
Abstract

This study analyzed Alexander Glazunov’s Concerto in E-flat Major for Alto Sax-
ophone and String Orchestra Op. 109 written by the virtuoso saxophonist Sigurd 
M. Rascher to guide intermediate music saxophone students and teachers on the 

historical details and structures of the piece for better teaching. It includes a discussion 
of the circumstances leading to its composition, while it shows a general but compre-
hensive analysis of the romantic distinctive style in which the concerto was written in-
cluding the form, the main melodic themes, harmonic associations, and the relation of 
all this information with its pedagogical counterpart and useful strategies for teachers 
and students in saxophone intermediate level. The piece was analyzed using decon-
struction and evaluation analysis. The process of deconstruction involves the identifi-
cation of all musical elements (pitch, rhythm, timbre, etc) and how they have been used 
by the composer; as well as distinct compositional devices (randomness, serialism, 
neoclassicism, sequence, etc.) used by the composer and by the traditions developed at 
that moment. The evaluation led to the creation of intelligent judgment about how the 
elements and information found in the deconstruction relate to the broader elements 
such as the compositional context, the genre and the properties of this work to be used 
in a pedagogical setting. Breaking the piece down into simpler and smaller parts is nec-
essary for music to become accessible to analysis. This paper shows the importance of 
structural analysis on approaching the Glazunov’s Saxophone Concerto, determining 
meaningful information around the composition, and giving the possibilities to create 
a precise interpretation. This study will help reinvigorate this well-established work 
while providing a single, comprehensive source. 
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The Concerto in E flat Major for Alto Saxophone 
and String Orchestra, Op.109 by Alexander Glazu-
nov is one of the most significant works within the 
saxophone soloist and orchestra literature (Mick-
el, 2011). It is a staple for every classical saxo-
phonist not only for its historical style characteris-
tics but also for being technical and interpretative 
standards, Mickel explained. 
 However, because of its importance and 
actual considerations, this concerto becamea chal-
lenge to the researcher, who is a performer and a 

saxophone pedagogue, to understand and use the 
most efficient strategies in the assembling, teach-
ing, and preparation for the performance processes 
of this piece. The analysis will show comprehen-
sive information about the Glazunov’s concerto, 
its background, style, form, harmonic structure, 
etc. and its relation with the pedagogical strate-
gies or plans that a music teacher, who is in the 
intermediate level, can use. 
 There are only few available works that 
show about the structural analysis of the Concerto 
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in E flat Major for Alto Saxophone and String Or-
chestra, Op.109 by Alexander Glazunov. Exam-
ples are “A comparative examination of the pub-
lished editions of Alexander Glazunov’s Concerto 
in E-flat major for Alto saxophone and string or-
chestra, op. 109” by Mickel (2011) and “A Struc-
tural Analysis of the Concerto for Alto Saxophone 
and String Orchestra in E-flat Major, Opus 109 
by Alexander Glazunov, With Suggested Perfor-
mance Application” by Duke (1981).  However, 
as the actual significance of this concerto is high, 
the strategies that these former studies introduced 
were less effective in teaching saxophone students 
because it does not include much about the peda-
gogical and stylistic aspects of the piece; instead, 
it focused more on the structural aspects of  anal-
ysis.

Research Questions
 The following are the research questions 
addressed in this study.
1.  What are the important musical elements of 

Glazunov’s Concerto in E-flat major that sax-
ophone teachers should discuss and analyze 
pedagogically?

2.  What are Glazunov’s piece context, genre, and 
style that need to be understood by intermedi-
ate saxophone students to interpret the music 
well? 

3. What are the general teaching strategies that 
saxophone teachers in intermediate level can 
use to study the Glazunov’s concerto?

 This structural analysis will provide  both 
the interpreter and the teacher brief but clear and 
meaningful information about the Concerto in E 
flat Major for Alto Saxophone and String Orches-
tra, Op.109 by Alexander Glazunov by understand-
ing underlying structures of the piece it can help 
performers in several ways such as understanding 
how the underlying phrase structures work, how 
complete and incomplete structures can be joined 
and possibly understanding how feelings of ex-
pectation and realization, tension and resolution 
can be created in music. Understanding how this 
process works it can help with the expression of 
the music. Understanding the structure of music 
from different periods is an important skill for 

composers. The composers do need to understand 
how music is structured in order to create music 
with continuity, movement, and shape for both the 
teacher and the students.
 This research paper will help teachers and 
performers in different ways; “meeting” the piece, 
knowing the closest background and its relation 
with the piece itself in order to comprehend the 
elements rounding and composing of the Concer-
to; taking decisions, choosing the pedagogical or 
study strategies to approach specific sections of 
the Concerto; although this is not an interpretative 
analysis, the study will help indirectly build an ac-
curate musical interpretative idea.
 This study includes the saxophone’s in-
termediate level students and teachers who are 
planning to study, teach or are already working 
with the Concerto in E flat Major for Alto Saxo-
phone and String Orchestra, Op.109 by Alexander 
Glazunov. This study is not limited to a specific 
geographical location since the Concerto is world-
wide known and a standard for Alto Saxophone. 
The analysis of the Glazunov’s Concerto for Alto 
Saxophone presented in this study is limited to the 
musical structural area only; it will not embrace 
details of the interpretative aspect for reasons of 
the short time available to conduct this study, and 
understanding that the interpretation of a musical 
piece is the consequence of the previous analysis 
and understanding of it.

Methodology
 In this study, several methodologies were 
used.  For the historical background, a review of 
available related literature about the composer, his 
style, and the circumstances of the composition it-
self was done. Deconstructive analysis was used 
in order to identify musical elements and compo-
sitional devices. Deconstruction often becomes a 
new interpretation-model to a musical piece.
 After the discussion of the historical 
background of this work, the author included a 
structural analysis of one published edition of this 
Concerto, the Alphonse Leduc edition and its re-
duction for piano, in order to determine formal, 
harmonic, melodic, and technical elements of the 
piece. 
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 The traditional method of music analy-
sis was used because it provides the best results 
when getting involved with the general theoreti-
cal aspects of a piece of music. This generality is 
particularly important when introducing a piece, 
or when scratching the surfaces of a work of art 
(Cook,1992).

Stylistic Analysis
 As it was mentioned before, Glazun-
ov was part of a non-nationalistic movement 
during the Romantic period, an era of contrast 
and antithesis not only between generations or 
among different composers living at the same 
time, but even within the works of individual 
composers. Romantic writers and artists were 
individualist but there are some discernible ten-
dencies common to musical Romanticism that 
separates this movement from classic or modern 
musical styles. Based on the article of Pierce 
(2013), faculty of the Eastern Michigan Uni-
versity, and the well-known book Music in the 
Romantic Era by Einstein (1947), the following 
are the major musical characteristics of the ro-
mantic era. 
 Melody. As in the classical period, most 
Romantic melody is dominated by phrases. The 
prevalent texture is “melody with accompani-
ment”. In contrast with the classical melodies, 
Romantic melodies have longer lines, tending to 
increase in length. Wide leaps are used for ex-
pressive purposes, often leaps of sixths, sevenths, 
diminished or augmented intervals; this tendency 
becomes exaggerated in late-Romantic compos-
ers. The tendency is toward increasing the me-
lodic range. Non-stanzaic melodies with loosely 
related phrases. Instrumental color is often closely 
related with Romantic melodies. 
 Rhythm. The chief elements that separate 
Romantic from classical treatments of rhythm are 
freedom and flexibility.  There are three types of 
cross-rhythms used in the romantic period: duplets 
against triplets, irregular group of notes against 
the steady beat and the intersection of two or more 
rhythmic planes. Irregular and complex meters are 
sometime present in Romantic music. Rhythmic 
complications: permutations of compound meters, 
half note triplets in 4/4 meter, constantly shifting 

meters. They close interpenetration of dance and 
art music. 
 Expression. Tempo and other expression 
markings increase in complexity and verbosity 
(clusters of modifying adverbs) expanded dynam-
ics (use of ppppp to ffff  by the end of the 19th 
century). 
 Harmony. The use of dissonance for col-
or is not common “classical” dissonances (e.g. 
dominant or diminished sevenths) treated as con-
sonances which  are steadily rising “dissonance 
threshold” throughout the 19th century. Dimin-
ished seventh is used as avehicle for new mod-
ulations. Chromatically altered chords, harmony 
in this era is expanded tertian  with increasing 
freedom in the part of writing with  enharmon-
ic resolutions (contextual harmony). Lastly, it is 
characterized by unstable harmonic rhythm.
 Tonality. As to the expansion of tonality, 
there are no key limitations. The use of 12  chro-
matic keys (rather than 24 diatonic majors and 
minors) was preferred and minor mode was pop-
ular. F# minor is sometimes called “the Romantic 
key”, especially in piano music. Tonicization by 
implication (e.g., reinforcing the dominant quality 
of the dominant) was used defining a key not by 
explicitly stating and emphasizing its tonic. Freer 
treatment of modulation using “non-functional” 
harmony where there is  no totally defined key. 
Unrelated keys were used with  continuing “dis-
solution of tonality”, a concept totally developed 
in the 20th century (Duke, 1981). 
 Sonority. Euphony issweet and pleasing 
sound attained by thefullness of sound, e.g., oc-
tave doublings and fuller chords such as in  rich 
media like male chorus, string quintet, and Wag-
nerian brass. Pedal on the pianoforte is sustained. 
The colorexploitation of instrumental and vocal 
timbres include technological improvements in 
instruments, extended and expanded ranges and 
sections of strings, winds, pianoforte (e.g., Bösen-
dorfer “Imperial Concert Grand”), and the larger 
orchestra. There is a greater variety of styles of 
playing and singing during this period.
 Themes. The themes during the Roman-
tic era talked  about different characteristics like 
individualism, intensity of feeling., gloomy tone, 
fantasy and supernatural/magic, irrationalism, 
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escape, dreams, nature, rebellion, revolution, na-
tionalism, folk music. Poetry, youthfulness, long-
ing (yearning, passion), intoxication (overcome 
with emotion), music which could express what 
words could not (absolute music) and virtuosity 
(esp. violin and piano) were the themes of this era.

Distinctive stylistic features include:
• instrumentation, organology, orchestra-

tion
• performance space, environment, acous-

tics
• tuning, temperament, scale, mode, pitch 

inflection
• timbre, tone production
• performance mannerisms, articulation, 

idioms
• rhythmic language, tempo
• embellishment, ornamentation
• text, poetry, lyrics, words
• form, structure
• function, purpose, ritual, context
• ostinatos, vamps
• harmonic language
• cadences, phrasing
• any other element

Formal and Thematic Analysis 
 Bonner (2013) explains that the concer-
to, like any other viable musical form, changed 
to reflect changing tastes over time. In the early 
decades of the 19th century, musical audiences 
seemed increasingly to seek sensational display, 
and composers looked for ways to satisfy their de-
mands. This tendency was particularly noticeable 
in works intended for performance in the larger 
concert halls which were also an early 19th cen-
tury response to the growing middle class demand 
for concerts. 
 An increased preoccupation with the in-
dividual and their emotional sensibilities was at 
the heart of the Romantic Movement. Following 
Beethoven’s lead, composers introduced the hero-
ic figure at the outset of the work, thereby clearly 

identifying the musician in charge. Many compos-
ers eventually discarded the old ritornello form, 
relying instead on a loose sonata-allegro for first 
movements in which the soloists played virtually 
throughout. The solo instrument both presented 
thematic material and played virtuoso figuration 
while accompanying the orchestra during its pre-
sentation of thematic material. The old tension 
between orchestra and soloist was replaced by 
a nearly continuous use of a brilliant solo part 
set against a generally subdued orchestra. Slow 
movements, inherently poorly suited vehicles for 
virtuoso display, tended to be short, viewed sim-
ply as introductions to the very fast and highly vir-
tuosic finales.
 
The Glazunov’s Concerto 
 It is a structurally breakdown according 
to Glazunov himself, taken from a letter he wrote 
to Maximilian Steinberg. Although the Concerto 
is in one movement, it comprises three major sec-
tions. 
 First movement. The opening tempo is 
often played more slowly than marked. Mm. 27-
36 are often played with a great deal of flexibility; 
it is not unusual for mm. 33-36 to be taken more 
slowly as the solo saxophone and a single viola 
exchange the melody. 
 Second movement. The Andante and Più 
mosso allegretto both are subjected to a wide vari-
ety of tempos. 
 Third movement. The Allegro fugue 
subject is often taken at a faster tempo than indi-
cated. The Poco più sostenuto, in which a theme 
from the first movement is restated. with the origi-
nal tempo marking, is also often played faster than 
indicated.
 Sigurd Rascher explains that although the 
work is in one movement, it possesses three inde-
pendent parts, following the traditional concerto 
model (Mickel,  2011).  
 A brief map of the Concerto’s form is pre-
sented, specifying the length of each part by the 
rehearsal marking on the score.
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Table 1
Alexander Glazunov, Concerto in E-flat Major for Alto Saxophone (Piano Reduction), Op. 109, Da 
Capo to Finale: Map of the Form

Part Location

M
O

V
EM

EN
T

SECTION ONE

Introductory Statement Da capo
A: 1st statement Number 1
a: imitation Number 3
B: 2nd statement Number 5
b: imitation Number 7
Introductory Statement and transition Number 9 & 10
C: 1st statement Number 11 c
c: “rhapsodic” imitation 5th measure of 13

SECTION TWO

D: 2nd statement Number 17
d: “rhapsodic” imitation 4th measure of 19
CADENZA 9th measure of 21
Transition Number 22
Fughetta Number 24
Recapitulations of “A” Number 27
Recapitulation of Fughetta Number 31

SECTION THREE

Recapitulation of “a” Number 33
Recapitulation of Fughetta Number 35
Recapitulation of “B” Number 37
Recapitulation of “b” 3th measure of 39
CODA – “A”, “B”, “b”, “c”, “A”, “c”. Number 41 to 55

Structural Analysis
The structural breakdown according to Glazunov himself, taken from a letter he wrote to Maximilian 
Steinberg:

• Exposition: Allegro Moderato, in 4/4, ending in G minor
• Development (brief)
• Transition: Andante (C flat major; sometimes B major), in 3/4, leading into a small cadenza
• Conclusion: Fugato (C minor), in 12/8

The above forms occur again before leading to the coda (E flat major). 

 A more descriptive map of the Glazunov’s concerto structure is presented below. It is important 
to consider that this description does not specify all the details asit just generally approaches the form.
 Exposition. Allegro Moderato, in 4/4.The broad, brooding, majestic theme of the introduction 
gives way to a variant in the saxophone’s exposition that is modified even further in the second state-
ment of this initial theme.
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Figure 1. Alexander Glazunov’s Concerto in E-flat Major for Alto Saxophone (Piano Reduction), Op. 
109, Da Capo & Number 9: Theme in the introduction and its repetition is evident here.

 Glazunov tricks people  into thinking that they  are hearing a genuine sonata form structure, 
when in reality they are presented with an exposition, and two two-part melodic statements, that have 
the second half of each serving as a modified development of the first half.

Figure 2. Alexander Glazunov, Concerto in E-flat Major for Alto Saxophone (Piano Reduction), Op. 
109, Number 1 & Number 5: Melodic statements of the first section: A-B.

 There is no real development as such in this section, making the term “concerto” somewhat on 
an affectation. It is more sophisticated than a normal concerto if it is  analyzed carefully.

 Development and transition: Andante (C flat major; sometimes B major), in 3/4. The 
second section imitates the first with an introduction (See figure 1) that is not only a variant of the first 
section, but also a transition of the first theme of the “slow” section, in C-flat. 
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Figure 3. Alexander Glazunov, Concerto in E-flat Major for Alto Saxophone (Piano Reduction), Op. 
109, 4 measures before Number 11: Transition for the C-flat statement.

 This section also has two main thematic statements, but the second half of each in this case is 
more flowing and rhapsodic in style, thought as Glazunov would  develop these motives later on in a 
very subtle manner.

Figure 4. Alexander Glazunov, Concerto in E-flat Major for Alto Saxophone (Piano Reduc-
tion),Op.109, Number 11 & Number 17: Main statements of the second section: A-B

At the end of this section, there is an extended cadenza. Glazunov again utilized the concerto form 
while using it in a different manner for his own purposes.

Figure 5. Alexander Glazunov, Concerto in E-flat Major for Alto Saxophone and String Orchestra, 
Op. 109, 9 measures after Number 21: Main statement of the Cadenza



Journal of Education, Psychology, and Humanities (JEPH) Volume 1 Issue 1  |  June 2018

Concerto in E Flat Major for Alto Saxophone and String Orchestra Opus 109
by Alexander Glazunov: A Structural Analysis for Teaching Intermediate Level 143

 At the end of the cadenza, a fourteen-measure transition appears that steals its theme from the 
bass accompaniment of the second half of the second theme in Section I. Glazunov literally draws his 
ideas from the smallest of musical materials.

Figure 6. Alexander Glazunov, Concerto in E-flat Major for Alto Saxophone (Piano Reduction), Op. 
109, Number 22: Transition statement after the cadenza

 Conclusion. Fugato. (C minor), in 12/8. The famous fughetta (because for many years it 
was imagined that Glazunov left off work here) explodes the initial statement so that the composer 
has people thinking they are in for some kind of enormous fugal episode. But his real motive is to 
familiarize them with the insistent triplet-loaded twelve/eight meter that he will ingeniously use to pit 
twos against threes in a very Brahmsian topsy-turvy rhythm.

Figure 7. Alexander Glazunov, Concerto in E-flat Major for Alto Saxophone (Piano Reduction), Op. 
109, Number 24: Section III and its “fughetta”.

 Glazunov again imitates the first movement’s A-a B-b structure, each theme being a variant on 
its corresponding theme in the first section, moving into an extended coda that recapitulates many of 
the motives in a shifting cornucopia of melodic invention. 
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Figure 8. Alexander Glazunov, Concerto in E-flat Major for Alto Saxophone (Piano Reduction), Op. 
109, Number 27, 33, 37, 39, 41, above: Section III and its recapitulations.

By any measure, this work is a fluid, dynamically integrated list of ideas that constitute a unified whole, 
and proves that Glazunov, for all of his staid traditionalism, still had a very creative way of looking at 
things, even near the end of his life.

Harmonic Analysis
 This part proves the “Alfred Einstein” impressions of harmony during the romantic era; those 
were mentioned in the “stylistic” analysis. The statement is presented followed by the evidence on the 
score.
 The use of dissonance for color. This is a very common harmonic feature of Glazunov’s 
Concerto, and his balance between traditionalistic and new harmonic forms allows him to greatly use 
dissonances for embellishment.

Figure  9. Alexander Glazunov, Concerto in E-flat Major for Alto Saxophone (Piano Reduction), Op. 
109, 3 measures before Number 14: Dissonance for color.



Journal of Education, Psychology, and Humanities (JEPH) Volume 1 Issue 1  |  June 2018

Concerto in E Flat Major for Alto Saxophone and String Orchestra Opus 109
by Alexander Glazunov: A Structural Analysis for Teaching Intermediate Level 145

 It is not common “classical” dissonances treated as consonances. In this example, the dominant 
and diminished sevenths are used with naturalist mode.

Figure 10. Alexander Glazunov, Concerto in E-flat Major for Alto Saxophone (Piano Reduction), Op. 
109, Number 31: Dissonance for color.

 Steadily rising dissonance threshold” throughout the 19th century, . Glazunov often uses dis-
sonance but with a careful and perfect treatment, it increases when the piece gets more expressive.
Diminished seventh is used as vehicle for new modulations. In the example, it is appreciable that the 
diminished seventh, on the chords G9 is creating a new harmonic center around the G as a dominant to 
end in a Cm which becomes the new mode.

Figure 11. Alexander Glazunov, Concerto in E-flat Major for Alto Saxophone (Piano Reduction), Op. 
109, Number 23: Modulation using the diminished seventh

 Chromatically altered chords. In the following example, there is a complete harmonic pro-
gression that has been chromatically altered, not only in its functions but in its sonority. The IIb, VIb, 
the 9b chords and half-diminished seventh of the F diminished chord, are clear evidence of chromatic 
alteration.

Figure 12. Alexander Glazunov, Concerto in E-flat Major for Alto Saxophone (Piano Reduction), Op. 
109, Number 34: Chromatic chords.

 An expanded tertian harmony is shown here. Einstein (1947) commented that “higher dis-
cords” is a late-romantic term and resulted from building chords upward by thirds. During the early 
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Romantic period, the upper level was the minor or major ninth, but later Romantic composers built their 
chords farther upward. In the segment, there is a Bb expanded to an eleventh minor.

Figure 13. Alexander Glazunov, Concerto in E-flat Major for Alto Saxophone (Piano Reduction), Op. 
109, 2 measures before Number 36: Expansion of chords.

Increasing freedom in the part of writing. This is just a fragment in representation of the vast evidence 
of freedom on the saxophone part. The running notes, exploration of intervals, and different rhythmic 
patterns confirm this idea.

Figure 14. Alexander Glazunov, Concerto in E-flat Major for Alto Saxophone (Piano Reduction), Op. 
109, 4 measures before Number 44: Freedom in the Saxophone part.

 Enharmonic resolutions (contextual - functional harmony). This edition and reduction for pia-
no shows a very cautious handling of the chromatic progressions resolution. The Cb7 does not solve to 
a Fb because of the following progressions, if it continues using “flats”, the A would become an Bbb, 
so the functionality and/or context of the harmonic progression is kept.

Figure 15.  Alexander Glazunov, Concerto in E-flat Major for Alto Saxophone (Piano Reduction), Op. 
109, 2nd measure of Number 47: Enharmonic resolutions

 Unstable harmonic rhythm. During the romantic period, a slow harmonic rhythm was often 
used to create an atmosphere of repose. The following fragments here express an opposite idea, it is fast 
and dense.
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Figure 16. Alexander Glazunov, Concerto in E-flat Major for Alto Saxophone (Piano Reduction), Op. 
109, Number 46: Harmonic rhythm.

Pedagogical Discussion
 After presenting the analysis of the Glazunov Concerto for Alto Saxophone and founding  valu-
able information and base-material to fundamentals, it is time to propose a general strategy on teaching 
this master piece, although the possibilities of improving and expanding these statements are expected 
and well received. The parts of the structural analysis are discussed from a pedagogical view. It is 
always important to consolidate clear information about the elements that round the composer’s life, 
composition’s conditions and the some more facts, right after choosing a musical piece and before con-
centrating on studying its musical elements. These elements apparently are more obvious but should be 
observed carefully because from them the first conclusions that influence in the reading and interpreta-
tion of the piece are obtained. According to Sobchenko (1997), the title is in fact the first informative 
point; in this case, it refers to a large composition for soloist and accompaniment: “Concerto”. The 
author has citizenship and makes the composition in a specific historic period, with a standard style and 
a particular personality. It is important to look into the most material as possible about the composer, 
his life, specific composition, and style. 
 In the case of the Glazunov’s Concerto for Alto Saxophone, these are statements to highlight: 
even if Glazunov was a great composer since young, he was not known as it. He was born in Russia 
and grew up in a family of artists, studying piano and composition. His first and great teacher was 
Rimsky-Korsakov. He was professor and head of the St, Petersburg Conservatory and also a conductor. 
For political and ideological reasons, he moved to France until the end of his life, but did artistic tours 
around Europe and USA. He was motivated to compose for the saxophone after being influenced by its 
French and jazzy sound. He got several illnesses on his adult age that made him unproductive. A quartet 
for saxophones was composed before the concerto, and it was Rascher, one of the saxophonists of the 
quartet who requested the composition. Rascher and the famous Mule played it during the premier in 
Sweden and Paris, respectively. 
 Additional conclusions from Glazunov’s Concerto for Alto Saxophone’s historical analysis 
would be the representation of the pure Russian culture with European and American influences. It was 
composed on the last days of a tired, sick, but honorable and still capable composer. It was composed 
for high class saxophonist, an act that makes it very elaborated according to Calvocoressi and Abraham 
(1936). The researcher analyzed the Concerto stylistically.
 The stylistic analysis provides a closer view of the piece and the meeting with the musical 
elements, in this point, before playing the first notes of the piece, is possible to find significant data 
which could influence on the course of approaching the piece and interpreting it. Glazunov is part of 
a non-nationalistic movement which means that the Russian character is naturally part of his compo-
sitions but he did not defend any of the nationalistic movements strongly developed in Russia, in fact, 
this is an important statement that proves his unique style and ideological mentality that allows him 
to be influenced by the western sonority and innovation (Calvocoressi & Abraham, 1936). Glazunov 
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represents the romantic period by heritage, tradi-
tionally treatment of orchestration but consent to 
a significant unique mixture of new components, 
even though there are fundamentals to keep in 
mind when approaching the piece. Glazunov’s 
music is marked by a rhapsodic flow, which plac-
es him in the Romantic school. He retained to the 
end of his life aesthetic principles acquired be-
fore 1900 to create richly colorful works and is 
generally acknowledged to have been one of the 
greatest masters of counterpoint among Russian 
composers. The overall texture of the Concerto is 
often imitative, with frequent use of pedalpoint to 
create a thick accompaniment. When not imita-
tive, motion is usually contrary. Unison textures 
occur only at the beginning and end of the work 
and at the introduction of the middle movement. 
The frequent use of cross-rhythms also contrib-
utes eighth-notes to the thick texture, especially 
when heard against triplets. The uses of hemiolas 
and of accents on the weak beats of the measure 
are also characteristic rhythmic devices found 
in the Concerto. There is a feeling of increasing 
chromaticism in each movement, and especially 
in the last. Glazunov employs a rich tonal palette 
in the traditional sense with numerous passing and 
neighboring chords; the sequentially descending 
series of deceptive cadences. Glazunov’s Saxo-
phone Concerto is written in a nineteenth-centu-
ry style and therefore contains frequent changes 
of tempo. The first movement has four tempo 
markings, the second has thirteen, and the third 
has twelve, not to mention numerous indications 
of stringendo, allargando, accelerando, etc. Still, 
each movement contains passages of a minimum 
of 30 seconds in length, which can be used to de-
termine metronomic tempos.  At this point, the 
style and the approach of the musical elements 
meet and make a clear fusion.(Liley, 1994).  The 
following are the important elements of music 
that the researcher wants to discuss pedagogically 
with the intermediate students: 
 Melody. Since romantic standards pro-
pose that the melody should be dominated by 
phrases, the prevalent texture of this concerto is 
“melody with accompaniment” which means that 
the saxophone leads out the majority of the mel-
odies, so “by phrases” is a mode of studying the 

piece; it is to facilitate its memorization; mean-
while, the phrases have longer than classical lines, 
and develop the expressivity, meaning (instru-
mental color) that characterizes romantic music. 
 The big leaps are used for expressive pur-
poses, sixth, sevenths, diminished or augmented 
intervals should be approached carefully (soft 
but firm articulation) and follow the sense of the 
phrase and expression (phrasing marks, dynamic 
variation). A complete phrasing analysis should be 
made while studying the piece. 
 Rhythm. The treatment of the rhythm 
in the romantic period is free and flexible, even 
though the Glazunov’s did not use complex meters 
for his Saxophone Concerto, just “easy” rhyth-
mic complications on the meter and some cross 
rhythms especially at the third section of the con-
certo where the 12/8 meter proposes a natural trip-
lets beat but it is usually mixed with the 4/4 meter. 
These sections must be “run” in a very steady beat 
to understand its permutations, and also including 
the accompaniment to feel the cross-rhythm effect 
of the two parts. To develop flexibility and later 
expressivity on the complex rhythmic patterns, 
the foundation must be in the “steady beat”, or 
“perfect value” exercises. The parts to consider 
and work on the rhythmic principles mentioned 
before are: rehearsal marks number: 5, 7, 8, 14, 
20, 24, 37, 43, 50, 51 and 52. 
 Expression. The technical term of ex-
pression refers to the different markings found 
on the piece: tempo markings, tempo variations, 
dynamics, and dynamic variations. For the roman-
tic compositions, these expression marks increase 
in complexity and range; this means that the ex-
pression is a major element to consider while ap-
proaching the piece. The variations of expression 
should be taken in an amplified manner; in other 
words, the expression marks should be exaggerat-
ed and totally be based on the external feelings or 
emotional statements but always maintaining the 
natural flow of the phrase. For example, the “p” 
mark at the beginning of the solo part should not 
be too soft, since it is the start of the main theme. 
The “allegros” should be taken in a very happily 
and evident speed (domain).
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 Harmony. The romantic period harmony 
is related with the start of chromatic harmony and 
its natural use: dissonances add color, modulations 
are led by diminished intervals, the progressions 
are chromatically altered, and the intensity of 
changing chords is not stable. All these elements 
mentioned before make the harmony unique in the 
romantic period and Glazunov certainly uses all of 
that in a very intelligent style. In fact, this increas-
es the freedom of the saxophone solo. The parts at 
this point should be determined by the tonal cen-
ters or keys and studied in that sense of unity, very 
consciously and focus on leading the phrases to 
the harmonic transitions and different keys. When 
chromatic transitions are widely used, consider 
the fact that every dissonance is used for color 
and there is a consonance coming up next. It is 
not about caring less of the dissonances/chromatic 
passages, or emphasizing the consonances.  It is 
about conducting the melody, which is absolutely 
representing a harmonic progression, through the 
tension passages to the resolution of phrases. 
 Form. The understanding of the form 
is one of the ultimate aims to work in because it 
is the base, the skeleton, of the composition and 
the structure of the interpretation. It is singular-
ly the pattern that guides from the beginning to 
an ending. The Glazunov’s concerto certainly has 
a non-common structure. The romantic concer-
to keeps the three movement’s structure that its 
antecessor periods have developed, but Glazu-
nov made one movement-concerto and divided 
it into three sections.  Once again, he  applied a 
very smart balance between the new and the old 
“school”. The Glazunov’s Concerto has an expo-
sition (A,a, B,b), development/transition (C, c, 
D, d) and the conclusion (A, a, B, b, and a coda 
that recapitulates the main themes). This structure 
must be approached and developed to the point 
of bringing about its phrases, parts, sections, and 
finally the complete concerto as one individual 
piece of music.

Conclusions and Recommendations
 Glazunov’s Concerto for Alto Saxophone 
and String Orchestra is one of the most important 
works in the saxophone repertoire; it is frequently 
performed and is a standard requirement in sax-

ophone curricula around the world. The material 
contained in this research will provide saxophon-
ists with a single source which addresses the fol-
lowing: the circumstances relating to the genesis 
of Glazunov’s work, a brief but clear structural 
analysis, including the stylistic, formal, thematic, 
harmonic, and a discussion of pedagogic strate-
gies for teaching. The chapter containing the his-
tory of the Concerto provides an account of the 
composition of Glazunov’s work. Furthermore, 
the structural analysis provides saxophone teach-
ers and interpreters the opportunity to carefully 
examine the stylistic, harmonic, melodic and for-
mal aspects to highly improve their perception of 
the Concerto.
 In addition, pedagogical discussion of 
the historic implications, stylistic characteristics 
and the piece application for the melodic, rhyth-
mic, expressive, harmonic and formal aspects can 
make a huge difference in an intermediate saxo-
phone students’ interpretation. 
A stylistic analysis is important for the study of 
a musical piece because it provides information 
about the composition and the aspects that direct-
ly affect the piece; it gives the motivation, inter-
est, and the possibilities to teachers and students 
to clear information and create an accurate inter-
pretation of the music. Saxophone teachers, saxo-
phone intermediate students and further research-
ers will benefit from this research because it is 
currently one of the few available sources which 
provide brief and detailed information, regarding 
the different aspects of this very important saxo-
phone concerto. 
 For future study, a more detailed output 
is recommended to follow this paper, one that can 
propose specific pedagogical strategies for teach-
ing the complete Glazunov’s Saxophone Concer-
to, since this paper is focused more on the gener-
alities of the Concerto. 
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