (Y
a\l LHU’ kH/\!
1
SR ~y e
V) th.I lanI
PN T s
. HI.N N
90 N N
A=

© 2017 Eliazer Kramer. All rights reserved.



N

LN

Irad

£

e

o

se:
K

tres

|
I
7 b

ma tou-te Mai-

(o)

blan - che,

en ro-be

Y

A tempo
Muse
mp

TP
1 Dby

p 4
)
p 4

50

p—

P&

aux grands soirs fa - mi- liers...

rit. .

e

—

mp

p—

Meno mosso

S

sers d'or

299

— mf

O-yez nos bai

) vt

)"

poco rit. _

T
|
|
[ 4
4 1D HhO)
Vd
!
2 1D b
g\ Hh | VI §
(D7D Q ¢
VO
1 7 He®

D)
>4

58

g
&

&
&

DN

T & §-

7T Q ¢

[

]
7!

la mé-ge-re Dé - tres - se

_

L

—

7,

J'en-tends dé - ja

\ —ji
g (g

2]

11

p
(b

2

2]

chut!

Mais

o
K
) D HO
P2

Z hHh 1VQ




Il |
Il |

q‘v

17

cra - quer

4

Gk

fai - sant

P&

niente

1J

'8

17

(2]

7

He'*

seuil

tre
sou - liers!

molto rit. _

no

noirs

ses

Wi 3§ 2

1

Lento

o 1 bhH
g\ hH [V
P’ A
g\ hH |V
("D
D) q“l;
S D hH

P

V AN

[Y)
[ fan N/
[)
g\ hH [V
[ fan N/ )

64
68

12
1

Jei

)"

[
[

[ IR\S—

2]

L

LA ZAN\ZJ (b)i:\ /i

00




Soir d'hiver

7
Poet: Emile Nelligan Composer: Eliazer Kramer
.=45
[ 9 " Avec une immense tristesse interieur ¥4 — 83— 3 | K _
w —— o p—
N
Ah!_ com-me la neige a nei - gé!l__ Ma vitre est un jar-din de
| I | | | I | | | | 3_
ok - - % | —— N
P
O wg T 1 lug 1 1 lwg— 1 bg | | s o
i ﬁ-‘:ﬁz‘ i ﬁ!‘:h:‘ i ﬁ!‘ 'ﬁ!‘ # ﬁq 'ﬁ!‘ Y — %!‘ 'ﬁ.‘ v —913
_@_4 T & | - & | - & : | T & : | 4 T & : | | 4_
D) e [ 4 b [ 4 b [ 4 bl [ 4 b [ 4 q..

poco stringendo

. ™ —3— 3 e —
P A ) T N T T N !—# , ’ |
g\ J | N & | - | L7 Y I | | 1 r J L27
L |77 | | /g 17 | I | )} VA
U & I I i I | 1/ | I I
) S ~— g L — T 14

Ly
LI
jﬂr
TSiv

:g
|L§
@ ; >
-y
oW
D!
N
N

rit. . . _ . Lol poco accel. . . _ _
S —P
81
T 3 —3—
> = —_ | N i T ] i T T %
1 | |7 , [ Y ] | 1 Y 2 [ - [ - [
- —— — —* * fo ¢  ® fo ¢ | I 44
\ Q) I ' I
spas-me de viv - re. Aladou - leur que j'ai, que j'ai!

3\3

L\
NS

)
Aﬂ;x
%"
_D;x
* L=
M

N——
N—————
PP
‘/\\ | | | |
2 3 —r | ! =
7% % & 4g = %

®HR

/ o

A A

(YRNRAN

i
il
il

\ t;;F
il

SR

© 2017 Eliazer Kramer. All rights reserved.



J=45

- D o Jruﬁ it R S
basscinn| 28 7 N5 sl _ iy &
Slee L] . 9 fa g
(C) =l | & " o ¥ g
1L in QR ﬁ Am ﬁ v
%_Atw? T A Jh.1 %_3% ; 1 Y
L YL 1 faNd :n_a (YL Y i NE 4
LI YRERRY kd
UGS ~ X ARRI R 2
0 N5 CC) o

kS i v v
A A I e 4 e =
RN N ,

RERE! = ™ .
o »
el [ang e ; M8
it NI\ A . %
NP v ﬁuﬂ v et oM 3

[

/T, Pan oS % s @
1LES L 3 H oag Fi 2

- =D un® S 1

LYC VnNY RN fex ] ' o | N
| |
'YL 4ad ua ™ & UYL YaNd 4
MrlE N R 8 T :
e | N el ; ol x| B
M7 v |
L YaNqR m i 4
thﬂ Rl IS n «
vl SR TN @ %_3% | ol i
§ mil S
i I ™| s YL gadl g )
o (]
=|uwn_ | o .m = > mlﬂ ._J

AN It K )\ |l 2 ; S L 2

Noe NG v A 2yl 2
AN N E el § 2! [ ©
1] s - ‘= Ry

- =D Rl sl gl @

)
_c NEEEE ° Ry
A& | o NERE I » Y
R ol i | 2 kNM. s
N A g
", e ).
B Phas I Q 0:_ 11 -
ges s TN m g [N 2
re=(O0) e
. -l L
o) ya [e)} Vi




Molto allargando

/N
o

0

98

3
: N7
» : v
o) N
il B *x & ' ] TN
< wv
L N N
2 L o
L o e,
oo e T
(3N
A ~ L] TN
Y11 B | v
Si ¥ S L TN
1 mr I AMEM
N iy NOP
L . .
3 X T S8 ‘eysll| & R
o RS o & Y
Z e W m oy
=S
it aCin IR aCmy aCmy
_ &
u S NG
.nl.a 1 !IIl .nl.a W I!WU
_ | B
@ N g 1 1
m =)
: | 5
2]
: @
8-
Ei.N Q
o _ Sl o\ At
™N [72)
N _ K
g
' m <
1 2
1 2 1] m
el z
1 o D
S . R
=08 U AN N
m.m S 4 B = AN
QO N
x o ol K
9]
S )
1
. o .
nm 2 G I RN
| N
° 2N N N

10> ]

AH‘
[ #® 153

ses
S€s

r

I
des cho
h. ]

sl
—3—
- o

-son descho

- son

%

W

sin - is-tre fris

rit. . .
—3—
—3—

Au
Au sin - is-tre fris

) e @

ri - er,

A Y

- 1i - er,

—3

W

ois - eaux de fév
ois-eaux de fév

—3— —3—

mp
Pleu - rez
mp

Pleu -rez

>4
[}

104 Ossia

[



Poco piu mosso

/=55

0

4
[

\e)

10

S
1
4

108

fév ri

de

ois - eaux

Pleu -rez

m.s.

110

aCaul atau aCeu
(Y
(18
5
r | Y q
g il r.
z q
3‘ | ] m ™ [ ¥
*
! (Y
; a !
N | |
- o,
)
)
&
5
7 2 T8
[7]
[P}
; &
N
-
! _
3
) ||
i ~ i
j- q ]
X[
gLt
) TN
e P H %
[\

rall. _

111

e aCaul atau
Al j
>
! o
[ Y 1 i~
n ol
L] ° _1
bn
=}
JATRRS
ik
o) 5 \W
& @ A
77 ..m 4 >t ™
s i Rt
)
=
| 10N m
<
i\
L}
i N
B = =
1 feaN
le
1
A
N
A
a8 ’
q
c
L uL v
AUL@WU
1 q
)
o
T = E=3 f
a
NEe N MU e
\—="




11

Tempo primo

J

=45

mp
N

113

3

——3—

0
b A
g\ J

L%
[

U
S~—

iy
o
-

Ma

gé!

z

Ah!__ com-me la neige a nei

er.

#

$

; /ﬂ—_——__—§~§“‘\\

§

Py

A
R /.Y
~V

A |
uuq
o

DN /.l

D3
P

|
T -
i H
| ] 7
[ 4

#h

mp

o)
)
pd

poco rit. _

B e
o
« «
&
ﬁ =
Q
® g
| &
15)
Q
I | | | TN
T v M < va
== I
I ‘Igs] SO
L ETS
Ay
{1 ] Il.v
L TN
|
NOR
i ~d LR
i o o
N
lHU’ m | 1 IMJ
| TN
E==
\ \ AUlmwv
A > . .
PN B AN D e fpl
oy
ESS
aCay aCan YN
fea
e | <
|1 o A
= Am Arlll 1. .MW
|1 r S
8
INE - RN
primi 2
[
|| NTe
m==
[
- U L
S R y
Eee
mnﬂ mv HMU
N—f

ad lib molto espressivo

b

—3—

-
F
|

3—
o

J=45
%

brf\bg\u

—
e

Q)
-

121
0
A
D)

A tout l'en-nui

que j'ai

viv - re.

de

spas - me

qu'est -ce que le

gé!

L |Hu_u|_-
| TN
m=
Xy
ﬁnﬁvl X
a
YO YO
AUImwv
1 1
RN NN
|_Ha E=3 %ﬂw
e @

V)



12

mettre de plus en plus d'air pour aller vers la murmure en chuchotant
N N N prrpe N er pas trés vit /N
Ossiaf—= e — 1 — 1
>y . >y V| ) T z 2 > I 7 1 z 2 P I ) | - 2 . A N\ - il |
T 1 s S S = F—5 i
\ \ \ |
que j'ai! que j'ai! que j'ail que j'ai! que j'ai!
. en chuchotant
mettre de plus en plus d'air pour aller vers la murmure .
et pas tres vit
0 X prp :
P’ A IAY I I I I I il |
| e | 4 %] | 4 27 | 4 %7 | 4 %7 | 2 %] A | 7 Il |
M 7T & T 7 | ¢ T N/ | & T 7 | & T N/ | ¢ 7 I — i |
\.) ‘ 1 _JI- I 1 _JI- jl\' 1 —J_ jl:\’ 1 —J_ jl\' 1 | ] 1 |
que j'ail que j'ai! que j'ai! que j'ai! que j'ail que j'ail
—
| |
| | et
s y Y
2] I I 1L
#H ~ | | bl
7 i3l
perdendosi
h Z | | hd
b A I ravi i | |
7\ | 1| = Iy L. I I
Z 1L Dq | I I | | I
hl I L iy | | | |
o 3 fe fe - - Pfﬁ te be Pi te e =2 =
~Z = E — T —
~= s W —
8% o] I




Eliazer Kramer

Wind Quintet



=i
prp
prp

=i

D)

Eliazer Kramer

=PP
pP————PrpP

—_—pp

o
tr

&

T

N &

D]

2

e

P< mp

1

—mp
37
mp

L

Movement I

N
7

Wind Quintet

_ mp
<mp
_ mp

rp
rp

VA

—

17

V4

-

7

Allegro
J=120
P
P
Py
ry
.

bl
= 3
- 3
bl
x
/!
J D Lk ¥

-

Score in C
Il
L
y AN I 2
[ an Wl 2 /)
.
Y N
g Hh [ VEoE §
 fan iy
/)
g [ VR §
[ an Wl 2N /Y
Z b [V
L 3

p A

p 4

b A
o)

)

Y
T
A\

&
H -
12}
12}

Flute
Oboe
12}
12}
2}

/MY
)
/.
O
TP A

Hornin F
Bassoon
p’ AN
g hHh |V ¥
[ Fan N/ ]
p’ A ]
g hH [V
[ Fan N/ ]
p’ A
g\ h |V
b
S D
g hH [V
[ Fan N/ ]
) AW
Z b [V
i
p 4
[ Fan N/ ]
P4
g _Hh [V
[ Fan NN/ ]
ANE"4
P A

o)y

lHHT.
o
e &[T
° th..m'_
N
N
e/ s ||l
fde,
~e
1
]
0
1)
B
1
v EL.N
® XNEr

Clarinet in Bb

© 2017 Eliazer Kramer. All rights reserved.

P—=rP

Jo 10 m
v

Z 5 1V




N7 —&—= %
s 4
pP—pp
A‘
o
VIS SRR |
f & 3
P—pp
./
b 3
7
& 3
3 ﬁg:
p——— pp——mf —
14
—mf =
T T — i 3
i N S 7%
e R e
o ~—
>m)
7 ¥
&
7 &
7 3
7 T
i
jv
t

12

ol o g, i il i ks
H MO he e o ™ Ji2 I I
;nn?. 'y Am
; i ] o, M e e
i i & | o e | ~y ] ~ luul 1
alim alimth 2% alinyl N
N I TN o
b i M .rulml [ L)
b |
LA |
19 A H
i 1 m Lnll | ~ LY
N -q
-é [ TT%- AN A
& M & N -|a L [T
3l o o\ N Al
H! Pim [
i %) I ‘&
LIRS R i Al ;
~y YN | § e- N & N &
& iy g g - ]
M Il ~
Ay
HA.
L._ ol e e N 1
%al liké i) [ta\} N N Hy N
Y N . N b |||_.f
kg / | ™l
M| s TN : » S { fa i o s L
QTN NIL\E \nwo N T
[ I
e B [TTe - B N . 47 1
|11 | ] | JHEE ¥ -~y i)
N . N Hi.N
& .- e i} || )
[\ NE M1 1B “ta ] MY
On 1119 B N m H 1 1
I N Y
iy 1 & g | 13 & I >
M W O Y Ml N SIE R ) SE] ) KOt
1 N 9 ~ Inwu Inwu 1T -hwu -hwu Inw -hwu -hwu ~ -hwu Inwu Inwu o~
.r”v mv lﬂhv lﬂhv Mw lmhv lmhv l.r”hv lmhv Mw.nv N lmhv lﬂhv lmhv ARG
OO NI N N [ NP N N N N SN NP N N G
V4 0\ V4 \




mp

2

7
rp

TR e Tees g

AN

be te

71
3

12}

/.
v
TP
|
TP MY

o
g\ b |V
b’ A
g b |V
b’ A
g b |V
[

4

2

()
[ Fan N/ ]
[ Fan N/ ]

I i e g g L2
H o 1
s Il A N N S || S
i ] Fe] ek

— H g ~y O TN ouli ®

o[y il . |

U -4 ALl ol " AP haa; i
™ -4l M
™ ~y [ JENN T - 1

_a LT AL _

A Ll I Al '_ B

AN wu._.l A o/ XA -| &AL .HI-

B Ot . P

- W | g o]

NIl i S| || o ® M
Cn i T
aCmu || s {8 s KB ._ﬁ

L YRER . (i 1

o N N - e al o e

o = Sasa Nt Sasa b qv i

Y { ol | A
> HL g
wLTWF_ (YR o ;
Al --av i M5 o ENL
ull TR T o T i
-9l || Qpll
T ..Ls | ol AL ™ e
[ Want ‘oL I [ e «\ L YaNe M
YO 3 YN atmyl I w
(Yl 1l LYl rmj v & (T W_ T
= [l ~d -
| L) b
| | Bl Y N 3 NG
i ] 1 _ e k) i 9
.Llll [ 1N [ i N || | |
¢ MY o %._Lu
I i MR
el n N 't
allle W I m i i
il i a BN T ik Jasad
-8/ -4
(1 M\, BN o
™ N AL 1 N Yaii
i~ KB 1 . [‘ +.Lnuw/
AL o] « T : ‘ & L1l
ﬂ Eil.N | El.N mil.N pl.N ﬁ |.Anv ml.N Eil.N
[ N &N [ ™~ [N [~ -~ -~ [ ™~

Mw.nv N B l.ruhv Mw.nv l.r”hv lmhv Mw.nv Mw.nv

B, s N NG o A NOe NI NG N ap




M)

~g o
o] 9]
AL >.%m

&)

>.

>.

i\t

NIl [

NiE

>..

i\t

B\ [

= =

Al Q

Sma |

|hV) e

_NT] A

BN 4

AL N
SN

Yool MO0
iy
N
[ [ b
~e ~
o N
oLy " 1
4 & \ & &
A >r.
A A
q

124

D Q &

/.

V AN LAY S 2

[ fan N

o S

=z
.F_

S h;-'

(o]
|
1214
V AN LAY S 2

(2~

/.

b 4

D Q e
(o]

|
| D W7

.

vV 4

17
14

)

3Caul acaul
A A
XX
A A
A Il
AL X YREE A
~
AN [ | AN A
= ==
N NA .MMUV SN
A3 M \f; Tole o ®
| [ | m\\ [ |
N BN [ 12N N
N
N N F.-.m o]
™~
(Yiis; N ™
N oo
A A
=
. " E
~g 1] ~
AL X YREE A
~C
AN || AR A
oS N A A 9| :
El.N BN Al 4 u
-~ [ ™~
-~ -~ — — | £
BN BN N .
* NG N NG N 4
\




ohlek ohlek . T
|“MUT |MMUT ' T Inlll
. A L ol
, 1
_ I
RVIIEN A _ | el 1
s NI A R N
il
' , JEEN
. Ay -llloo
Al sl
A8l AdLLL] _ A J
! QL (RN
| Ll a0
LAY S ! e
' N
ARLLEN TN _ N ol \ 1
ax gy , L] | |
_ et \ ool e o
] bl _ /ﬁ |
L RES 1S S B |l Tl
[ e m
NI s 21 4 uo S Qﬁ He
A «.0.. E=S) _r Rl
\ A S| Al ; M T[T ]
2 -~ g A Sacal munul § e X
T LINN
™ ™
'~ N YRRR Ae_ [ i Agf__ i
QL | QL ||
N
>uw_.__) \%ﬂﬁur » )
AN gaN
i i
(T Iy m = _
&l & iz
Lo i 28NS WS .
AT iy =) e e o
NG NEe NG N 9
\ \




=80

1L
1 1
LONH AN LONH
L)
T
" I ;P_Hﬂ
e
Sasa S S
TTTe ~¢ ~¢
I
B[ YA
o~
S YNy
o
. o N Y X
o) B o
Cimml [ Amml [ nnyl
+
1
1 p 0
Sasa S S v
¥ L) m
] iJJ > 1
T |
MK MONH LN
QS
TN
| o |
1 Vw
=)
H g
I
A N S e
\ ' N
> ?H.>
2 Ve
ke R el
N YEli N Yal
N YR 1 N YANE
N «\
i
s
€ NEo N
\

57J

IV /]
=3

4 =

NS =

IV /]
=3

1D}
L Yo § o)

un poco buffo

Tempo primo

Yonul Yo, Ton
ﬁw. s
T ~e
! Y- e
an \/#
k\.l,. . p k\\; .
o o
~g ~¢
Nnt T Al
primi primi
uw i) A N
TN ¥ AL 8 Iui
~ ~g I
[ 1 Kf\l W.
~e
1 [T™-
1
~e ~g
el Ty
'l ~ ’ e
Q]
Ll
A
(11
N N o
[
ST Ty
|
Ty
1 T N
< 1
— | T W 1
Il
AN <N N
O \ T

il

\/

mp

=

Semu

—.

P L
L g

=]

| =
¥y o 0

e

&

X 4

frr et 1y %

e

mp

T

| &

P -
SirTe s

<D
[

be-

I Xl -4

-
fcd
<)
</
7

}
1/
| 4

|
o
0

o -
</ 1Y)

==
o
)

717

V4

L™

N
1
-

</
7

mp




g

Jhg-

JH g

i/

o o XrgT -
@

!
&
@

mf —
mf —— | p
—mf—p

=

[ fan W/ [
#o.

o T
be

U‘l‘
2+ |
NV T hHg

73

7—|I5

e

T

|

Eftebey,
S

P

- f

=2 »

e

hudl

Efiebey,

S

|

- f

..>f

T

-

Efebey,

0

[ fan YA VEN|

e k| |k | kD 1)
(I A=
' 4
A L
_ n o
[ 10 M-H .n.wwx N
o]
AN B |1 [ YARE
b
N
L) QU]
e oN [T | HER
vy .
EJ. . N ( 1EE R
Ihi . R ¢
| 10N
.H o
N
FYREN
ux ! X -
kné L N
[ %% L]
e BN e
....nv
. mEL Y mL Y8 RN
m == BN
)
e
i) .
e T Y
TTTN o1 ~y
-
[ 179 N
T e -Mwn A
1 B
e
I
TN L TN
L) N TN |
Ik | g all
L) L) N =
S
NOv NEe NG e o9
- - / AN




o

mp
tr~~~
mp
L.

3‘}
> =

i
mp

htl

i

Z—

L

0 -

>

tr
mf

mf

= =

i <

jrit v s o5 *

VA
14

mf
§e
L=
\/

o
) L0
LVAd
A

7

|
P
&

P V]
L FAE-P™ Kl
A H™

4

-
.

!_'_[Lp— I & & @9 &

e gl

‘e

N

jrie v 392 3

mf

24

y A 37%
y /hul
k= 3

e

-

S sty v ¢ * e The Tie &

§

7

te
¥
I/

/0.

¥

‘.Lh—._,* -
nf

|

-

'

#

Y

foie
nf

f
P2

B
(-

-

(3]

[ fan W A/
(3 ]

o BE A
[ fan W /)
[

[ fan W A/
p' 4

82
SV R
[ fan YW /)
SV R
89

()

[ Fan)

-

[ £ - ™




10

93

Yoyl H MON e, Sy N Sun A A
|u7 o - xmw |l ~
B H g
T [T T iry . il
il
A S| M1
| . h.w-w T ’ 'y Nl ] -4
ey TN RN a TN
N mnmys
il b L L8
Ao q 1 me B
O\ QL] E== Lo v (Y Al L]
sl s g Tk
D 2oca 2% ) e
' Aﬂi n
\ NA - XA
(Y f,_mm ) 111
x h.w . T -
Y- I (YRE iR
il nd 5 il
EIT uun. B B
AL iy i
. | L LT
. . AL (] |l | N
. Al ool
. i s Sl A H Ll i Ry
8 [N a8 .r@ Q N Yary
AL ol
-] [\
- QL TN
BN A I
b  YHA
.ju -l N P
. L 3 T
(Y8
\%\ [ ! Ix
\ 3 YEREN gL 18
el ) H
BN BN
a3 N N .
.r!ﬁ N 3 o iry M [ 1]
ROONTH N RN N N 2 MR M ST A3t
Eil.N N Ei.N N Hh N mil.N . N Ei.N N
NO O NE é N o N SN 9
\




11

e

T

| VrT)

b'E Fbok-l

A

N a

£ AL

he ‘P'hf‘b"t

- N N
(Y1
9
(Y1
4/ N in A AL inA
N
L YiR 8| Aol 5| A
st | £ | E e
-4 B
=
.hl%\ / [ YaN /L n g
-4
-4l k) uum| ] \Mﬂn
('
(Y
('
(11
N
& M &
(Il N B
% i
T
-4l ] [ 10 ST
i
-4/ 57N B[]
_a | -
N YaNd B B
il
N
ol &1 e
i M ;
sl & &7 T &
1 4 EI.N
I hln N hln o <
~\

TR
i
i
il
~ g
1
\on

1

rax
J O

e

K] N
B
= Y " "
0 .
(3] ~¢
i
| i
1l _ Rl
N
m \.Pwl
‘m/f.vwl
B
i
i ] ‘|80
' i m ﬁ
A
s N & MNen
9] 197 Oni
rau . Pra
ALY | il
l _ _ _ ~ ~
At [ $ N $ N
U
CIEEaNY BN BN
|u|_ il \&rl! s/ \JHE
e[l
h#xl ~ N VIl
( TEE N BV
b MM.HV. N iaN
AL
- o 8 A
N
. Ll_ll.
N
X YHN [ YRR & e
A iy
BN BN EI.N
S N N




Tempo primo
=120

[ 1 [T b acm| N ac N Sumul Syl H A
I QTN 1] . Y
B o | ) l L) <
£ Il 0 M
T R S i e |l ® | i I
HAL i L ;‘in_nv
& 0 'l Al n T
] S| & R S&C[[Y al ] il 3< i < [
TN (Y11 . ;— [ L LY
I \- | ~¢ YN s YK m at
il Ex w\ mu W g T4-
\ A 1 1| § ﬁ
> ~ > IMJ | L B S || LY
i RN < <M < I " 1l N
Un I [ o
il -4l ..v@ 1 | -
TRy ! . ST N S & i il o feall T (] e
-] ﬁ > < |y
Unl || ~
ST | s _ _ ! Nl S s A
WM il I ~
W - W < (11 L YEh ol
i e ol e e e &
Ik S \ Sl N N KA (YN [ YREN 1 w, [ YHEN
» I o o D | o
e N / H
AN Afnv. Y m < < <
1 ~ fl! < amJ D, W Wl! m I tﬂ\ mlww \J ¥ vaw
Y [AYin: Al Syl N x| iLN il
N
ul \ | 1 N YAS N -4/ N YN
|
N a Y N YN 1 “ |
& LYEN o D (e
1 -4 N
1 a
NI Lnu7 W 0] 0 ] i |4 <
; | el a4
2 8 paaty L ke sy masi A
B I b < | | & 1] \
0 2 - 0 T Il i )
1Y N = T .f
L 1 Lu
e { YAEN ol , i e
» i Y Sal I
e b N . ] 3<
- ” - “A - 9] . ”A el ||||W| I H ||-7u|
¢ .A.M mm I Sin AR — M o o o M o
sy Ei.N 4 N El.N EI.N Ei.N BN N mil.N N
[ | ~e | 1 RE ~l ~ [ ¢ IR iR IDIU IUIU ~ !DMI
i HI.N iI.N e N e ld M N e\ e N He
N N NP N 2NG NP NG A 7 SN NEp NEp al)
/ ~




@ I M
pa 3ﬁ|
L - ﬁu
&\l & il &1 dll T ||
f | e N i
J ™ ﬁ
Ap_ g
I sl Wle |
n aNg [T
1 o 1|
i +.=.uv.m.. ]
|| U L
;‘\ Te-
N T p TN _‘
INY (™
&L e § T ~ e
+h.
o #ﬂl. [ LR
N YRl i YRR AL T 1l
= | Ll
i~ MIl . ]
N YEiA || ol " M
= -
i~ TN B 1
“y 1
LY ]
X T fmJ |
N A Sa S Supyl
TN 1t !nw ~ -hwu
RN l.ru lmhv N Mw.nv
SN NOe NGe N
~\l V4

e Nany Sy i K uayl eyl rH it
[ IaN LE
5i o iy, I
™ _
L ] 1% Il
- lvﬂnﬂ 1
- My LIy H .
dat oo\ 5 oIS b | w
Ik FITE H Ty o
Af[l aliml N Q aliml ali
o 1112 UL %_. P
A% _ _ev QL ~ -
S i V-
“ iy .
N 2l gan s -+
A'__ Jg e »
[[1% R L s L
Ag 1 " e il ME L?h
il {1n N q
Y h e * in H_Mﬂ i
m,m i o e
i ) »
] i A8 s - N
3 >
] e -~y \.P | e ~y Bl iaNg
. i)
Yo L !
(Yo ILx I
T »
1 T :mJ Ij I 47 s
i E Ty
_,. -
[ | ._._H.l 1 N
-E N
]
s el [
1 1 1 17
~y o1 n_.HTﬂ N
~t ~ H..
r = =
. ) . A e - 4| § L
Ly S A o g
3N o N o NG NG NGp A alj




w1 LT
I Ll
o]
| Nl Kt :
NIV AL s.t:r A
o -4 e e T AN
# i il NI ﬁmm ,ma all fmr
sl i as YRS A M4
BH e = mEely A
i $ )
N s S
2
u I iy o ﬂ
s £ .-W#I iR ; A
i . s A~
‘ J ol MQ___ S ENCEVTHIIEN ,W ﬁ%ﬂ#
o/l I ="
XS L
AN u i
NII= “ o L - [
e —_
o ]
. A M »
4 I N
Y ' gl sl ..
\ i " A Il
B hﬂu_u L||= u.'
Y M 1 X
l e T o e
N = I.l.nl v
A f._nl% AL xnw! 1 \[M_.M.“ HMT
N -4 sl i
ﬁ A uwj ‘0 iy
. f..
AL ASLLL e/ ™ -twL (YIh H_..v.
l' A A |j.
» ' N
ﬂn L NN L 118 1= AN
N N !
¢
IO ZAN RN iR »
i wesif o~ sy @S Ik il
SNl ;N N N RN )

>

35—

Y

Y

s | ===

=

sub. p
sub. ¥4
sub. p
#be

Z H VT

sub. p

12}
12}
v
12}

M.
/.
1 D h

o
g\ b [V
[ Fan V]
o
b [V
[ fan WV
b’ A
J-1 D
A
14
1

rax




15

Eliazer Kramer

Movement 2

Score in C

Lento ma non troppo

>—m>

Gl Gl Gl Gl C
A AL A A
i m uwn W -MV m ||||.&m L
' N ~d 2l
LR
! ' AN
- jvxI |W A
A R ]
° Pai
1 .m
! AN | 1T
> s )\
(M Bogapl ] A
f -
2 L (Vi T LYl
m Mr Y W ) Y
13 [
{ \a\{ L
1
'i! ||A & -thl .|MMV Inwl
(1H
J M e o
[ ¥aN xD
AL ' N &
3
(18
Xy
ol
(YR m'_ N3 . ?Av Avl
S L] L
1)
o ol
o
3 .fJ.vP A.rl
1 1 1 L ]
© N ~
-
= B P PAe PN 2
= D RO 3= D cu
N NOe N N N
~\
e : & &
i 5 % e 2
g : g
<
.hna o
O

pp subp

A tempo

( it i
A...l wl ~¢
- N Ya Nt
f 1
ol v ﬁ
-4
-9
-9
-4
-4
-9/ . .
.A.r < 2 U
L 1 o] o]
-9/ ] L
[ YEEE % - N Ny
&
H | _
'Yl e oL
< Fup AN
Y| & 1§ el
1
-4
i
i
H e ool
M# ® Ji3
ff J< '
[YHI | Y
R aary B
|4 P wu ~¢
dh 1] ve f.fuv.
~ |H m ol
i 'Y
- N YaNt
_ e Wl
o] 01N
o Cw.-
] " [ NN
J T W
Lt o |
. 2 N YaNE
2 e
2L NG & N
N \ ™ !

simile

pP=

pP=

© 2017 Eliazer Kramer. All rights reserved.



16

S

P= P

7
&g

1\
IAW 28T

L didd

mf

ord.

L J

tongue ram

12

[ fan)

N &y

)

[ fan)

"4
¥

Y < 11

Y <« & 1
7

()

A Wo
My A m
~F &
i)
XX
4
-~
4
N
A 9 ¥
;RH.—-. kh:l!.
El.N
2 it &
Wy m H
T
[3-) 1 .
B ﬁ N ?\m.
LN Ei.N
.kNrA-.
v
N Uoy b
|
— 3 L~
.R\‘. k\\’.
L=
y uo
o
Y A
4
AU (R
o~
N IM.I m._ N
prim T
2y | i
NI N X
~\

Pl
pralyy
~y T v P N
.RH..v. T
IS
v 0
|r=|. _*\l..-.
L[
i A
.Ran. Ay kh/l!.
™)
i) ~y
LA (i) (N |
d& 1&
N
e LY
11 SN I
A
Nal L} & 1]
> | TN > ik
kl#. i Pa;
ﬁw !
#FC —.IM—. P .
il )T
N I N\ N
HH!.
e
d&
o]
4

&,
Q) .

P
The
1 Vr

|
oh o
[P el Ll

=

e

¥V < <




—s 3

: I’w‘-f»-

G TV

be

ehe

mp —

he-

S

haf

/_/}/\

mp

be

mp——mf

he-

M

22

o
=

[ fanY

Y

‘e

e

- el

L. ™I
-

g

&

L—g—

mp —

L is

mp

N

Q]

|

4

mp

i

ot e

be
mp———mf

17

mp——P

y /!
/1

S T

be

mp <—mf

e

25

Mp———P

2

7

TZ
ke 3

Y D
Py

19/
17/

mp <—mf

he

£ o £

=

I’fo

bhe*

mf

f—

— —

17

~— ~— e N~————

Q)#;I- o i 7




N YN

=

a

Hheee

i

fers

b

£z

.
* e ehe.e

o b

o

o

Preoe®

30
()

mf
(o 0, 0" ‘lt ‘lt -

A3y
D)

raul
y 2

C e

mf

# D

74

18

mp

Gl & [l
0
S
.
i
urp uMﬂ._nll
fuvy .
L -

il XDV )l

S i rene

mf —

—1 H"'U‘
|
—
L

1

I |
=

- 1 Te®™ 1 T 1
7 E

7

Y 2
Py

17

|

mf

mp

3

~

N
N
1T

o)

19

Py

/i 7 P
Y

b 3

? 2
rY

L] &
7 &

3 )
i

L.

e

e L T2 e be = h
O tehes, she= tehe iz b2 e

37
()

mf

mp >p< Vi

1ohe o

7 7

ihd

' ~
—_— ’mf T mMp— T p—




19
(19D
O T &
19
U T &
.3

I/

mp

-

o %

el b 3

I'T

(219 |
O & |
A3 )
o J

P @

NCO

2 2

A tempo
-/
17
mf
r'> N G2 J
A

b 3
D ]

=%

Il

rall. _

bl

(316 [~
O T& ]
316D |
OT4A )
19
O T &

Y 2
S
P

S

) < &
A\
N7 ¢
1
7

A tempo
3o,

D ]
J
ke 3

/!

rall. _

o (10
V AW O AW <]
o 1
V AN VAW <]

: al ]
I M| s i It |
sl el T 3
m._ W = |[n [
| i ol L]

A tempo

-l

[y

possibile

¥

S~——

¥

o be ba h;}

Y

Vi
|

pPpP—
i
ﬁF hF bp.

% |
A A~ SN I Is
[ [ o o m & [ /
+ + T T +
i i o  &F 5
/ | & ol n
LU sl
~e ~e o1 ~¢ 1 . |u___ .\.WJ
H I il o
1S | c L)

#o

mp

o

UM

@

17

7
Iy

| —

submp

[ fan)

aoall e e .
ok \ aten o oo atan /M <
A il ﬁ Tl
TN (' L ol il (9l
N A XY
L Ja dN (D [ e
f N
] N
o
o
o L
N
ol
N
& T & \& T & %-i
o o o o o .
&P 5P &P &7 B . S
c NI N DN N N SNe o S
AN V4 RN




A tempo

20

simile

simile

pP—

53

pP—

&

[ fanY

) o.

mp

f

3

—_— T

mp

s

N
e
LfHis:
| | v
™ " LR
n*
Xy ay iv
e
. X
| BEE [ 9]
o7 o
- QTN ™
i s
o7 o
o7 o
JBN ™

N

)
4

Y 4
&)

R

vy @ vole

P d

| 1ol
e

.Et
-4/ &
[ NN AL N
1 4 m..
N Ik
by
A\M
. IR
ol N 9
B
LnT
RN
YRR || (S
[ YHRR
o
o N IM 1 f
L
[YIR
M
N \aNE o[ YaN uW_.
|
3
A#
A
ol L\ e
¥
X
N N H M._o
i
Auwv. A.. L
s N 9
© N\

N

stmle



21

¢

‘e

i

~~
te
e

LY

D]

62
()
p’ 4

ol ©
S
|MJ\ \_ N -
gii ®
i
i |
| I
N LNV
1AL
e Lt ua -9
Q] \;
AL I
i
o[ I
™ %Mllll i
q Bl
+ QTN Mm il
il
] .r' .Y
]
| i)
N Nl B
L b
g
ALnll g 31l
Innl, b b
u.,..ni' ﬂl ™ 9]
< NEe N NG
AN

"o

-

L g—1

Lg

VvV

(&
|~ anl
- i

1l
]
i |
o
w%\ V] o |
Af- i (10
'
=
(18
LB ~d ~
==
it [ .
o] [ N
MII
H- & [
[ | ~¢
ann I A
Al
o =
N oy
3 inNg “H
uu.

il
il
QL ©
Q]

.._

w”_ \‘ N ]
pu ﬁ Il
(Y11 oy

LY %
S
. NP S

T2

L. Y

>
F - d el

rax




22

3

h T Vied
VD

r
h T Vied

VDl

b | Viey

v

%

be o

-

I
be &

P&

|
o o bheo
o0 D&
N .

Yy

%
VA

-
7

nc ||||
§A v B 9]
\ i I
b
in N i~y i~y
L
I il
1 ~ N ™
gL ¥ ﬁ\ N B
b ||j = ;nw!.
el ~ ~y
| Al
& H ﬁ,u_
fl; TN BN N
Afiu B AN
L
[ T Il i)
A ity
L
|W| B
b M a/ ™y TN
-4
el
IR b
|/ M |
i Il
1 ot
i N
ALW_ | BN N
i AL
IMII t._nu— ot
3 ,
v Nl TN
nm, DAL & N

o

foe

D ]

I I hHled
h 1T VIl
V 7 1x

&
Py

1
1Y
=

N

El.N

1D ]

VD 1Tk

1q

~e

~t

TN

~e

Hoh o o o

Iy

-

i\’/—i#j

Ge

[ 4 [ d
~———




23

Movement 3

Score in C

Eliazer Kramer

iccioso

Capr

/=130

I He

~

2
7

2
7

2
7

<
7

2
VA

I |
-~

I |
—

N
N
D]

g |V
[ & an Wl 9 0 /)

P 4

J

7 hHe

g |V
[ v N7 2N /)

& F R
S 11y & 1) &

|V "4 /7

Y L4 Y

Py
®
]
"4
4§

]
L7 |
7 |
1

o
D B
7

o
< 2=
¥

2
7

<

Flute

Oboe

: ; L il
Clarinetin By |{yb 0 £ SPCrCe F Srtr’

ANS"4 L } 4

) Lgt

Hornin F

Bassoon

>_L\ka AL YA UK YAE }ﬁ 1A
‘AL N ||
A N Il - 1
(Y i
(' |
o/ (¥ | it
¢l -9 L
ﬁ.ﬁ Sl Iyl -
-4 - il
>wh..4L roL ALl T '
|
-/ [ 10 |
.fp w Al fmJ \ip.mJ .--4@
L ACm: 3ty aCan N
kYl ;\
-9/
[}
i/ |
TReNd AL 18 TTNIA
| ID..PI N
1 Wl e -
m Al alimyl alimul alim
\..r
A|QLLL >HD i ML TTMIA
-l W N
Al A N - i
L (Y il
('
Gl @l
Al -4 ol
AL ﬁ.t ro ] 'Y
ALl .'.l -l
A ol el e |
“
AL 4L ol
. -_p.mJ \.#p p.mJ o fmJ --H#m‘ i
k' ; e
Ont ~ o o1 9N
; RN
kn#. B 8 i 1 b
u/) TN aN
- N -
o | N
.RTA‘. | | 1 MI
hmmmuv K D NEle Ao .-m
N\ L y;

© 2017 Eliazer Kramer. All rights reserved.



24

13

¢ e s & o -

- -

12}

/.

o

[ fan V]

 —

[ fan NV

N2

0 1
p A >y
g\ h |V
[ Fan NN/ ]

—- .

FEFSITSRETS PEFSRSSET ST SRETE

P

1| i il 1
o Al
(YAEE & Y QL T
['any AN $-
~ N o ~e
i3
T X T
Al i
-]
1] 1] .
-
-4l H H -
‘4 pis L P
.L 1L I
kHUC\. primi P an
-4l
.':l \\J.. T \\\’.
-4
-4
\\J.. T \\\!.
-4 & | N m._ ot
%
1 1 L] p 1! “f.
-.
f$-
1] v L.
i) %
h
I I ; L}
e 1 HN-
v ; L}
e Vo I
As N NG N A

LUl
Al
R
Jd0 W
N S
um%\ ol
]
0

b -
S [N I
=\
A & | ;
4 33

p—— mp sp——mp ——————mf

—mp

—3—

—3—

/MY

g\ b [V &
(&~

P A

v

o
F

)
=0




o -1- l- Tin 7T N B mum KN
[ A W
LY A AH I
o i Cil | \ : il
Wil iy N ill
il 3 ] : - s 1 NF
@ T nn ¢ | Al g i 1 1] ]
s e A1 1| | IR il
S H S She Sas i Al "
m .._f .# | | XX]| XX ©
m " " e m A - B len ! ! 1
S 0 L
SRR S - - L i N AN
L 8ol &l & .1 o o o o ac
S0l LR R ¢ Rdmm Ve
|| Al -4 TT1%- =4 i H
H& — !lA—_ (=Tl N \@1! k] 0 IHHM f . *‘3
ot AL N , +fl
L N H ALnll HL) m 1 0 < Ll
i Rl 2 U\l
L | |l Cils 5T 2
-W - N § g
N\l o 4l Yie ; mm | QL
o s ) .n’a ™ N e oW ew ey
\ ™ 0 “ P ; I s _
P g i s L] AN o) _
Q U I < Srlwe S R B | |
! o Tt .|
P | kil
T I ki s% _ o
- nH m._ TP TN ~ ~ e \
i AT
oA
. ) A ._
bl Mool 2
LI m
i : - T i &
ol &l e e ve T & - 3 : o
SN NG N N W N N NP NEp NN N AN




=

=

=

=

. d . .

i o mw% S S R Susy > o) hon
i i 4 T W i
i 'l A i
8 m “ Jha TN -H Mc T 3 ] -4 .#{“ .pl- W M
amj = wu| m.. il m; W r_ 14 ﬁu - T |W.|.ﬂ e f!w% \o_o o.é ) W
-4/ . e
TR S v | é WA
a Sis ; ; I i o H g =
-4 14 -4 - g .Ll_lmlll
fr?u e iy m :
™ al e [T s .#HH- il ) A
I N I - J a1
. \ | | L AN y - - fj 'Fr ?l_ ol A
% ) ; o ._ﬁ ATl
| g . o
A .
: 3 Yl .
h ’ LJO : N I .W
{ i Gl B T O
-y I 7] -4 g A-.ﬁ 7 J .&W-! g .'F. g il
o .f\\? L] W
-4 A ® ﬂw o ™
”M B ; oL L] QL o . ,; Al V%; A (Yl i
ﬁ# 4] ol | i Al b#- uo " ua __
Y g1 g I s Nl & .EMW; ol me &
AL AN ..J = il IES F-A = oo oK o = ot
(& 1l il alll T
,, I T N e
O O i [ Yane L
s adll ) 2
V ' A 4 y 4] | ol gl mwgo anp_mjamﬂ WASEANRS u
3 o ~ NI A%r | ﬁ | A N 1y
| 3” ll 3” 3” i JRER | PR . |
W i pP o § PR PR ] i aPNy
¥ | A sS o I S PR




27

/=65

LY T T
M
LM
sl
<
ENY p.mJ \\F d ~rd
5
® Jhﬂs
A [ I.uru..> e
%A pas
~ ol IS
T8
A
[ .
1 Sl N Dl e
m||
Lg
L YEIR (YA
N
b
\ il
O
Ul
TN s ks |lE Sl 4
mua i i ISHH I
[ %a N W
ST \\M
Y T
L ..-Inﬁ
—f Al Bel
| it Hy
-4
O Nm]
5y
by |
al B [ YR ||un¢_|
-4 H
[ VAN N 15l .n_o
umj N b \_ AL ||M_W..>
[ . »| [ | I||‘-.
| el o
. " Il [ =7
N o n_ L} TT8-A
S N T~
4 4 N |th
RN B \| BES Mw.nv
S NYe Cl N N
LaRN 4

i
Pp

———

—3—

&

o v *
~—— T~

v v

=
N
mp

mp

il

4

TP A

b 4
g b |V

[ an W/

I}
P H U0

0H
o
[ fan V]

mf

Helimbe, [

|- ]l 9 [”X0

L 5—1

1

Jeir D b

Z 5 |V
v

112

mf

> ®hebel,

g &
I S

=
—

Jyer D b
Z H 1V
L) ]

mf




28

/1

5

¢ sbe

TP

b’ A
b [V

66
 § an W/

|
/MY

0
b 4

TS

b’ A

g\ b [V
(&~
[ fan WV

b [V

v

<

con sord.

rp

K

p——— pp

¥/

12Y

/.

b 4

b [V
[ fan V]

-4

12}

J-1 D

o)

¥/
k= 3

A
14

rp

/N

y /1

y /!

.

Y

>

=
-

S8 .
‘e o o o0 &

mp

—

. »

mp

b5y

mp

" . . ’-\' . . .
Sl ote o o @

I/

/!

—

P

i /!

i /!

|
b | VA

71

[ an W B N

1 7 H 6P

=x

p’ A
g\ b VA

[ v W) B /1

1 7 H 6

p’ A

[ v W) 2 /1

=x

0
P A
[ v W) 2R /)

X

T2

YY)

The

1D )

T

= 3

[ )
h A
V7 =

J-1 D

)"

..P

o 4 1) Asiop)
-4 -4
[ YA A
Dw.w: Ce
2
< ]
A -4
-4l -4 o
> . > . -
2 I
-4l -4 g
=
ollllie s 8
Y} [l a K
b M e
3
~ ~e
1 ]
M e
1 >y
N KN ISHH S ISHH
~ ~ oy fmJ
o] 9] Onl
A- SN A- 4N A4
'._l Ll -
A+ QL A A
eyl ch ey
# Ll - \
(3l &
A A -4
# Ll -
A Sl A4 AW
Dm.t Ceyl ey
'._l Ll -4
. mz Ll -
g L L
SN
|
o] ~e
N ' M e
~e
1 1 [ TTTe-
SyNy Y AN Sy A
-hwu Inwu -hwu Inw -hwn
lmhv lmhy l.ruhv lmhy HWhv
< < < < ~
N O N o

nf

mp



29

D]

—

L—3

mf ———on——mp

| —

Tempo primo

rp

rp
rp

He

g 4%

O

—3— | M
e
¥ S

I/
=
mp
—3—
mf
L3 i

I/
/!

IV

Py

mf _

h R 17
/) IhK VA

h K

i -4

,

b
Lg—!
mp

7MY

o )
(&~ 7 Q
b’ A
7 Q
/.
PR SY 4
v
Jeir D Hher
Z H 1V
O
o )
g b |V
[ fan NV

b 4
DD ¥ < 2

(D Q

p’ A
g\ b [ Ve &

b’ A
g b |V

rax
[ fan W/

85

/79/) L ##

B3

I/

o "o
el - J el

mp

He'

I5—=

&

L —

I

D]
1D )

> .

be

N

=

e — —
mf

Py
mp

7

p——

\

I
12
I ey
P By
k= 3
|
ey

Jei D
Z 5 1V
1
b 4
1

[ v W) BN /]

P A
g b [ Ve

b’ 4

[ v Wl 2NN /HEN|




30

93

~

7/

1
1 4

7/
1 4

~e ~g
B uruo
> L TN ™
%1# % { 1R I Y
] oLy
L i 1]
I iy
L Al
BN gL Y
N ! (Y
N (1
L 1
N aCmul atn
. || . .-.
- ALl
. || . .-l
Anl ' A8l
. || . "r
Al i
aul OYONYH N
~ !nwu -hwu
-~ -

N BN BN
B NP X

\

1D ]

|
7 H €

[ & v W) B /1

<

b’ A

A
U

Y
U

A
U

=

L_3g—1

7Y

J

|4

o > be o o o
et I @ e
i 17

h ™

[ an W/

V AN N

O

y

L—3g—1

an W)
NS
D)

D h

y,

b [V

(&~

b'ﬁ.

19 b |

| VS ANa

1

- &Y

IND
ey

X b

[ Fan WV

p’ A

/MY
&

(&~

P A

y

TP A

e e e e B —

AN

A

A

I
/MY
g b [V
(&~

<

P A

3

.bf'p-

mf




60

31

.

YO 3
& &
1 0 1 1
N . || il
) m
| q
Moo : J :
[ HEEE
d N
AU, -l
hass s
L'l
o
. B
o
L1
) <y
N “
\ . N
\ A
(18 . (Y
sl Ly
<Al =
all T s ol
SN N N
AN

mf

r ]
Ty

h |

Jei D

mp

|y /|

Lg

r

Z H 1V 1
1

1]
e

ke 3

12}

J-1 D
A

mp

r

14

Tempo primo

..||‘
~¢ -9 |\ [l
‘AL
|
N -q \\ -4
Oy 3 10N
jmur f!lur EN
E "..
Al e |- m‘
E |
-4
N
[ YH
(C'lN
(YN
.
-4
5t
2yl m aul mmnu.
SNP N N6
0\

D> ]
hey |

Il

V' Tx

Jei D

o)

113

—air e e e —abeae

piters

—

~—

7MY

[ fan W/

|
h 1
v

J

.

&

r
r

)05
Z b [ VT
b
) ENmr -y
Z b [V
b




p &
Il w il
#ua < N ot
Cany m.. o ]

Bl [ NN WL )
] AL 1]
M| % I A.W- il
I # SN i
.\\l T .
A & # Q] 1
s |
YW § |
= N - ul
il | bl
: ‘| i
Ul i
A 1] | —_
=~ 1 L
i W
RS . - ul
. < . A.W- il
[ ‘ay i
(1Rl > ~y TN
—”\—m . ..\XT 1
LIPRY m '~ :
= TN QL ]
ol | s TNGE
e ﬁ- 3 1l -
N T L
i
i~ |||# N 3 Yauk I
Al |
O e e 1
Mn q nhhm Mm.nv Mwhv
SN Je o N g

A :
?-
(1 N
‘AL AN i
o \‘
L 1R X N
NI\
ol
by i ﬂ\#
-4 N g
N
k_ ang I
(il AN A [inNG
S
AN 4 i
q
(Y
ol m
vl U
-4
-4/ Mw._nur o
/F
(Y
.
LYl q N
mwp o NEe NEh

0 1
p A >y
g h |V
[ Fan N/ ]

=

=

:

‘o

Lo

v

)
Ji D H

raxd

i i )
) - LT L)
L)
L) ™
L)
L 1)
primi
i
S N 118 L 1
| S A
VR
..F-\ e
N el ] TN
s I8
LW_I
Lml
(18 |
U 1 S S
N gﬂ ;nu!.
\b.
¢ -l & -
(Y B TN
Ny prim w\];f
’ |.B ki
JEEN ﬂ.fuv, b ﬁ!' T
In.vnv . . pl.N - Eil.N v
TN NP N N
~\ /




33
7
\_3_l
|
I_3_l

rit. _

.

oll® 'P‘h‘lt

"l#]
—3—

>

* #o

\/

D)

tell® 0o ® o
\_34
I_3’_I

-
>

o8

P —

—34

|_3;l

L__g—1

—3—

s e re £ o =

12Y
14

/.
v
/.

.
h, =

p 4

V AN
b 4

[ fan NV
J-1 D

[ Fan WV
SV

[Y)

) |

131

he

o ®

.
|
I

11y A/

A
k3
e

A
ke 3

L

e be

-

9l

I

o L@ -,'h-,t

bt

L__g—1

-

4

o l® 'P“hqt -

TP Y]
8

X b

4

7MY
g
—

4

) 1 . te h"'

P A
D’ 4
V AU
[ fan V]
b’ A
g b |V
[ v W/
Je1 D
Z 5 1V

5.54 — e




MONH Teiny R i i I ._u| BN
] J
(1N |1
i i [y
)
[RIE:
YN/ m A' A
 JAER i . & & i o. AL
e A = L wj
Al il
o ol . . _ 2y
Xy B N T
ES [ N '
oﬁq_ Aty Aty b
(Y g ' J
i (18 ' ]
_ il ] A _
ol M A | |'p >\|uu||
T 'l _ )
Qo
YRR RCTT ; _
-4 H _ &, 4 gl ANl
= Al 1 i dll \p "
| > _
S A L el _ i)
L vl | ol
M il _ i
M| | 8 1] \ ' .% A
Susal s E o _ hi
E _s ' ol AL
_ o AL
. N g
4 N IRREYN _ Wm. A
XY _ .W ' |
0 Ul i _ (il
Bses (Y1
N QL .
_ >ﬁ%%%
. LU I
QL Ww! i o ol _ ]
AN \ F,, N YN » . |
[ YEN
o g = _ i
(Tl _ i
1 gy
%ﬁ 1 8 A
- | M | L]
sl e e o 2 Jme 5 & dl s s e
A AN (Susul Syl LOONH OO REONH OO Susyl Susyl Susul Sy
-hwu -hwu Inwu Inwu Inwu -hwu R gRES -hwu -hwu Inwu -hwu Inwu
lmhv l.ru.nv l.r”hv MWhV lmhv l.r”hv m RN Mw.nv l.r”hv lmhv lmhv Mw.nv
N N N A SN N < G N AN N N @
~\ ~\ V4 ~\




35

senza rit

Toaaul Ieiy) Teiy ey ey i
il
> -
- | | | |
I e I 1
..
T T I
\ T SRR ~y g
o T 1 1 1
" 18 " 1 >y g
X
<N |||.. M7 .
n NO® 1 Y L) 1
) 9 ' AN A A iyl
1 Ll L
Y 1T 1] ~
A
[
" 1 1 | \ \ R
' Y ] ] m m
nn T s s g s
_ 3 S || 8
' M AONH TRy MK MM
_ I 1 1
-_ IVIAIG ~
= Y
g R " ] ]
QL
SN i
I 1 1
\TH " I 1
! ! ! S ! Susal Sacal o Sacal
~e ~e ~g ~g o o
& Y & M s |wH, | & e TTTe-
~e 1 ~e 1
AQLLL I._|N.
S [
ng|| I 3 g 2l ! s
il N OGS N SN ( ~ 15 1t 1 1o
i.N SN .y .y NN EI.N El.N .y HI.N
[ N [N [N [ N [N [ N [ LN [ N
fla Tla Tla Mld AL & Tla fla wwb
INEe N N N N I O N N
\ Y4




Eliazer Kramer

L.amentation

for

Trombone and Piano



Lamentation

Eliazer Kramer

Moderato assai

A tempo

poco rit.

=175

J

i niny miny
*
Lals & il &
a o N
jacau 3ty atmyl
WL
vy
TR
Fiviyd m gy -
TR - w
a o
e Sacal
M -LWI'IMJ [ L
B)
Ei.N
L Y\
Bl IDuhV
Nusy e | b
£ \{8
h LA
L == =
b_g A ~v
HHI.—O
MO MONH MONSH
b_U mbibl
N
(L] L va g
[1]19—
=
b:v A ~
N i
Ll v g
-b_U «
Ry
AT A NaNyl
BN Ei.N ..|hV
o NG N
[\ — ————
.

fo

1t

=
T

p—————— mp

e
ﬂF\_/

_T

f

=

d

%

e
ﬂF\_/

e
HF\V\_/

[rr's: . E=S
ey |hv_ Tv A ~t
N i
H MEE. .
lhv_ g m
NS
Rypy (Nyy Ny
LN BN . .|hv
o] n -
Nl e »

fa
RuNaE
1 USRI
3 AN
B )
i ) NS
Nl HMT_,_F 7]
. ;
s [ =
' 3
,m.u
k)
L v
wl IULG |LM|DI|
o/ B )
i RSN
| &
RN
&
USRI
Lt N -.Ihv
o 08 O N
14 Vi

© 2017 Eliazer Kramer. All rights reserved.



poco accel. . .

Poco piu mosso

920

pocoaccel. . . _ . . _ .

/~
g

=

.

e

2hee 2

be

£ e

—
-

2 Ehe ey

mp

M
4 |3
IR
[19—
==
HINIEYY
REs
A Ho_nu !
[1$_—
. 1 B ==
o ﬁu ~
DR
[
=
[ ﬁhu. ~
N gala o
[1]$—
E ==
-V_u ﬂ ~
N |
IV_J AHH
N
IS
[
==
IRIR— TR~
It yﬂ
R i
Ry .
HI.N ..|h
O N

21
o

pocoaccel.. . _ . _ . . . . . . o o . o . o . . ..

=90

g |V

T
@1 1|

A
TRl 4

o

Ll

| by

9. ggzg ?v E 1
v vz

77

st

17

£

 dliss. T

37

be

b e

—f

S

> VP g

—mf

/=105
L

el

£rzx £f

5

>Hu T .H-m_un
>Mwh-l >...Humm |
[ Y
| N
N hf [}
AHM/ o
e
AN 1 ~
hmwﬁu Y
S
AL S A il
3 E
valdl § e
X |W ] B
W
= iy
=
4
| N ID_ L
: .fuﬂn L
=
.mll . AMH
rhv!” |IM b
gl
TR
ivivd m gl m [
TR - W|v
NN [~
L)
Ly
TR S aa
Lviyd w g m fluy
H\J Luy
TR
Yy _N
EE.N

E@E éﬁé\#- B

pocoaccel.. . _ . _ _ _ _ _ _ . . . _ . . _ _ _ . ..

17

Ml
M._.fx\
.Ex\’ EY 1
i teas T
Hgmyy hun_l\ <
L 3
IMI|| >
. \ =
wl ] TINM
Y H
N_LV.EH... ¢ ALy
.ﬁu’ . A vv
.f#x\ IW._J_#_.I T f N I’D
Ay .l_lny _ d& w
A#L wﬂ_nhu. ’ ﬂ
& TR = Shy P
a1 g
o S A JRE RN
Lwr A — N o~

Hﬁé £

- g

—_
e

~

A

o

2

7’3
>

ool — o

L
9]
T

be—
.
>mf<ff —_—mp

>

I
1
T—

ﬁbfhf

3

ig éﬂg 1T 4

—
1

2]
|

N
Py % e

T2

od.

_ " T —

%

*

od.

© 2017 Eliazer Kramer. All rights reserved.



>

Cadenza
>
.

poco allargando
S
§ b hE

sl 2

liberamente

' 2

o

b

NS> h‘%

b

:

be

:££E

L
. g

P

O

B 23

~~
]
~—t

%

L o

PE

5

2o

£ o

4

-

violento

. o

24205

&

[ £ an Nl /)

b A

<ﬂ.3

4

f

2]

]

raxd

—

£ el

(YN

e
g

D&
T P~ I

i’y
e -

to

s
be H®
@t

/4

____.v>
LA,

=

O

b

b

rax

VTR

7 HV

Vg
Meno mosso

Z B

50
[

J

>

8 ____

rit.

con sord. harmon

» 5

173

e2e

e s

Ze

b b .

e L
=

At

——  niente

7

52

P

Lento

<

%
- 3
%
L 3

y1e)

p———— alniente

o

Ossia |

Voce

£,

o

A Tempo (ad lib)

A

[
K

/1@

1

‘perdendost

p———— alniente

Tranquillo
65

J

56

senza sord.

r
T

%
L 3
%
L 3

T
b
s

V1o

sl

qe

V1o

sl
qs

sl

£

[

9=

sl

4=

ed

©

%
Jeo X 2
Z bl

VR

[ﬁ%

© 2017 Eliazer Kramer. All rights reserved.



14l

L—g—
>

h=a

O

7o N
-

1O

|

£ e

0

#J%

>
X

/—\g

©

N ® ¢

e

adjust pedal to trombone's dynamic

. A%
v_e_

|t} b k| gkt Li

Jf—— —— mp ma espressivo

quast recirativo

mf
O
<2
)
e
z:
.g_
Bed.

Meno mosso

qb:

‘e #ﬁug

=

# g

[y
It

>

;

el

Y

5=

|

e
ks

© 2017 Eliazer Kramer. All rights reserved.

b i

22

o

o e e

D

pocoaccel.. . _ . _ . _ . . . . _ . . . . . . . . .

(6 |

vy

T
~

Z Hl ¥

70

- m
o —| g 1 |
== 1
(Y ;3 '
ﬁ.Eull .b_ _ ~e Ei.N % ~t m 6"
([ Y ' ]
il | 5
e ™ M| 3 1
« ool | e SR > :
HH == i NN
(Y MM " 1
] )
[ YN NER. !
—7d] | .L A\ S
N ELNEN.N H Il
‘-Il ~t " IU
.rN,q_a
BT | |- \_ |“ R m
o 5 —
[T | © N
e ==
(Y ;3 il N
BRI -~ N
I\ .4 T S L
Il oo —$l8l]
\; 0l
WE e TR
M |uu_n__
.
]
| 1 uu - Lw H
N |ﬂ|ﬂ ~g N
Il S I
|
L Y- ) et g [
ol NIy Qe\; M u,w| RN
.
] s
“|el
W o ] Bl Uy
.r\,_
Y
Gl s T .e; RO SHH o1l
SEN BN BN BEN
L hlnmuv A o S
6J ﬁ V4 n 64 ﬁ o




~

60

J
75

e

| M I A ----__AU |
___.vlg ___.|i
LSS
fitts | ___.vlg ___.L
m ___.IQ __Tﬁ
! ILEERIITSEY
| s an ) | -],
___.v||4
(J} NN
i T N
| __FQ
[Th—=

: il3 x|

[, -
) ___.Lou
) e n ]
___.IQ
1R
. Tibb b

] -
___.|P

I

T
L
o
1
S—~—

] -
___.IH

© 2017 Eliazer Kramer. All rights reserved.



Eliazer Kramer

String Quartet
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