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This rondo statement begins in E-flat and quickly transitions to the dominant key of B-

flat by the fourth measure.  There is then a brief transition to the second clear statement 

of the second half of the rondo theme.  This occurs in measures 39 and 40 and is again 

written for trumpets, horns, and trombones (see figure 19).  Although the initial statement 

seen in figure 18 might lead the listener to believe the theme has clearly cadenced in B-

flat, the brief period before the restatement seen in figure 19 is short enough that the 

listener will quickly notice the intended cadence of the theme in E-flat.  Even if the work 

is played at the slowest suggested tempo of quarter note=120, the distance between these 

two cadences would only be ten seconds.  Clearly, these statements are temporally close 

enough for the first cadence to remain fresh in the listener’s ear. 

 
Figure 19:  Trumpets, French Horns, and Trombones, Measures 38-40 

 A second justification of this theory can be seen from an examination of the two 

other statements of the rondo theme.  The A' theme begins at rehearsal letter F in measure 

108, and is an exact duplicate of the initial rondo theme with the exception of an 

additional trombone doubling.  It exhibits the same key properties as the first statement 

and helps the listener identify with the return to the key area of E-flat.  Although this 
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rondo theme area is altered substantially after this statement, the exact repetition of the 

previous theme serves as a definitive landmark in the structure of the movement.  In 

addition, another return of the key area of E-flat in the A' section can be seen in measure 

121 (rehearsal letter G), this time with bassoons, clarinets, and flutes added to the 

trumpets, horns, and trombones (see figure 20). 

 
Figure 20:  Flutes, Oboes, Clarinet, Bass Clarinet, Bassoons, 

Trumpets, French Horns, Trombones, Measures 120-122 
 

The A' section does not, however, cadence in e-flat at the end, but rather, it serves as a 

transition to further developmental material.  This can be seen in the final cadence of the 

area in measure 153 (see figure 21). 
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Figure 21:  Trumpets and Trombones, Measures 152-155 

Examining the last rondo theme brings a third reason for establishing the key area 

of E-flat.  Again, the rondo theme is stated in a fashion similar to the initial statement, but 

in this case, flutes and clarinets are added to the instrumentation (see figure 22). 

 
Figure 22:  Flutes, Oboes, Clarinets, Trumpets, French Horns, 

Trombones, Measures 253-257 
 

Although this A'' statement is slightly altered, there is no question regarding its 

relationship to the initial theme in its rhythmic and harmonic construction as well as in its 
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instrumentation.  The initial unison note in this example along with the cadence on E-flat 

at the end reveal that this statement is again clearly in E-flat. 

 A final supporting factor can be found in the final measures of the work.  

Following a large climactic buildup to the last bars, the saxophone plays a playful figure 

that ends on an E-flat (see figure 23).  The majority of the ensemble plays the last note of 

this figure.  Although it is a rather simple example, this is perhaps the strongest 

supporting factor for the key area of E-flat.  The use of the E-flat as the final note of the 

work makes Dahl’s intentions clear to have E-flat as the main tonal area of the 

movement. 

 
Figure 23:  Saxophone, Measures 446-449 

 Although these rondo themes have many areas in common, there are also many 

differences between the areas that warrant discussion.  They are primarily used to join the 

movement together as a whole however; they individually have distinctly different 

characteristics that serve many functions. 

 The first statement of the rondo theme, labeled as the A section, begins in 

measure 27 and last through measure 74.  Although this theme cadences in B-flat major, 

it begins on the tonal center of E-flat, changing centers halfway through its very short 

statement.  The woodwinds also play the second half of the statement, and this 

orchestration helps to further strengthen the movement to the dominant key of B-flat 

major.  The music then moves through tonal centers of B-flat, D, C, and finally cadences 

in E-flat in measure 40.  Fragments of material based on the rondo theme follow and lead 
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into the second sub-section of the first A section, noted in the chart at the beginning of 

this chapter as b, beginning in measure 49 (rehearsal letter C).  The material at letter C 

features unison rhythmic writing in E-flat major that soon moves to the passing of more 

fragments, this time from brass to woodwinds.  This section is short lived, and is 

followed by a passing of fragments based on the rondo theme beginning in measure 63.  

This sub-section forms a transition to the new section (B) and cadences on D in measure 

74 (see figure 24). 

 
Figure 24:  French Horns and Trombones, Measures 71-74 

The A' section containing the second rondo theme begins at measure 108 and 

continues through measure 155 (rehearsal letters F-I).  Although this section contrasts the 

first theme in many ways, it does retain many characteristics in common with the initial 

statement of the rondo theme and is exactly the same length as the A' area (48 measures).  

The theme again begins in E-flat major and cadences in B-flat major.  The similarity of 

these sections is short lived and an eight-measure link featuring the saxophone and 

woodwinds interrupts the triumphant mood of the theme.  This passage features figures 

based on the material from the fifth and sixth measures of the original A section.  The key 

stays centered on the dominant (B-flat), and a statement of the second half of the rondo 
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theme occurs at measure 121 (rehearsal letter G), moving to a new sub-section of the A' 

formal area in measure 123.  As in the first A section, the music following the second 

half of the theme at letter G serves as a transition to the overlapping imitative material 

that follows.  This imitative area begins in measure 135 with trombones in C followed by 

trumpets and woodwinds in E-flat, leading to the transitional area beginning at measure 

141 (rehearsal letter H).  This area is again very short and is followed by another brief 

imitative section that decrescendos and lightens in character before cadencing in C major 

at measure 156 (rehearsal letter I).  Although these areas are structurally similar to those 

found in the first rondo theme, their character is quite different.  The articulated, sharp 

gestures that answer each other in the first area are this time replaced with slurred figures 

that overlap.  This is quickly followed by a series of imitative figures that are articulated, 

but again, overlap rather than answer each other.  The slurs and overlapping help to calm 

the mood and lead to the lighthearted C section at measure 156. 

 The final rondo theme, the A'' section, begins in measure 253. Although the first 

section is extended to slightly alter the theme, the identity of the theme is still clearly 

maintained.  The section proceeds in a manner similar to the previous A sections, but the 

counterpoint presented in measure 264 is slightly altered.  Jazz syncopations and 

inflections are added and the figures are not set apart by woodwinds and brass, but rather 

by families of instruments.  In particular, trumpets, flutes and clarinets, and horns answer 

trombones.  This section leads to a short link in A-flat in measure 274 (rehearsal letter O), 

featuring the French horns.  The section follows a structure similar to the previous A 

sections, with slight rhythmic alterations in the counterpoint made throughout.  In 

addition, a return of materials from the introduction can be found in measure 290.  This 
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return to materials serves as a transition to the new material found in the saxophone 

beginning in measure 304.  This material is developed through dialogue between the 

saxophone, flute, clarinet, oboe, and bassoon leading into the key area of A-flat at the 

“Tempo I” indication before the cadenza (see figure 25). 

 
Figure 25:  Piccolo, Flutes, Oboes, Clarinets, and Bassoon, Measures 346-349 

 

Having examined the rondo theme sections of the movement, the discussion will 

now move to the other structurally important areas:  the introduction, two B sections, and 

the coda.  The movement commences with an introduction that begins with a unison 

eighth note on B-flat.  Percussion dominates the first half of the introduction, up to 

measure 17 (rehearsal letter A), interrupted by a three-measure rhythmic figure further 

establishing the key of B-flat which, as earlier discussed, serves as the dominant to the 

key area of the movement.  This area also shows the importance that percussion will play 

in this movement, with all of the players, except tympani, playing several instruments.  

The second half of the introduction begins at measure 17, and features a statement by the 

alto saxophone that is closely related to the initial statement by the saxophone in the first 

movement (see figure 26). 
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Figure 26:  Saxophone,  
First Movement Measures 8-10, Third Movement Measures 20-27 

 
Although this may not initially seem related to the first statement, further examination 

reveals similar third relationships to that of the first gesture.  For example, the line moves 

from B3 to D4 in the first beat, then from E4 to G4 in the second beat.  The G4 is then 

displaced an octave in the fourth beat and then moves through B5 to D6.  Similar 

relationships are found through stacked thirds in the initial statement of the saxophone in 

the first movement.  Thus, the movements are tied together.  Prior to this entrance, the 

winds begin with staggered entrances of sixteenth-note / dotted-eighth-note figures that 

are stacked to form chords including half step intervals that avoid any establishment of 

key.  With the entrance of the saxophone, accompanied by quarter notes in the first 

trombone, the harmony moves to a unison F, providing a neighboring pitch for the 

establishment through voice leading tendencies of E-flat major as the tonal center of the 

following rondo-theme entrance. 

 The B and C sections of the movement carry extremely different characteristics 

from those of the rondo themes.  They are generally light hearted and are much more 

thinly scored.  In addition, they explore more remote key areas than do the theme areas, 
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are shorter in duration, and provide the major areas for the virtuosic performance of the 

soloist.   

 The B section begins in measure 75 with the entrance of the saxophone soloist.  

This section of the movement begins in D and features the first playing for the soloist 

other than the brief flourish at the end of the introduction.  The character immediately 

changes at this point, moving to a more light and playful nature.  A significant cadence 

occurs in measure 91, moving to A, the dominant key of the new section (see figure 27). 

 
Figure 27:  Oboes and Trumpets, Measures 89-91 

The music them moves through areas of F major and B minor before arriving on a final 

cadence in E-flat, marking the end of the short B section of the movement.  Throughout 

the area, the saxophonist’s virtuosity is displayed, and the listener can hear how Dahl 

opposes the solo and tutti sections to help delineate form. 

 The C section of the movement begins in C at measure 156 (rehearsal letter I) 

and, once again, the mood of the section is lighter and features much more of the 

saxophone soloist.  The solo line is based on the material from the rondo theme, and is 

accompanied by connected harmonic material in the flute, clarinet, horn, and 

glockenspiel, while the bassoon and string bass provide a bass line that helps to maintain 

the motion and tempo.    
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Beginning at measure 170 (rehearsal letter J), the saxophone no longer keeps the 

melody and the melodic fragments are passed among various soloists while the 

saxophone answers these fragments (see figure 28). 

 
Figure 28:  Clarinet and Saxophone, Measures 170-176 

The tonal center here has moved to D and is maintained until measure 188.  Here, the 

harmony moves to E-flat before moving to the restatement of the initial theme of this 

section at measure 191 (rehearsal letter K).  The passing of ideas from individuals within 

the ensemble and the saxophone soloist continues until measure 206 (rehearsal letter L).  

At L, the saxophonist begins a virtuosic section accompanied by staccato eighth notes in 

the ensemble.  This increase in momentum helps lead to the first example of the 

reappearance of the initial saxophone motive from the beginning of the work (see figure 

3).  This occurs in measure 213.  In addition to this material from the beginning, the 

chord played by the ensemble in measure 214 is the same chord that answered this figure 

in the first movement.  This is first stated in G, but quickly moves away in an 

improvisation-like section that features virtuosity in the saxophone played over long 
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sustained chords in the ensemble.  These chords move from G to extended chords based 

on D, E, and D again before proceeding toward a new sub-section. 

 This new sub-section, beginning at measure 229 (rehearsal letter M), is an 

extension of the C section of the movement, but stands in contrast to all the other material 

in the rondo.  This area is based on quintal harmonies and it is largely this characteristic 

that carries the musical weight of this transition to the restatement of the rondo theme.  

The sparse melody that does appear in this section is again passed from soloists in the 

ensemble and helps to lead to the calm nature desired by the composer to contrast with 

the character of the upcoming return of an A section.  At the end of this section, the 

saxophone plays a small cadenza-like passage that ends on a trill and is joined by the 

tympani playing a short roll on B-flat, serving as the dominant to the upcoming 

restatement of the rondo theme in E-flat. 

 Before discussing the remaining material of the movement, there is an issue of 

clarity that must be addressed.  Justification for these changes will be discussed in more 

depth in the following chapter.  In the score for wind orchestra and saxophone, the 

rehearsal letters following the cadenza are marked as letters B, C, D, etc.  For the 

purposes of this study, these rehearsal letters must be changed according to table 4. 

The coda begins in A at measure 265 (rehearsal letter R) and is scored for 

percussion and soloist.  This area begins the most technically demanding section for the 

soloist, and the sparse scoring helps to assist the projection during the very demanding 

lines.  At measure 377 (rehearsal letter T), the same material is transposed to B-flat and is 

accompanied by clarinets and trumpets in addition to the percussion.  Gradually, Dahl 

adds the other woodwind instruments through measure 389.  The tonal center moves 
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through G-flat at measure 385 (rehearsal letter U) before returning to E-flat at measure 

389 (rehearsal letter V).  This final motion to E-flat is the last large-scale harmonic 

motion of the work and marks the arrival of the closing key area. 

Table 4:  Rehearsal Letter Changes in Movement Three 

REHEARSAL LETTER IN SCORE CHANGE TO 

B R 

C S 

D T 

E U 

F V 

G W 

H X 

J Y 

L OMIT THIS LETTER 

M Z 

 

 In measure 404, the saxophone once again plays the material from the opening of 

the work, answered with rhythmic figures also based on materials from the opening 

saxophone statement in the first movement (see figure 29).  Dahl uses this method to 

bring the entire work around to its initial materials forming a strong sense of unity within 

the entire work. 

The saxophone’s figure at measure 219 is based on the rhythmic ideas from the 

rondo theme and forms the material for the conclusion of the movement.  The figure is 

transferred to the upper woodwinds and trumpet at measure 432 (rehearsal letter Z) in the 
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form a truncated fragment, while the low reeds, low horns, and trombones play an 

augmented version of the saxophone melody.  The work ends with a short rhythmic 

fragment in the saxophone answered by short harmonic punctuation in E-flat major.  The 

final measure shows Dahl’s well-known sense of humor in its displacement of the 

downbeat by one-half beat.  Although it is an odd ending, the hesitation is quite effective 

and brings the work to a triumphant ending.  This change in rhythm is not shown in the 

score for wind orchestra, but does appear in the published version for saxophone and 

piano.  Further discussion of this discrepancy will occur in the following chapter. 
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Figure 29:  Movement 3, Measures 405-407 (compare to Figure 3) 
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CHAPTER 8:  REHEARSAL GUIDELINES 
FOR THE CONDUCTOR AND PERFORMER 

 
GUIDELINES FOR THE CONDUCTOR 

 
 It has been the author’s distinct pleasure to have performance experiences with 

Dahl’s concerto in the role of soloist as well as conductor.  In 2000, I was fortunate 

enough to conduct the Louisiana State University Wind Ensemble with Dr. Griffin 

Campbell as soloist.  I performed the work as a soloist in 2003 with the United States 

Military Academy Band at West Point with Captain Tod Addison conducting.  Through 

the unique experience of working with this piece from different performing perspectives, 

I have gained certain insights which will be discussed in this chapter.  After examination 

of these insights, rehearsals for future performances of the work could be handled in a 

much more efficient and rewarding manner.  Because it is beyond the scope of this 

discussion, the author will assume that all performers have a basic understanding of 

intonation tendencies of their instruments and the necessary flexibility among players in 

an ensemble to adjust the pitch of their instruments accordingly.  In addition, it is 

understood that all performers possess the technical abilities with regards to note 

accuracy, rhythmic accuracy, and dynamic range to perform the music accurately on a 

consistent basis. 

 There are a few aspects of the work that must be made clear to the performing 

group from the beginning.  Among these are discrepancies between the wind orchestra 

score, solo part, individual ensemble parts, and the piano score.  For clarification, all 

parts referred to in this document are the versions found in the bibliography.  First, 

examination of the wind orchestra score will show rehearsal letters in the third movement 

that are inconsistent with all the other parts.  Beginning on page 85 of the score, after the 
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saxophone cadenza, rehearsal letters suddenly move from the previous Q to a new B.  

Examination of the other parts reveals that these rehearsal letters continue from Q to R 

and alphabetically forward from that point.  The simplest solution is to change the 

rehearsal letters in the score to reflect those in all the other materials, omitting rehearsal 

letter L near the end of the work.  This can quickly clear confusion during rehearsals. 

 In addition, the score contains one incorrect note that, while not incorrect in the 

individual part, could create a problem during the conductor’s study of the score.  

Examination of the second French horn part, third movement, second measure of 

rehearsal letter B will reveal a b-flat as the last eighth note of the measure.  This is shown 

as a b-natural in the score and must be altered to reflect the correct b-flat. 

 Finally, there is a small issue concerning the final measure of the work.  The wind 

orchestra score and solo part show the final note of the work occurring on the downbeat 

of the last measure.  However, in his edition of the work for saxophone and piano, Pittel 

states that Dahl reconsidered this measure after the work was published and desired that 

the note be placed an eighth note later.52  This has become the performance standard for 

the work and is also my recommendation. 

 Having corrected these inaccuracies in the score, the conductor then faces the 

challenge of rehearsing and conducting the ensemble while giving the soloist freedom to 

exercise musical decisions.  Although this can seem to be quite a daunting task, there are 

several things common among most players that the conductor can address to quickly 

alleviate possible hindrances.  Addressing these issues can help to conserve valuable 

rehearsal time. 

                                                           
52 Ingolf Dahl, Concerto for Alto Saxophone and Wind Orchestra, Version for Saxophone and 

Piano Ed. Harvey Pittel (Clifton, NJ:  European American Music Corporation, 1979), 1. 
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 The first difficulty the conductor runs across deals with the initial measure of the 

work in the French horns and trumpets (see figure 30). 

 
Figure 30:  Trumpets and French Horns, Measure 1 

Because of the quintuplet figures, players may find it difficult to subdivide their initial 

entrance.  Although it is likely that this measure will take multiple attempts to define 

clearly, the conductor must be sure to be completely secure of the desired quarter note 

tempo.  Taking time to audiate this measure in one’s own mind prior to communication 

as a conductor with the ensemble is the initial step to successful performance.  Without a 

solid concept of beats one and two being subdivided into quintuplets by the conductor, 

the ensemble might struggle to perform this section successfully.  Secondly, the 

conductor must be sure that the preparatory beat is clear and maintains proper tempo.  

The problem is generally not an issue by the arrival of the second measure.  These same 

principles should be applied when this material reappears in measures 27 and 28.  It is the 

author’s opinion that the conductor should strictly adhere to the tempo indicated when 

starting this movement.  Following this tempo will help maintain the maestoso mood of 

the work and provide the performers with a steady tempo for their initial entrances.  

Additionally, I believe that a slight crescendo should be added to all parts in the fourth 

measure.  Following this will prepare the dynamic for the accented entrance of the 
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trumpets in measure five.  As a result, this entrance will not be sudden, but will be 

anticipated by the added crescendo.  Players should be encouraged to crescendo through 

measure 4 and into measure 5 rather than ending their crescendo on the bar line.  It may 

also be helpful to have players imagine the line without a bar line, as recommended by 

Thurmond.53  In other words, intensity must be maintained through the fourth beat of 

measure 4 until the arrival of the following beat.  This method can also be used in 

measures 27 through 35. 

The next potential problem occurs in measures 5 through 7, before the 

saxophonist’s initial entrance (see figure 31).  The breath marks in the ensemble in the 

measures prior to the saxophone entrance and during the long note must be clearly 

articulated by the conductor and must not become too long.  The wind orchestra should 

also be encouraged to crescendo completely through the measure and not give in to the 

temptation of letting off in volume slightly before their release.  In addition, special 

attention must be paid to the percussion immediately prior to the saxophone entrance. 

 The next section of the movement, measures 9 through 27, gives the soloist room 

for interpretation and rubato.  As a result, the conductor must be extremely familiar with 

the solo part and must reflect the entrances of the ensemble accurately.  The author 

suggests giving only downbeats of measures in which the ensemble does not play and 

subdividing beats for the ensemble immediately prior to their entrances and during their 

interspersed lines.  In addition, the soloist and conductor must agree upon moments 

where the soloist will maintain a strict tempo, easing coordination between saxophonist 

and the ensemble.  This should occur in all measures with band entrances, preferable at 

                                                           
53 James Thurmond, Note Grouping:  A Method for Achieving Expression and Style in Musical 

Performance (Camp Hill, NJ:  JMT Publications, 1982), 98-99. 
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least one beat before the ensemble’s entrance.  Using this process again in measures 35 

though 45 will also prove advantageous. 

 
Figure 31:  Measures 5-7 
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In measures 30 and 31, the principles of carrying crescendos across bar lines 

applied at the beginning of the movement should be observed.  Additionally, it is crucial 

to make sure the trumpets play with proper articulations in measure 33.  The author 

recommends a strong emphasis on the first note in measure 33 by the trumpets followed 

by a steady decreasing of articulation strength through measure 34.  This should coincide 

with the decrescendo indicated.  However, in measure 35, the mood changes with the 

new rhythmic figures.  Players should be encouraged to play these figures with a larger 

amount of weight on the longer dotted eighth notes.  Thurmond says the result will be a 

sense of forward motion not achieved if the notes are played with equal emphasis.54 

Measure 53 (rehearsal letter D) marks another challenge for the conductor in the 

measures marked with tempo changes (see figure 32).  There are many valid 

interpretations for these measures.  The author has found it preferable to keep these 

tempo changes relatively conservative to allow the ensemble to maintain synchronization.  

Additionally, I prefer to keep the indicated fermata short in duration, often just stretching 

the beat rather than truly stopping time.  This allows players to be more certain about the 

downbeat of the following measure.  Whichever approach the conductor chooses, 

assurances should be made to make certain that the beat pattern is absolutely clear, 

perhaps subdividing during the ends of phrases or during ritards.  In addition, the 

conductor must be sure to take charge of tempo in the anacrusis to measure 58. 

Although the remainder of the movement does not provide any particularly 

challenging aspects to the conductor, strict attention must be paid to the bass voices and 

the bass drum at measure 60 (rehearsal letter E).  Providing an absolutely clear tempo for 

these instruments will make the maintenance of tempo much easier on the other members 
                                                           

54 James Thurmond, 65. 
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of the ensemble.  Additionally, attention should be paid to the oboe parts in this area.  

Because they are playing a recapitulation of melodic material over a thickly scored 

accompaniment, the conductor should ask the oboes to play slightly louder than their 

written dynamic.  Accordingly, accompanying instruments should be asked to lower their 

dynamic. 

 
Figure 32:  Trumpets, French Horns, and Trombones, Measures 53-58 

 
 The second movement of the concerto provides an entirely different set of 

challenges for the conductor.  The first of these develops from dealing with the transition 

from the first movement to the second.  Although it may seem logical for the first gesture 

to the ensemble to be the entrance of the French horn, this may provide confusion for 
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those counting measures of rests.  A clearer alternative is to start conducting with small 

gestures on the downbeat of the movement and begin larger gestures with the horn’s 

entrance.  This will enable the ensemble to achieve a full understanding of the exact 

placement of the first measure.  Additionally, I would recommend a slower tempo than 

indicated on the score.  The author suggests a tempo of quarter note equals sixty-four to 

sixty-eight.  This tempo will provide the opportunity for exact rhythmic accuracy in the 

ensemble in sections of articulated subdivision groupings of five, seven, and nine notes in 

a beat.  However, when using this slower tempo, great care must be taken to maintain 

time and not allow the forward motion of the music to become stagnant. 

 The opening of the movement provides a balancing challenge to any conductor.  

The solo French horn must obviously be heard clearly over all other parts.  However the 

difficulty of instrumentation in this area lies with the flutes and clarinets accompanying 

the string bass.  Because of the structural importance of the passacaglia theme in this 

movement, the players should be made aware that they must be able to hear both the solo 

horn and the passacaglia theme.  Asking the third and bass clarinet to slightly increase 

their dynamic marking can help to solve this issue. 

 Another potential problem in the second movement occurs at rehearsal letter F in 

measure 12.  During this section, the principal trombone must be encouraged to take the 

lead through the end of the solo.  A sensitive trombonist may wish to play at a dynamic 

level lower than that of the saxophonist.  This, in addition to spatial placement of the 

trombone within the ensemble can lead to an understated line.  The saxophonist may 

choose either of the passages given; because of the range of both of these lines, the part 

will be heard.  As a result, the trombonist must be encouraged to lead the ensemble while 
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maintaining the cantabile character of the movement.  Reminding the performer that they 

are to play at a soloist’s piano rather than an ensemble player’s piano dynamic during this 

section will be effective in solving this problem. 

 Measure 21 (rehearsal letter G) begins a section in which the character of the 

movement is slowly transformed to a slightly more aggressive nature.  As a result, the 

conductor must be very careful to maintain a strict tempo, directing his attention to the 

horns to help maintain this feeling.  Alerting the ensemble of the new, detached character 

of the horn line will help them become more aware of their proper aural focal point.  

Accordingly, the horns should be reminded to make sure their eighth notes are not too 

short but, rather, detached.  This aggressive character should be maintained through 

measure 32 (rehearsal letter H).  Care should also be taken with the grace notes preceding 

measure 21 in the flutes.  It is the author’s recommendation that these notes be played on 

the second half of beat four in measure 20. 

The next section, measures 27 through 39, begins a slight repose before the 

climax of the movement.  Although the character is much calmer than the preceding 

section, care must be taken to maintain forward momentum.  This can be solved by 

paying special attention to articulations in the French horns, tuba and percussion 

beginning in the measure 34.  Because of the relatively low pitch of these instruments, it 

may be advisable to encourage a more aggressive articulation in these instruments.  

Particular attention must be paid in measure 37 leading to rehearsal letter I at measure 40, 

due to the increase in tension caused by rhythmic activity and increasing dynamics in 

these measures.  Care should be taken to ensure that all performers are absolutely 

accurate with their rhythms in this area.  This becomes a particular issue with percussion.  
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The easiest method to solve their particular difficulty is making the individual 

percussionists aware of each other’s notation.  A complete understanding by the 

performers of how their parts work together should make accuracy more easily attainable. 

 Maintaining a strict tempo in measures 40 through 53 is of the utmost importance.  

Keeping a steady and consistent tempo is the easiest way to provide the ensemble with 

the tools to succeed in this structural area.  Because of the complex subdivisions at 

rehearsal letter J, the conductor must be sure to subdivide internally before this arrival.  

This and a clear preparatory beat before the saxophonist’s next entrance in measure 54 

provide the keys to a successful performance for remainder of the movement. 

 In the Rondo alla Marcia, the conductor must remember that, although the 

movement is much more complex than a typical band march, a march character must be 

maintained.  As a result of this character, strict tempo and accuracy of rhythm must be 

brought to the forefront of focus for the ensemble.  This can be shown by the conductor 

through the use of a very dry ictus, reflecting a crisp style of aggressive articulation.  This 

style must be used from the beginning of the movement and provides the greatest 

assistance for the ensemble.  Further encouraging this character will be a strict 

interpretation of the indicated tempo.  Falling below a rate of two quarter notes per 

second will result in a loss of the decidedly march-like character desired.  Another 

contributing factor to the desired march style is the emphasis of downbeats.  Throughout 

the movement, beat one can be seen as arrival points by the ensemble and should be 

slightly emphasized unless otherwise indicated by the composer.  However, there are 

instances when beat two becomes equally as important as beat one.  One example of this 

occurs in measures 17 through 19 at rehearsal letter A. 
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An additional difficulty in the introduction lies with balance.  In measure 20, the 

trombone must once again be encouraged to come to the fore (see figure 33). 

 
Figure 33:  Trombone, Measures 20-26 

 
Although there is no doubt that the saxophone line carries the majority of the interest in 

these measures, the principal trombone is also essential in carrying the momentum to the 

initial statement of the rondo theme in measure 27. 

 The section beginning at measure 27 (rehearsal letter B) requires the same 

aggressive approach from the conductor.  Also of prime concern is an awareness of 

dynamic contrast that should be reflected in the size and position of the beat pattern.  As 

long as the conductor provides this information to the instrumentalists, the players bear 

the rest of the responsibility for accuracy of rhythm and notes in this area.  Players should 

be encouraged to follow the contour of the melody with their dynamic in all rondo 

themes.  As a result, the downbeat of measure 27 should be slightly softer than that in 

measure 29.  Similarly, the end of the phrase, in measure 30, should match the beginning 

in measure 27.  Special attention should also be paid to the entrances of importance in the 

percussion in this area.  These include the snare drum in measure 30, the xylophone in 

measure 53, the tympani and wood block in measures 70 and 71, and the tympani solo in 

measure 74.  These entrances, along with the other percussion entrances through the 

remainder of the movement are easily missed by performers and are essential to a 

successful performance. 
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The rubato area beginning in measure 215 and lasting through measure 229 is 

another area in which the conductor must have complete control of the ensemble in 

regard to tempo and entrances.  Achieving satisfactory results in these areas first requires 

a complete knowledge of the soloist’s part.  Once the conductor has this in his grasp, 

accurate points of entrance will be given to the ensemble.  Because of the different 

release points in the ensemble, simply showing downbeats is not a viable option for this 

section.  The conductor should beat time through the section, concentrating on keeping 

accuracy with the soloist’s interpretation.  This is best done by meeting before rehearsals 

to learn the soloist’s desired interpretation. 

 No great challenges or particular problem spots arise for the conductor beyond 

this point until measure 303 (rehearsal letter P).  Here, the counterpoint becomes quite 

intricate and the conductor’s efforts are best spent staying with the soloist, maintaining a 

consistent tempo, and cuing individual entrances.  This is not an appropriate time to 

consider interpretive gestures.  Rather, the players will be depending on the conductor 

primarily for rhythmic precision. 

 Similar considerations must be applied to the prestissimo section beginning at 

measure 365 (rehearsal letter R).  Because the saxophonist’s cadenza is relatively long, 

the conductor has an opportunity to think about the proper tempo prior to the ensemble’s 

entrance.  The score does specify a moment to begin conducting near the end of the 

cadenza (see figure 34).  After securing the proper tempo, the conductor must keep that 

tempo in the fore of his mind and strive to maintain it throughout the end of the work.  

Finally, in measure 419, the conductor must take the proper tempo from the soloist after 

the fermata and translate that new, often quicker, tempo to the ensemble (see figure 35). 
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Figure 34:  Saxophone, measures 362-364 

 
Figure 35:  Saxophone, Measures 418-420 

 

GUIDELINES FOR THE SOLOIST 

 As a soloist, there are separate considerations that must be taken for a successful 

performance.  Although the performer is not responsible for the entrances, releases, and 

other aspects of the band’s performance, there are many things that the saxophonist can 

do to help make his vision of the work clear to both the conductor and the ensemble. 

 The first consideration important to the cohesiveness of soloist and ensemble 

occurs in measure 9 and lasts through measure 27 in the first movement.  Although this 

section allows for a great amount of rubato on the performer‘s part, care must be taken to 

allow the ensemble the opportunity to make clear entrances.  As a result, this writer 

suggests observing strict time at least one full beat before each ensemble entrance in this 

section.  Following these suggestions will give the conductor and the ensemble a better 

reference for proper placement of their ensemble statements.  Additionally, I advise a 
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somewhat strict adherence to the printed rhythms.  Despite the fact that there is a great 

amount of opportunity for rubato in this section, the performer must be sure not to stray 

so far away that the rhythm is unidentifiable.  Practicing rubato with a metronome and 

staying accurate with primary beats is a great help in this area. 

 Measure 45 (rehearsal letter C) offers another section of complex rhythmic 

difficulty.  Examination of this section reveals a great deal of rhythmic interaction 

between soloist and ensemble.  For this reason, I suggest performing the rhythms as 

precisely as possible, especially when dealing with compound subdivisions.  This will 

provide the appropriate aural interaction between clarinets, bassoons, and English horn.  

For the same reasons, a similar approach should be taken in the passage beginning at 

measure 58. 

 In the section beginning at measure 53 (rehearsal letter D) the author again 

recommends adherence to printed rhythms.  However, emphasis on the lower notes in 

measure 55 can provide extreme interest.  The chromatic motion from the D on beat one 

to the a on the second half of beat three should be emphasized in this measure. 

 The second movement showcases the soloist’s ability as a lyrical player as well as 

their expertise in the altissimo range of the saxophone.  As a result, the majority of the 

player’s efforts will need to be focused toward sound quality and pitch.  Particular 

attention should be paid to pitch in unison passages with other soloists from the 

ensemble.  These occur between measures 12 and 21 with the principal oboe, clarinet, 

and flute. 

 Following this section there is an area that demands exact rhythmic accuracy.  

This should remain a primary focus of the saxophonist beginning in measure 22.  Strictly 
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obeying the printed rhythms will result in proper interaction between soloist and 

ensemble.  In addition, in measure 35, the soloist must imitate the rhythm first presented 

by the clarinets in the previous measure to present a unified interpretation of this motive.  

Maintaining rhythmic accuracy is eased in this movement by following the previously 

recommended tempo.   

 The climactic area of the movement begins at measure 40 (rehearsal letter I) and 

places a great deal of demand on the performer (see figure 36). 

 
Figure 36:  Saxophone, Measures 39-46 

Because of the extreme altissimo range presented in this section, the soloist must adjust 

his pitch to that of the ensemble.  Considering the fact that the majority of the ensemble is 

playing the same melody as the soloist, that is the easiest method to present a successful 

performance of this climax.  Fortunately, the soloist need not worry about restraining the 

dynamic level.  Because of this, he may wish to ask the ensemble to lower its dynamic 

slightly and focus their efforts on consistent pitch. 

 Following the climax, there is a delicate section that demands accuracy of 

articulation from both the soloist and the ensemble.  To encourage accuracy, the 

saxophonist must prepare these entrances for the conductor with clear breaths and slight 
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cues from body motion on note changes.  These instances occur in measures 54, 55, 59, 

and 60. 

 For the rest of the movement, the primary concern of the soloist should be 

balance.  The primary voice must be maintained without overpowering the delicate 

instrumentation of the ensemble.  As long as the soloist is aware of the other members in 

the ensemble and is actively listening during the end of the movement, this should be a 

relatively simple task.   

 Other than the difficult technical demands, the last movement provides relatively 

few instances where the onus falls on the performer to lead pace or delineate attack 

points.  Dahl’s markings are quite clear in this movement and should be strictly 

interpreted.  Additionally, soloists should follow the contour of lines letting the melody 

take shape through the compositional process rather than through random interpretation.  

As long as the tempo is steady and the rhythms are accurate, most of the responsibility in 

this movement will fall on the shoulders of the conductor.   

 There are a few sections where the soloist will be required to take charge of the 

situation.  The first of these occurs in the section beginning at rehearsal letter L.  

Beginning in measure 215, the soloist is given room to use rubato but still must maintain 

a semblance of meter to assist the conductor with ensemble cues.  As in the first 

movement, I recommend using strict tempi at specific times.  These are:  measures 216, 

218, 222 on beat two, and 223 on the downbeat.  Although the wind orchestra score 

shows an “a tempo” at measure 222, Pittel’s edition indicates the “a tempo” three 

measures later.  It is the author’s opinion that, because of the entrances of the ensemble, 

the notation in the edition for wind orchestra should be followed. 
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Additional care for rhythmic accuracy should be paid in the saxophonist’s 

cadenza.  Although the cadenza presents great opportunity for rubato, a performer should 

also maintain a steady sense of tempo throughout.  When rubato is to be used, it should 

occur when rhythmic patterns change, thus creating a sense of phrasing through the area.  

This occurs in the ninth, fourteenth, and twenty-second measures of the cadenza. 

 The last two considerations for cohesiveness between soloist and ensemble occur 

after the cadenza.  In particular, it is crucial that the soloist be prepared to play the coda at 

a variety of tempi, since the conductor has control of setting the tempo for this section.  

Preparation for several different tempi is a wiser musical decision than trying to change 

the tempo after it has been set.  Finally, there is a fermata in measure418 (see figure 37).  

Here, the soloist must prepare the conductor for the following tempo and the placement 

of the entrance by giving a clear breath and a small cue. 

 

Figure 37:  Saxophone, Measures 418-420 

 It is obvious that the primary concern of both soloists and conductors when 

rehearsing Dahl’s concerto should be making areas of synchronicity absolutely clear.  

While the responsibility for these areas shifts, there is no doubt that both performers need 

to be absolutely clear when they are taking the lead role.  Following the above guidelines 

will help create a clearer line of communication between conductor and saxophonist and 

should result in a more efficient rehearsal process. 
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CHAPTER 9:  CONCLUSION 

 Although there are many extant papers dealing with Dahl’s Concerto for Alto 

Saxophone and Wind Orchestra, this document has addressed an aspect of the work not 

previously discussed in publication.  The result is a new area of research that can enable 

future performers to gain a greater understanding of the work. 

 Through analysis, this dissertation has shown the harmonic structure of the 

concerto and has addressed formal design for the three movements and the work as a 

whole.  Examining the concepts presented in this discussion will enable saxophonists and 

conductors to approach the work with a greater understanding of its construction, 

resulting in more refined and better developed performance.  With the knowledge of 

harmonic implications of structural areas and thematic materials, performers will be able 

to direct their efforts toward a musical approach that helps to highlight the concepts 

discussed.  Furthermore, a better understanding of compositional techniques employed by 

Dahl will enable musicians to gain a better understanding of the relationships between 

gestures within the concerto. 

 Additionally, after investigating the concepts presented in this document, 

saxophonists and conductors will have a better understanding of the particular challenges 

the concerto creates for each performer.  Because rehearsal concerns are discussed in this 

dissertation, the reader gains a better understanding of difficulties that can be expected 

upon beginning rehearsals in preparation for performance.  Addressing these issues 

discussed in the rehearsal chapter will develop in a more efficient rehearsal technique and 

more efficient management of rehearsal time.  As a result, the conductor will be better 

able to communicate with both the soloist and the ensemble and the soloist will gain a 
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better understanding of the saxophonist’s role as both leader and follower throughout the 

work. 

 Ingolf Dahl’s saxophone concerto remains an important part of the standard 

repertoire for both the saxophonist and the conductor.  This document helps to further 

develop a greater understanding of the work among performers from different disciplines.  

By applying the concepts discussed in this analysis, it is hoped that those involved in 

performances of Dahl’s concerto, a work of serious artistic merit,  will be able to give the 

work the attention it deserves. 
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