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From the Series Editor

“Notes for Performers” is a series born of my desire to help musicians connect performance studies with pertinent aspects of scholarship. My favorite theory professor, John Buccheri (Northwestern University), used to say that to know a piece intuitively, technically, and intellectually is to really know a piece. While some may argue that one should simply “play from the heart,” knowledge can be a powerful tool in strengthening or refining a performer’s instincts. Additionally, when musicians are armed with knowledge, they can enhance their audiences’ understanding of compositions. Having served as a pre-concert lecturer for the Chicago Symphony Orchestra for more than twenty years, I have had the satisfaction of helping audiences engage more fully with the music they are about to hear. I hope this series will encourage performers to offer written or spoken commentary to enhance their audiences’ listening experiences.

While all musicians will gain insights from the books in the series, the writing is intended for undergraduate students, perhaps with a bit of professorial guidance. The selection of pieces is admittedly subjective. Each author is asked to identify the best-known compositions written for the instrument. To gain the broadest selection, only one work of a composer is chosen. It is my hope that instrumentalists will view each volume as a starting point for connecting performance studies with scholarship and that it will encourage them to explore other works in a similar fashion. Many more works are worthy of inclusion in each volume and, in time, perhaps second volumes may be added with additional compositions, including more recent works that have stood the test of time and become part of a given instrument’s core repertoire.

There have long been helpful resources available to performers for learning about chamber, orchestral, and operatic works, but similar in-depth information to guide one’s understanding of a given orchestral instrument’s solo repertoire has thus far been noticeably absent from bookshelves. The goal of this series is to fill that open space on the shelf, and my goal as Oxford’s “Notes for Performers” editor is to contribute to the intellectual understanding necessary, as Dr. Buccheri would suggest, for a musician to really know a piece.

Kyle Dzapo

Professor of Music

Bradley University
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Preface

NOTES FOR CLARINETISTS: A Guide to the Repertoire, a volume in Oxford University Press’s Notes for Performers Series, offers in a single resource important historical and analytical information about major solo pieces for clarinet alone, clarinet and piano, and clarinet and orchestra. Clarinetists know that scholarship enriches performance and they are eager to utilize contextual information to prepare and present concerts. Violin, vocal, and orchestral repertoires are well represented with published compilations but clarinetists have never had a comparable source to draw upon. Rather, they are forced to collate information from CD liner notes, journal articles, some dubiously reliable Internet sites, and short references in books. Notes for Clarinetists is a comprehensive resource for teachers and professors as well as student, amateur, and professional clarinetists who will glean insights into thirty-five compositions and be able to share those insights with audiences.

Presented is historical information about the composer and the composition; the performer(s) for whom the work was written; and the first, and sometimes, later performances. Detailed musical analysis reveals the organization and harmonic construction of the work. Musical examples illustrate individual measures and illustrations portray instruments and performers behind the history. Some performance advice is included concerning technical challenges, fingering difficulties, and tricky ensemble passages that may need to be worked out in rehearsal, but the chapters are not meant to be master classes.

The clarinet’s solo music gradually started with concertos written during the 1720s. With clarinet mechanism and design developments, hundreds of composers wrote concertos during the late eighteenth and early nineteenth centuries. Concertos continued to appear during the twentieth and twenty-first centuries. Sonatas and solo works for clarinet and keyboard began to be written about 1770, becoming more common during the nineteenth century and popular during the twentieth and twenty-first centuries. Works for clarinet alone, initially written during the early nineteenth century, became popular during the twentieth and twenty-first centuries.

In selecting compositions for this volume, the author has, with advice from other clarinetists and teachers, developed a list that includes the best known and most often performed pieces in the instrument’s repertoire, including contemporary works that are performed primarily by specialist performers but have become recognized as important parts of the literature. Repertoire choices are also informed by lists of clarinet music studied and performed in colleges, universities, and conservatories, primarily in the United States. While some composers have written two or more well-known works for the clarinet, only one composition is selected to allow a greater variety of composers in the volume. Because there was a limit to the number of compositions in the volume, the choice of repertoire was based on the quality of the work, frequency of performance, and substantial and creative use of the clarinet. Inevitably, several works favored by clarinetists do not appear. Finally, the author has performed the majority of the works for clarinet alone, with piano, and in some cases, orchestra, during a period of about forty years.

There are many interesting facts in this book about when, how, why, and for whom each work was written. In some cases, the composer did not write the work for a specific musician. Of interest is the relationship between the composer and the clarinetist when the work was written for a specific player. Reviews of early performances and the published music provide contemporary insights. Early attitudes toward the playability and style of many clarinet works have changed over time, including the advanced style of Berg’s Four Pieces for Clarinet and Piano, and the extremely difficult and unplayable (!) music of Francaix’s concerto, Martino’s A Set for Clarinet Unaccompanied, and Nielsen’s concerto.

The most important part of the book is the musical analysis. Analyses are based on the author’s judgment and study, informed by writings in books, articles, newspapers, dissertations, and theses. The sounding pitch of the piano is the basis of the harmonic analyses; the clarinet parts are discussed in the transposed pitches of B♭ and A. Rather than writing a blow-by-blow analysis, the charts give an overview of the work and include: For each movement, sections with measure numbers, number of measures, and repeated measures, are followed by a colon (:). For some works, meter changes are indicated in the text. Works without a chart are described in the text. Themes or motives are indicated with letters, variations and repetitions on a theme are designated with superscript numbers, and theme fragments are denoted by parentheses. Tonalities, implied tonalities, and tonal centers are specified in major and minor keys; Neapolitan and chromatic chords are identified. Several chapters include note corrections and other indications that are not found in the printed music.

There are many possible ways to analyze a piece of music. As a player, use this and other analyses to inform your approach to a solo—to make it your own. It is important to have the score at hand when following each analysis. This will help to understand the form and how the composer wrote his inspiring and enjoyable music.

I would like to acknowledge the help, encouragement, and suggestions that I received from Kyle Dzapo, editor of the Notes for Performers Series, and author of Notes for Flutists: A Guide to the Repertoire; Robert E. Eliason for careful preparation of the musical examples; Jane Ellsworth for many suggestions on the text; and to Michel Arrignon, Michael Bryant, Peter Horton, Jocelyn Howell, Jean Jeltsch, David Kirby, Jean-Marie Paul, Ingrid Pearson, Pamela Poulin, Benjamin Reissenberger, David Ross, Denis Watel, and John Yeh. I am especially indebted to my wife, Eleanor Montague, for careful editing and many stylistic suggestions.

The pitches are notated using the following scheme:

[image: image]

Albert R. Rice

January 2016





Abbreviations



	arr.	arranged

	ca.	circa, about

	chr.	chromatic

	dev.	development

	diss.	dissertation

	ed.	editor, edition, edited

	eds.	editors

	fig.	figuration, figure

	Fig.	Figure

	frag.	fragmentary, fragment(s)

	ill.	illustration

	intro./Intro.	Introduction

	m.	measure

	mm.	measures

	Ms.	manuscript

	no(s).	number(s)

	rev.	revised

	trans.	transition, translator(s), translated

	( ) around a theme	partial theme or fragment of a theme

	superscript number after a letter	theme or section repeated and/or altered

	: after a range of measures	measures repeated
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	1	Arthur Benjamin, Le tombeau de Ravel: Valse-Caprices for Clarinet and Piano







Date of composition: 1957

First edition/other edition: Arthur Benjamin, Le tombeau de Ravel: Valse-Caprices for Clarinet and Piano, London: Boosey & Hawkes, 1958; The Boosey & Hawkes Clarinet Anthology, London: Boosey & Hawkes, 2009 (piano and clarinet)

Dedicatee/first performer: Not indicated; Gervase de Peyer, clarinet

Date/place of first performance: 1957 or 1958; London, Wigmore Hall1






arthur benjamin (1893–1960) was an Australian composer, conductor, pianist, and teacher. He studied music in Brisbane and completed his training at the Royal College of Music (RCM) in London with Frederick Cliffe (piano) and Charles Villiers Stanford (composition). Benjamin taught at the Sydney Conservatory, 1919–21. In London, he was a music professor at the RCM, 1924–39.2 Benjamin was the adjudicator and examiner for the Associated Board of the Royal Schools of Music, examining students in Australia, Canada, and the West Indies. During World War II, he settled in Vancouver, British Columbia, where he was conductor of the Canadian Broadcasting Corporation Symphony Orchestra, 1941–46. He was a resident lecturer at Reed College in Portland, Oregon, 1944–45. Benjamin returned to the RCM at the beginning of the 1946 Christmas term, stopping at the end of the 1953 summer term. One of his piano pupils was Benjamin Britten.3

Benjamin’s works include operas, ballet music, several film scores, a television production, orchestral works, choral works, songs, chamber music, and piano pieces.4 Several are recorded and performed. According to Keller, he was instinctively creative and composed quickly; the titles of his works are unconventional, usually referring to musical forms. Benjamin often employs a cyclic design in a single or joined movement.5

In 1957, Benjamin wrote Le tombeau de Ravel: Valse-Caprices, a virtuoso viola and piano work for the famous violist, William Primrose (1909–1982). Benjamin asked the outstanding clarinetist, Gervase de Peyer (1926–), to review his work. De Peyer found passages that were easily playable by a stringed instrument but very awkward for a clarinet. He told Benjamin who replied, “Good, that is exactly why I asked you to look it over. I want you to adapt the clarinet [part] to suit the instrument and change [the viola part to] whatever you like.”6 According to De Peyer:


I was somewhat astonished at such an easy-going approach and felt my responsibility with youthful uncertainty. But I need not have worried as Arthur Benjamin was all smiles when I showed him what I had done. This was mainly to straighten out some of those wiggling and curling passages that are much easier on string instruments then [sic] on winds; string [players] can just finger across the strings. Anyway, that was that, and Arthur made no revisions to my revisions, which I played through with him and soon after included in my first recital disc.7



Although Benjamin’s Le tombeau de Ravel: Valse-Caprices can be played by a viola or clarinet soloist, Benjamin notes in the piano part, “So as to make the work characteristic of either the clarinet or viola, it will be noticed that there are many differences (in the passage work especially) between the two. Thus it cannot be said that either is a transcription of the other.”8 The title indicates Benjamin’s admiration for Maurice Ravel’s piano solo, Le tombeau de Couperin, although it is more similar to Ravel’s piano solo, Valses nobles et sentimentales.9

The work is unusual in its form: an introduction, six waltzes, and a finale played in one continuous movement. (See Chart 1.1.) It is brilliant and challenging, composed in a Romantic style with flowing melodies, effective changes of tempo, and written out rubato. Technical demands include awkward passages in quick tempos, a high degree of control of dynamics from ppp to ff, and short and sustained staccato. The beginning of each waltz is numbered in the printed parts. The introduction and all but waltz 2 are about the same length; waltz 2 is much longer; and the finale is about twice as long.


[image: image]

Chart 1.1 Benjamin, Le tombeau de Ravel: Valse-Caprices for Clarinet and Piano: Structural analysis.



Benjamin’s exciting Allegro molto introduction prepares the audience for virtuosic fireworks. It is a fast, repetitive motive of two alternating intervals of a fifth played in the piano’s lowest range, answered by the clarinet A theme with rapid p arpeggios. This ostinato rhythm propels the music forward and effectively returns in the finale, verifying Keller’s observation of Benjamin’s cyclic form. Six measures after no. 1, there is a written out portamento with a Meno allegro (little slower) nine-measure passage before returning to Tempo I (Ex. 1.1).


example 1.1. Benjamin, Le Tombeau de Ravel Valse-Caprices for Clarinet and Piano, mm. 24–32.
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Waltz 1, Poco lento, Con espressione di malinconia, is a somber B theme. At no. 4, the piano has two measures of repeated sixteenth notes with the first note slightly lengthened, answered by the clarinet, senza rigore, sempre espressivo, with slurred sixteenth note phrases. The clarinet becomes louder and more passionate, articulating two measures of repeated sixteenth notes with the first note slightly lengthened, and accelerating into a five-measure cadenza that returns to a slow B1 theme.

Waltz 2, Presto, volante (fast moving), is played lightly in one beat per measure. The pp dynamic and thin accompaniment in E minor introduce the C theme, starting on the second beat with four upward slurred eighth notes. Here are passages of light staccato and flowing triplets, with a resemblance to Ravel’s style. A short rallentando leads to the slower F major waltz 3, Andante, semplice, at a moderately slow tempo. A plain yet intimate D theme rises to a ff central climax, and returns to a bittersweet pp melody. Waltz 4, Allegro, Vigoroso, is a transposed A♭ major C1 theme based on theme C from waltz 2, starting on the second beat with four downward slurred eighth notes. It is energetic, with a heavy accent on the first beat, and effective in using clarinet slurred triplets, a staccato section leading to more triplets, a chromatic scale, and a lovely ppp arpeggio ending.

Waltz 5, Allegretto, preciso, puts forward an exact, eighth note staccatissimo (marked in the piano part) clarinet E theme, while the sixteenth note theme alternates between piano and clarinet. Waltz 6, Lento, intimo, is an introspective interlude, becoming more sonorous to a ff climax, quieting with arpeggios to ppp. The finale, Non troppo allegro, begins with staccato eighth notes to a meno allegro F minor A2 theme, modulating to a Più mosso, giocoso, short A major G theme featuring clarinet triplets and eighth notes, before returning to the meno allegro. This leads back to the F minor introduction with several clarion register trills. The quick A3 theme closes with a harsh (ruvido) gesture.10

Benjamin’s piano and clarinet parts resemble Ravel’s music in harmonic content, percussive effects, accents, and chromatic inflections. Themes alternate between clarinet and piano in waltzes 1, 2, 5, and 6.11 A variation using waltzes is unusual, although many nineteenth and twentieth century composers wrote clarinet theme and variation solos based on popular or folk tunes. The most well-known are, Luigi Bassi, Fantasia di Concerto sopra motivi sull’Opera Rigoletto di Verdi, Milan: Ricordi, 1865;12 Louis Cahusac, Variations sur un air du Pays d’Oc, Paris: Leduc, 1953; Gioachino Rossini, Variazioni per Clarinetto, Florence: G. Cipriani, 1822;13 Louis Spohr, Fantaisie et Variations sur un Thême de Danzi, op. 81, Schlesinger: Berlin, 1814 (clarinet and piano), Berlin: Schlesinger, 1830 (clarinet and string quartet),14 Heilbronn: C. F. Schmidt, 1900 (clarinet and piano); and Carl Maria von Weber, Sieben Variationen für Klarinette und Klavier, op. 33, Berlin: Schlesinger, 1814.15

Two notes not corrected in the clarinet part are the third measure of the lento after no. 6, third beat, first eighth note should be A5; and the seventh measure before the lento waltz 6, the downbeat eighth note should be G3. De Peyer suggests three additional corrections: at no. 7, the last two eighth notes should be A♯3 and B3; two measures before no. 22, the third sixteenth note should be E5; and at no. 24, the third eighth note should be F♯6.16

Benjamin’s Le tombeau de Ravel is a major recital work for the clarinet and one of the most brilliant of the twentieth century. It has many challenges: control of a wide dynamic range; technically awkward passages; extended short staccato notes; a variety of different styles to interpret and perform; and endurance, since there are few rests throughout. It will need to be thoroughly learned and rehearsed, and ensemble passages coordinated between clarinet and piano. However, Le tombeau de Ravel is easily understood, will go well with either earlier period works or modern pieces, and is only about 12½ minutes.


1 John Robert Brown, “Gervase de Peyer in his 80th Year, part II,” The Clarinet 33, no. 2 (March 2006): 62.

2 Email correspondence from Dr. Peter Horton, Deputy Librarian, RCM, May 13, 2014.

3 Peter J. Pirie and Robert Barnett, “Benjamin, Arthur,” Grove Music Online; “Benjamin, Arthur,” Baker’s Biographical Dictionary of Musicians, Centennial ed., eds. Nicholas Slonimsky and Laura Diane Kuhn (New York: Schirmer Books, 2001), 1: 286; Herbert Howells, “Arthur Benjamin 1893–1960,” Tempo 55/56 (Autumn–Winter 1960): 2; “Obituary, Arthur Benjamin,” The Musical Times 101, no. 1408 (June 1960): 380.

4 Pirie and Barnet, ibid.

5 Hans Keller, “Arthur Benjamin and the Problem of Popularity,” Tempo 15 (Spring 1950): 7–9.

6 Gervase de Peyer, “Arthur Benjamin’s Le tombeau de Ravel,” The Clarinet 18, no. 2 (February–March 1991): 16.

7 De Peyer, ibid. The recording was released in 1961 as “Gervase De Peyer Recital” with Cyril Preedy, piano, on Éditions de l’Oiseau-Lyre, SOL 60028.

8 Arthur Benjamin, Le tombeau de Ravel: Valse-Caprices (London: Boosey & Hawkes, 1958).

9 Calum MacDonald, “Notes” to Arthur Benjamin, Violin Sonatina & Viola Sonata, Hyperion, CDA67979, 2014. [Online] Available: http://www.hyperion-records.co.uk/dc.asp?dc=D_CDA67969. [September 12, 2015]. The late Calum MacDonald mistakenly states in his notes that Benjamin wrote Le tombeau de Ravel originally for the clarinet with the viola part second. This is inaccurate. We know from de Peyer that this work was originally written for viola, specifically for Primrose.

10 MacDonald, ibid.

11 MacDonald, ibid.

12 Adriano Amore, La letteratura Italiana per clarinetto: Storia, analisi, discografia e curiosità (Frasso Telesino: Adriano Amore, 2011), 95–96.

13 Adriano Amore, Il clarinetto in Italia nell’Ottocento (Pesaro: Accademia Italiana del Clarinetto, 2009), 150, 167. This is the same work published as Introduction, Theme and Variations, ed. Jost Michaels (Hamburg: Sikorsi, 1960).

14 Folker Göthel, Thematisch-bibliographisches Verzeichnis der Werke von Louis Spohr (Tutzing: Schneider, 1981), 135–36.

15 Wolfgang Sandner, Die Klarinette bei Carl Maria von Weber (Wiesbaden: Breitkopf & Härtel, 1971), 101, 113.

16 De Peyer, “Arthur Benjamin’s Le tombeau de Ravel,” 16.










	2	Alban Berg, Four Pieces for Clarinet and Piano, op. 5







Date of composition: May or June 19131

First edition/other editions: Alban Berg, Vier Stücke: für Klarinette und Klavier, op. 5 (Berlin: Schlesinger’sche Musikhandlung, 1920; Wien: Carl Haslinger, 1920); Alban Berg, Vier Stücke, für Klarinette und Klavier, op. 5 (Wien: Universal-Edition, 1924) (corrected edition, clarinet and piano printed in one score);2 Alban Berg, Vier Stücke op. 5 für Klarinette und Klavier = Four Pieces op. 5 for Clarinet and Piano, ed. Ullrich Scheideler (München: Henle, 2006) (piano and separate clarinet part)

Dedicatees/first performers: The Society for Private Musical Performances in Vienna (Verein für Musikalische Privataufführungen in Wien) and Arnold Schoenberg; Franz Prem, clarinet, Edward Steuermann, piano

Date/place of first performance: October 17, 1919; Vienna3






alban berg (1885–1935) was an Austrian composer who, before and after World War I, wrote atonal and twelve-tone music with his teacher, Arnold Schoenberg, and fellow student, Anton Webern. The three were later known as the Second Viennese School. Berg’s music is both modern and romantic.4 His oeuvre includes operas, stage works, orchestral pieces, chamber works, concertos, string quartets and quintets, works for solo instruments and piano, works for piano two hands, works for piano four hands, songs with orchestra accompaniment, songs with piano accompaniment, and arrangements of several works by Arnold Schoenberg and other composers. He also wrote harmony and counterpoint studies and essays on musical subjects.5

Berg learned piano from the family governess, and as a youth, wrote piano duets and almost eighty songs for family performance. In October 1904, his sister and brother replied to a newspaper advertisement and Berg became a student of Arnold Schoenberg. Two years later, his mother inherited money and property, and Berg was able to concentrate on music. He studied harmony, counterpoint, and music theory, 1904–1911; from 1907, composition. In a 1910 letter to his publisher, Emil Herzka, Schoenberg wrote, “Alban Berg is an extraordinarily gifted composer, but the state he was in when he came to me was such that his imagination apparently could not work on anything but lieder. Even the piano accompaniments to them were songlike. He was absolutely incapable of writing an instrumental movement or inventing an instrumental theme.” After study with Schoenberg, this flaw was corrected. In 1910, Berg married and moved to Berlin. After finishing his studies, he continued to work for Schoenberg, completing various domestic errands and tasks, and organizing his financial and musical business.6

In 1913, during his visit to Berlin, Schoenberg severely criticized either Berg’s Altenberg Lieder, op. 4 (1912), a performance of which caused a scandal in 1913, or the Four Pieces. Berg was devastated and wrote a letter in 1915 to Schoenberg stating that he took to heart his criticisms while writing his newest works. Later, Schoenberg seems to have changed his attitude about the Four Pieces.7

Schoenberg, Berg, and Webern established the Society for Private Musical Performances in Vienna in 1918, to present new works neglected on concert programs, create interest in new composition styles, and educate the audience in recent ideas.8 Berg’s aims for the Society state “In the rehearsal of new works, the performers will be chosen preferably from among the younger and less well-known artists, who place themselves at the Society’s disposal out of interest in the cause.”9 Concerts were held in Vienna until the end of 1921 and became a model for similar organizations during the 1920s. Schoenberg assigned a director from the Society to rehearse selections for each concert, with as many as thirty rehearsals for certain works. Schoenberg coached the final rehearsals for 113 concerts. A variety of recent chamber works were performed by composers such as Reger, Debussy, Schoenberg, Bartok, Ravel, Scriabine, Mahler, Webern, Stravinsky, Richard Strauss, Berg, Busoni, Szymanowski, Hauer, Zemlinsky, Suk, and others.10

After the first performance of the Four Pieces, additional performances at the Society concerts occurred on October 24, 1919, with Franz Prem; June 17, 1920, and October 23, 1920, with clarinetist, Karl Gaudriot;11 June 2, 1921, with clarinetist, Suzie Welty, and pianist, M. J. Guyot, in Paris;12 February 20, 1923, at the Society for Private Musical Performances in Prague with clarinetist, Victor Polatschek, and pianist, Edward Steuermann;13 1923 by an unknown clarinetist in Heidelberg and Mannheim;14 and on April 23, 1928, with clarinetist, Alfred Ruste, and pianist, Ellen Epstein, in Berlin.15

According to Carner, this work, along with the Altenberg Lieder, are Berg’s only miniatures, similar in short length and expressionist style to Schoenberg’s Six Little Pieces, op. 19 for piano (1911) and Webern’s Six Pieces, op. 6 for chamber ensemble (1911–1913).16 An outline of the Four Pieces shows it is a truncated sonata:



First piece, 12 measures; sonata form exposition, mm. 1–8; condensed recapitulation, mm. 9–12.

Second piece, 9¼ measures; slow movement or adagio.17

Third piece, 181/6 measures; scherzo, mm. 1–4; trio, mm. 9–13; scherzo, mm. 14–18.

Fourth piece, 20 measures; rondo, initial chords return, mm. 11–12; chordal resolution, mm. 17–20.18





In the Four Pieces, Berg follows Schoenberg’s compositional idea that he used since 1909 in various works. Berg explained this idea in a letter to Ferruccio Busoni, “My music must be brief. Succinct!! In two notes: not construction but ‘expression’!! […] [Music] must be the expression of a sensation, just as the sensation that brings us into contact with our subconscious is real, and not a changeling of sensation and ‘conscious logic.’”19

Within a limited structure, Berg uses broad dramatic strokes with enormous dynamic variations for clarinet and piano, from the softest possible dynamics, p to pppp, to among the loudest, from f to fff, including many crescendos and diminuendos. The tempos throughout vary twenty times, including written out accelerandos and ritardandos in the clarinet part of Piece I, mm. 5–6, and Piece II, mm. 8–9.20 Clarinet and piano parts are heavily annotated with tempo and metronome markings and articulations. Performance indications to the performers, mostly in German, include flutter tongue (quasi Flatterzunge, Piece I, m. 6); echo tone (Echoton, Piece II, mm. 7–8; Piece III, m. 15; Piece IV, mm. 11, 19); pedal until the end (Pedal bis zum Schluß, Piece I, m. 10), and without pedal (ohne Pedal, Piece II, m. 7).21 Performance notes in the Universal-Edition score are also printed on pages 4,22 5,23 and 9.24

Flutter tongue is achieved by rolling the tip of the tongue against the back of the upper teeth while playing a note or phrase. The result is a purring tone when played softly, and a distorted tone when played loudly. Players whose tongue will not roll use the uvula or back of the throat to make a growling sound.25 Echo tones are notes played very softly and inwardly to create an echo of notes played in the piano part. Tricky ensemble passages include the first piece, mm. 6–12; second piece, mm. 5–8, 15–18; and fourth piece, mm. 8–10.

Other German terms are, moderate (Mässig, Piece I, m. 1); light (leicht, Piece I, m. 1); slower (Langsamer, Piece I, m. 1); heavier (schwerer, Piece I, m. 2); always to the fore (immer hervortretend, Piece I, m. 2); more accompanying (mehr begleitend, Piece I, m. 5); full of verve (schwungvoll, Piece I, m. 7); fleeting (flüchtig, Piece I, m. 8); short pause (kurzer Halt, Piece I, m. 9); without expression (ohne Ausdruck, Piece I, m. 9); hesitating (zögernd, Piece II, mm. 2–3); take time (Zeit lassen, Piece II, m. 4); still slower (Noch langsamer, Piece II, m. 8); very fast (Sehr rasch, Piece III, m. 1); rather long (ziemlich lange, Piece III, m. 8); slow quarter note (Langsame Viertel, Piece III, m. 9); very hasty (Sehr hastig, Piece III, m. 14); as fast and light as possible (so rasch und leise als möglich, Piece III, m. 14); always still faster (Immer noch rascher, Piece III, m. 16); a little hesitating (ein wenig zögernd, Piece IV, m. 3); recede (zurücktreten, Piece IV, m. 6); short and lightly tongued (kurz und leicht gestoßen, Piece IV, m. 9); as at the beginning (Wie am Anfang, Piece IV, m. 11); very moving tempo (Viel bewegteres Tempo, Piece IV, m. 13); slowly mounting (langsam steigernd, Piece IV, m. 14); again very slowly (Wieder sehr langsam, Piece IV, m. 17); and quite slow ( ganz frei, Piece IV, m. 18).

Unusual notation in the first piece (m. 1) is a slur after the clarinet’s written F♯5 on the second eighth note, third beat. This suggests a metrical indication that the silence on the first half of beat four must function as a downbeat.26 The piano part includes special instructions such as hands away (Hände weg, Piece III, m. 16), and strike as gently as possible (so leise also möglich anschlagen, Piece IV, m. 11).27 In Piece IV, the clarinet part has a violin phrase mark, an up-bow indication, at the end of m. 4. Perhaps it was intended as a mental preparation for the major seventh slur. The staccato dots under slurs for piano in m. 8 and for clarinet in m. 9 (Piece IV) suggest short up-bows, and are played somewhat short. DeFotis suggests Berg adopted these two indications from his other works, and incorporated them in the Four Pieces.28

Berg’s intention was to avoid old musical ideas, including tonality and the usual theme and motive development. Jarman’s analysis notes that the clarinet’s mostly unaccompanied opening melody in Piece I presents the important pitch relations that will occur throughout the entire work (Ex. 2.1). There are two phrases or note sets, x and y (set y has one note, A5, in common with x) and a combination of both sets, xy, consisting of six, two, and eight different notes, respectively. Each piece opens with a statement using notes from x, y, or xy. Piece II has an eight note set, starting with the piano’s repeated major third of two notes while the clarinet plays six notes. Piece III has an eight note set transposed a major third higher, consisting of six piano notes and two clarinet notes. Piece IV has a six note set of five piano notes followed by the last of the clarinet’s three notes.29


example 2.1. Berg, Four Pieces for Clarinet and Piano, op. 5, piece one, mm. 1–2.

[image: image]




Bailey notes that Berg’s most common compositional device is to expand or contract the intervals of the note’s cells or sets. This includes a change from a whole-tone scale to a chromatic scale; repetition of larger and smaller intervals; successive intervals in an arpeggio using augmented triads; and major and minor triads. Expansion of notes by adding material on each reappearance occurs in the clarinet part (Piece II, m. 4; Piece IV, mm. 11–12), and in the piano part (Piece IV, mm. 11–12). Piece I has progressively longer note values (mm. 8–9), and Piece III has notated accelerandos in the clarinet part (m. 3) and piano part (m. 16).30

Jack Brymer’s remarks on the Four Pieces are positive and useful: “One of the most rewarding works of the past half-century, it explores not only the rhythmic possibilities of the medium but its immense tonal variety. It requires a really fine piano and should not be attempted in unknown conditions.”31

Berg’s sensitivity to timbre and color is unparalleled. The dynamic contrasts are stunning, as is the earliest use of flutter tongue, unusual sonorities in the piano part, the earliest use of a clarinet echo tone, and the incredible effect of depressing piano keys silently to hear their ghostly vibrations after the fff chords played by the pianist’s left hand. It is one of the most demanding clarinet works for control of dynamics, articulation, phrasing, and tone colors. Berg’s Four Pieces is among the most imaginative and innovative works of the early twentieth century.


1 Juliane Brand, Christopher Hailey, Donald Harris, eds., The Berg-Schoenberg Correspondence: Selected Letters (New York: W. W. Norton & Company, 1987), 174, note 1 (May); Alban Berg, Letters to His Wife, ed., trans., and annotated B. Grun (London: Faber and Faber, 1971), 271 (June). The end of the published score is marked “Frühjahr 1913” (Spring 1913).

2 Rosemary Hilmar, Katalog der Musikhandschriften, Schriften und Studien Alban Bergs im Fond Alban Berg und der Weiteren Handschriftlichen Quellen im Besitz der Österreichischen Nationalbibliothek (Vienna: Universal Edition, 1981), 69–70; Ullrich Scheideler, “Comments,” in Alban Berg, Vier Stücke für Klarinette und Klavier, op. 5 (München: G. Henle, 2006), 12.

3 Rosemary Hilmar, Alban Berg: Leben und Wirken in Wien bis zu Seinen Ersten Erfolgen als Komponist (Vienna: H. Böhlaus, 1978), 137.

4 Douglas Jarman, “Berg, Alban,” Grove Music Online.

5 Hilmar, Katalog der Musikhandschriften, 207–9.

6 Jarman, ibid.

7 Kathryn Bailey, “Berg’s Aphoristic Pieces,” in The Cambridge Companion to Berg, ed. Anthony Poole (Cambridge: Cambridge University Press, 1997), 83–84, 110.

8 Leonard Stein, “The Privataufführungen Revisited,” in Paul A. Pisk, Essays in his Honor, ed. John M. Glowacki (Austin: University of Texas Press, 1966), 203.

9 Society for Private Musical Performances in Vienna, February 16, 1919, trans. Susan Somervell in Laura Diane Kuhn and Nicholas Slonimsky, Music since 1900, 6th ed. (New York: Schirmer Reference, 2001), 916–18.

10 Stein, ibid., 204–5; Bryan R. Simms, “The Society for Private Musical Performances: Resources and Documents in Schoenberg’s Legacy,” Journal of the Arnold Schoenberg Institute 3, no. 2 (October 1979): 128; Joan Allen Smith, Schoenberg and His Circle: A Viennese Portrait (New York: Macmillan, 1986), 83.

11 Smith, ibid., 259, 262–63; Berg, Letters to His Wife, 286. Gaudriot was a well-known Viennese clarinetist and band leader.

12 Le Ménestrel 83, no. 23 (June 10, 1921), 244. The reviewer stated that, “It is difficult to make a precise judgment after a single hearing of the Four Pieces for piano and clarinet by Mr. Alban Berg.” (“Il est difficile de porter un jugement précis après une seule audition sur les Quatre Pièces pour clarinette de M. Alban Berg.”)

13 Ivan Vojtech, “Der Verein für musikalische Privataufführungen in Prag,” in Ernst Hilmar, ed., Arnold Schönberg: Gedenkausstellung 1974 (Vienna: Universal Edition, 1974), 89–90. The Prague Society, active 1922–1924, based its charter on Vienna’s, used many of the same musicians, and elected Schoenberg honorary president. Alexander L. Ringer, “Schoenbergiana in Jerusalem,” The Musical Quarterly 59, no. 1 (January 1973): 1–5.

14 At a Society concert in Salzburg where Berg’s Quartet was performed, “A clarinet player introduced himself to me enthusiastically. He had played the Clarinet Pieces (which he said were beautifully written for the instrument) in Heidelberg and Mannheim, and he would be doing them next in other German cities.” Berg, Letters to his Wife, 326–27.

15 Douglas Jarman, The Music of Alban Berg (Berkeley: The University of California Press, 1979), 1, note 2.

16 Mosco Carner, Alban Berg: the Man and the Work, 2nd rev. ed. (New York: Holmes & Meier, 1983), 120.

17 Similarities between the second piece of the Four Pieces and Schoenberg’s Sechs kleine Klavierstücke (1911) are the length of nine measures; slow tempo; very quiet dynamics; a major third in the piano left hand throughout; both works ending with the third that opened the piece; and closing with an augmented triad that can be combined in both works. Bailey, ibid., 106–7.

18 Dennis Nygren, “The Chamber Music of Berg,” The Clarinet 13, no. 3 (Spring 1986): 26–28; Bruce Archibald, “Berg’s Development as an Instrument Composer,” in The Berg Companion, ed. Douglas Jarman (Boston: Northeastern University Press, 1990), 107.

19 Ullrich Scheideler, “Preface,” in Alban Berg, Vier Stücke für Klarinette und Klavier, op. 5 (München: G. Henle, 2006), iii.

20 Archibald, ibid., 107; Arthur Cohn, The Literature of Chamber Music (Chapel Hill: Hinshaw Music, 1997), 1:268; Nygren, “The Chamber Music of Berg,” 26, 29.

21 A translation of German terms in Berg’s Four Pieces is found in Nygren, ibid., 30–31.

22 Note before piece two, “After each piece provide a plentiful pause; the pieces must not merge into one another!”

23 “**) The D-flat in the third quarter must be clearly audible without having to be struck anew.”

24 “*) The eighth note of the triplet remains approximately at 88, so at the beginning the dotted quarter note matches the present triplet tied to a quarter note.”

25 Jane Ellsworth, A Dictionary for the Modern Clarinetist (Lanham, MD: Rowman & Littlefield, 2015), 45.

26 William DeFotis, “Berg’s Op. 5: Rehearsal Instructions,” Perspectives of New Music 17, no. 1 (Autumn–Winter 1978): 132.

27 Wallace Berry, Musical Structure and Performance (New Haven, CT: Yale University Press, 1989), 84–85.

28 DeFotis, ibid., 136.

29 Jarman, The Music of Alban Berg, 23–25; Archibald, ibid., 107. Another good analysis of the Four Pieces is by Adorno. It presents a relationship between shorter cells and the clarinet and piano parts in the first piece. See Theodor Adorno, Alban Berg: Master of the Smallest Link, trans. Juliane Brand and Christopher Hailey (Cambridge: Cambridge University Press, 1968), 67–71.

30 Bailey, ibid., 101.
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Date of composition: 1980

First edition: Luciano Berio, Sequenza IX per Clarinetto Solo, Milano: Universal Edition, 1980.

Dedicatee/first performer: Not indicated;1 Michel Arrignon, clarinet

Date/place of first performance: April 26, 1980; Paris, Théatre d’Orsay






luciano berio (1925–2003) was an Italian composer who was trained by his father and grandfather, both organists. After studying composition with Giorgio Federico Ghedini and counterpoint with Giulio Cesare Paribeni at the Milan Conservatory, Berio married the American soprano, Cathy Berberian. During summer 1952, Berio won a Koussevitzky Foundation fellowship to work at the Berkshire Music Center (Tanglewood), with Luigi Dallapiccola. He was present at the Museum of Modern Art in New York on October 28, 1952, for the first U.S. concert including electronic music written by Otto Luening and Vladimir Ussachevsky. This concert inspired Berio to explore electronic music while working for the RAI, the Italian Radio and Television network. In 1955, he collaborated with Bruno Maderna to establish an electronic music studio, Studio di Fonologia. He later worked with the writer, Umberto Eco.

Berio taught at Mills College, Oakland, California, 1962–1964 and 1965–1966, while simultaneously teaching at Harvard University and the Juilliard School of Music. He met the psychologist, Susan Oyama, a student at Harvard University. In 1965, Berio was awarded a Ford Foundation grant to work in Berlin. After his divorce, Berio married Oyama, and in 1968 moved to Hoboken, New Jersey. In 1971, he resigned from Juilliard, and in 1975 returned to Radicondoli, a village near Siena, Italy. He married his third wife in 1977, the Israeli musicologist, Talia Pecker. Boulez invited Berio in 1974 to direct the electro-acoustic section of IRCAM (Institut de Recherche et Coordination Acoustique/Musique) in Paris. There, he worked on a major project with the physicist, Giuseppe di Giugno, using the 4X digital system that processed sound in real time. Berio initially used this resource in Chemins V (1980) for solo clarinet, which was subsequently withdrawn from his compositions. He stayed at IRCAM until 1980, later establishing a research center, Tempo Reale, in Florence, based in the Villa Strozzi. Berio’s works were widely acclaimed, and in 1989 he received the Siemens-Musikpreis. He was Norton Professor of Poetry at Harvard University, 1993–1994, and in 1996 he received the Praemium Imperiale from the Japan Art Association.

Berio’s compositions include operas and stage works, orchestra pieces, works for solo voice or choir and orchestra, choir works, pieces for two or more instruments, a set of Sequenzas (sequences) for various solo instruments, solo instrumental works, tape recorder works including instruments and chorus, and arrangements of works by other composers.2 His solo clarinet works include Concertino for Clarinet, Violin, Harp, Celesta, and Strings (1949, rev. 1970), Lied for Clarinet Solo (1983), an orchestration of Brahms’ Sonata, op. 120, no. 1 (1986), and Alternatim for Clarinet, Viola and Orchestra (1997).3 Sequenza IXa (1980) is one of a series of eighteen Sequenzas written for solo instruments and voice, 1958–2002.4

Among the most important unifying elements of the Sequenzas are virtuosity, idiomatic writing, and polyphonic listening.5 Berio describes the last element:


The title Sequenza underlies the fact that the construction of these pieces almost always takes as its point of departure a sequence of harmonic fields, from which spring, in all their individuality, the other musical functions. In fact almost all the Sequenzas have in common the intention of defining and developing through melody an essentially harmonic discourse and, above all when dealing with the monadic instruments (flute, oboe, clarinet, bassoon, trumpet, trombone), of suggesting a polyphonic type of listening, based in part on the rapid transition between different characteristics, and their simultaneous iteration. Here polyphony should be understood in a metaphorical sense, as the exposition and superposition of differing modes of action and instrumental characteristics.6



In 1980, Berio worked with Michel Arrignon, clarinetist from Boulez’s L’Ensemble Intercontemporain, to study the possibilities of combining the clarinet with a digital sound system. The result was Chemins V (1980), performed by Arrignon in 1980 and 1981. Because the computer malfunctioned at the premiere, and after a discussion with Arrignon, Berio eliminated the computer parts, adapting this work for clarinet alone by adding multiphonics, and changing the title to Sequenza IXa.7

The 1980 publication of Sequenza IXa does not include a printed dedication, but Arrignon was given a score of the work with his name inscribed.8 Berio wrote transcriptions of Sequenza IXa published by Universal Edition for alto saxophone as Sequenza IXb (1981); bass clarinet as Sequenza IXc, ed. R. Parisi (1980; new edition, 1998); materials were reworked and incorporated in the opera, La vera storia (1977–1981), part two, scene 7; and for clarinet and saxophone as Sequenza IX (1997), premiered April 2008 at Montpellier Conservatory by Phillipe Berrod, clarinet, and Claude Delangle, alto saxophone.9

Sequenza IXa is a lyrical work that focuses on a melody presented as a series of notes repeated and transformed using subtly altered harmonic fields and rhythmic patterns. The lyrical nature of the work is noted by the French clarinetist, Paul Meyer:




It seems to me, and I had the occasion to discuss this with Berio, that this Sequenza is perhaps the most melodic of the Sequenzas, but especially the most lyrical. … This Sequenza should be played like a lyrical song, and the musician should imagine a warm and powerful sonority, all with nuance. It’s not a piece of gallantry, but rather a lyrical work. Berio in fact used excerpts from it in his opera, La vera storia.10



Arrignon adds that Berio asked him to play, “with the most lyricism possible.”11 The ten-page score does not have bar lines, except for two repeated measures at E, and includes many fast grace notes with a melodic significance, single and double grace notes, trills, tremolos, several tempo indications, twenty-eight fermatas or pivot points12 with their length given in seconds, a wide variety of dynamic indications from ppp to ff, repetition of microtones with different fingerings, multiphonics with fingerings, and accelerandos.

Cremaschi describes polyphonic listening and transformation in Sequenza IXa:


The dialectic contrast between stasis and movement is one of the prominent features of the work. It even acts at the level of the individual parameters, and each one of them, when individually considered, shows constant movement between different degrees of transformation: the Sequenza melody can be viewed as the sum of different processes, each having its own duration and involving only one parameter or two at a time. This is the way of listening that Berio defined as polyphonic, which is characteristic of the Sequenzas, but which acquires here a particular meaning. It refers not only to the concept of virtual counterpoint between contiguous horizontal events, but also to the internal constitution of these same events, each one of them being the point of intersection of several structural paths.13



Arrignon’s outline of Sequenza IXa reveals a structure in six sections:



Introduction: Beginning until A.

1st section: A until 2 measures after E.

2nd section: 2 measures after E until J, emphasis on virtuosity.

3rd section: J until M, multiphonic section.

4th section: M until R, repeated notes and dramatic moments.

5th section: R to the end, slower tempi with longer notes.14





Sanderson divides the work using the fermatas, each section reminding him of melismas, or syllables sung on one note, used in liturgical chants. There are twenty-eight fermatas designated in seconds, except the tenth and thirteenth fermatas; the twelfth fermata (p. 7) ends on a trill, D4–E♭4; and the thirteenth fermata ends on a half rest (end of p. 7). Sanderson suggests a three part structure:



A, first to tenth fermatas: pages 1–3 to line 5.

B, eleventh to thirteenth fermatas: pages 6 to the end of page 7.

C, fourteenth to twenty-eighth fermatas: page 8 to end of page 10.15





Cremaschi identifies the notes of the main harmonic or pitch-field (Ex. 3.1), noting a uniform, random, or repetitive use in different sections.16 He writes that during the introductory section, comprising the first three staves on page 1, the pitch-field is introduced and musical gestures are stated and transformed. At A, a rhythmic pattern is used and varied for the rest of the page, along with a melodic pattern of eleven pitches, almost entirely comprised of the main pitch-field notes (Ex. 3.2). The different lengths of the patterns create a new result. At B, microtones vary the tone colors before returning to the pitch-field notes. These are indicated with a Roman numeral I in a circle with fingerings for each microtone. The metronome change before C leads to a section where the pitches placed in higher octaves are louder, creating tension. A repeating rhythmic pattern results in a gradual loss of tension. A greater variety of notes is introduced on the fifth line of page 3 leading to E, two measures of slurred and staccato chromatic scales, ten and five seconds each, repeated once. This acts as a break before going on to new material with a varied repetition of six pitches and a different rhythmic pattern.


example 3.1. Berio, Sequenza IXa for Clarinet Solo, main harmonic notes or pitch-field.
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example 3.2. Berio, Sequenza IXa for Clarinet Solo, rhythmic and melodic patterns at A.
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On page 5, microtones on B3 and D4 have fingerings indicated as I and II. Page 6 uses a five-note pattern before introducing three multiphonic fingerings indicated as III and IV, and microtones indicated as 1 and 2. Different melodic and rhythmic patterns are on page 7, and there is a reduction of notes from the main pitch-field to the end of the work. More repetition in the chalumeau register leads to the tremolo at V and greater tension. A number of sustained B♭5s not belonging to the main pitch-field first appear on page 8, used as a gesture to contrast with the melody, contributing to the polyphony. These B♭5s become more important after V, creating a new melodic line and structural element.17 During the last page, the soft fermatas on B♭5s are integrated into a calm ppp ending.18

Berio writes multiphonics for a clarinet with a low E♭ key placed for the right little finger, an instrument used by some professional Italian clarinetists. Since many clarinetists do not have such an instrument, other options must be considered. Sanderson suggests humming one of the desired pitches while blowing into the clarinet to produce multiphonics, using a tube to extend the clarinet’s length to that of a clarinet with an E♭ key, or selecting other muliphonics.19 For his recording, Meyer borrowed a Leblanc clarinet with an E♭ key from the Swiss clarinetist, Hans-Rudolf Stalder. Arrignon and Chad Burrow, assistant clarinet professor at the University of Michigan, used their own fingerings. Burrow recommends taking the passages up a half step from J to L. The English clarinetist, Antony Pay, suggests his own fingerings, some of which change the pitches,20 or extending the clarinet’s length using a C clarinet bell with a strip of reusable putty-like pressure-sensitive adhesive placed around the tenon to attach to the bell of his B♭ clarinet.21

Berio’s Sequenza IXa explores the tonal resources of the clarinet and the capabilities of the player extremely effectively. It includes many extremes in dynamics mixed with microtone fingerings, multiphonics, and dramatic outbursts. Among the avant-garde experimental works of the 1980s, it is accessible but challenging to the advanced player. The fingerings for microtones and multiphonics are useable and limited to a few examples. Sequenza IXa is an absorbing and intense work open to different interpretations, and a classic of the solo clarinet repertory.


1 A 2013 performance in Paris at the Cité de la Musique identifies the dedicatee as Michel Arrignon in “Intégrale des Sequenze de Luciano Berio, Dimanche 8 décembre 2013,” 18. [Online] Available: http://content.citedelamusique.fr/pdf/note_programme/np_13688.pdf. [September 10, 2015].

2 David Osmond-Smith, “Berio, Luciano,” Grove Music Online; Roy Victor Sanderson, “Luciano Berio’s Use of the Clarinet in Sequenza IXa” (M.A. thesis, California State University, Long Beach, 1986), 6 (partly based on an interview with Luciano Berio while he taught at the California Institute for the Arts, Valencia, California, November 12, 1984).

3 Osmond-Smith, “Berio, Luciano, Works,” Grove Music Online; David H. Odom, “A Catalog of Compositions for Unaccompanied Clarinet Published between 1978 and 1982, with an Annotated Bibliography of Selected Works” (D.M. diss., Florida State University, 2005), 34.

4 Janet K. Halfyard, ed., Berio’s Sequenzas: Essays on Performance, Composition, and Analysis (Aldershot: Ashgate, 2007), 297.

5 David Osmond-Smith, ed. and trans., Two Interviews/Luciano Berio: Rossana Dalmonte; Bálint András Varga (New York: Marion Boyars, 1985), 90–95, 97.

6 Luciano Berio, Berio Sequenzas, Ensemble Intercontemporain, Deutsche Grammophon, 1998, CD notes, 18, as quoted by Rebecca Rischin, “The Thinking Clarinet: Berio’s Sequenza (1980),” The Clarinet 40, no. 1 (December 2012): 52.

7 Charles Willett, “A Conversation with Michel Arrignon,” The Clarinet 16, no. 4 (July–August 1989): 33; Adélaïde de Place, “Luciano Berio,” in Guide de la Musique de Chambre, eds. François-René Tranchefort, Adélaïde de Place, Pierre-Emile Barbier, Harry Halbreich, et al. (Paris: Fayard, 1989), 120; Rischin, ibid., 51; email from Michel Arrignon and Jean-Marie Paul to the author, May 20, 2014.

8 Email correspondence from Michel Arrignon and Jean-Marie Paul to the author, May 20, 2014.

9 David Osmond-Smith, Berio (Oxford: Oxford University Press), 1991, 140; Halfyard, ibid., 297; “Intégrale des Sequenze de Luciano Berio, Dimanche 8 décembre 2013,” 19, program at the Cité de la musique, Paris. [Online] Available: http://content.citedelamusique.fr/pdf/note_programme/np_13688.pdf. [September 10, 2015]. In 1996, Berio used the music from Sequenza IXa to compose a new work, Récit (Chemins VII) for alto saxophone and orchestra; Andrea Cremaschi, “Sequenza IX for Clarinet: Text, Pre-Text, Con-Text,” in Berio’s Sequenzas, ed. Janet K. Halfyard (Aldershot: Ashgate, 2007), 153.

10 Meyer email correspondence, March 2, 2012, quoted by Rischin, ibid., 55–56.

11 Rischin, ibid., 56.

12 Sanderson, ibid., 20, 27.

13 Cremaschi, ibid., 155.

14 Rischin, ibid., 52.

15 Sanderson, ibid., 25–29.

16 Another analysis by Albèra suggests an almost identical pitch-field at A, Philippe Albèra, “Introduction auf Neuf Sequenzas,” Contrechamps 1 (1983), 117.

17 Cremaschi, ibid., 159; the B♭5s are noted by Albèra, ibid., 117–18; Sanderson, ibid., 26.

18 Meyer considers the B♭5s as central to the work and as pedal notes or accompaniment, Rischin, ibid., 53.

19 Sanderson, ibid., 24–25.

20 Rischin, ibid., 51, 56.

21 Tony Pay, Berio Sequenza IXa, Klarinet Archive posting, January 13, 2000. [Online] Available: http://test.woodwind.org/Databases/Klarinet/2000/01/000392.txt. [September 10, 2015]; Antony Pay, “Alternative Fingering for Berio’s Sequenza IXa.” [Online] Available: http://www.woodwind.org/clarinet/Study/Berio.html. [September 10, 2015].
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