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I duplicated this page to look at the construction of your ensemble. In my composition philosophy, the
harmonic series dictates all, especially the make up of ensemble music. Looking at your score, there is a lot
going on in the Tenor-Soprano range and there is no Bass support. This makeup will make the music sound
thin as you are losing out on the low very rich and stabilizing overtones. There is also a risk that the oboe
decoration will crash and fight the melody. Since the oboe is the only one playing, it may get lost in the
ﬁtexture as four instrument groups are playing the melody over it. If you want each to be heard clearly, then
— leave space in the register, or octave, so each idea is not overlapping or crashing into each other. If you want
rich sounds, then fill out the harmonic series using the bass instruments.
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NOTES:

I am writing this after I got to a few pages into the piano part. I decided to spend the
week of July 2oth to work on these annotations. Now, after taking three days to look over the
first movement, I have reached a point where it is clear to me that the first movement has good
ideas, but is limited or ineffective in execution. These written comments are here to serve as
longer format of my thoughts:

First and foremost in engraving. I have briefly looked at the second and third movements
by the time I have written this, and as I have seen in the first movement, you have various
engraving mistakes from duplicate terms, redundant information, missing dynamics, misplaced
dynamics, etc. To add, key performance information like slurs/phrase marks are missing. Slurs
help strings with bowing and pianists for phrase understanding and wrist gestures.

Secondly, and the topic I wish to take the most time on, is orchestration. You can refer to
my comments on the previous pages, however, let me be explicit here. Orchestration is a concept
that constantly undergoes change. With new instruments, styles, composers and cultures, there
is no one defining technique for a universal orchestration. This said, there are trends we can
study and practice to enhance our skills and one day, allow us to add to the understanding of
orchestration. In this sense, I wish to share my understanding.

The term describes how we arrange, balance and establish instrumentation vertically. It
is a covenant within ensemble music, however, it is not regulated solely to ensemble music as
there are wonderful transcriptions from orchestral repertoire in solo instruments. When it
comes to the orchestra, you must establish clarity between what is the melody, what is
accompaniment, and what is textural. As a start, you should establish clear boundaries around
the melody. What I mean is that the melody dominates the ensemble, and no other pitch from
the accompaniment should overlap or occupy the same pitches/ space as the melody. Itis a
rather extreme example of good orchestration, and is not the end-all, be-all. In practice, when
heard live, this example will let the audience hear the melody and accompaniment separately
and hopefully, they don’t realize there are separate parts working together.

If you do overlap the pitches from the accompaniment and melody, then the result will
be a mess of sound to the audience. Even if you balance it by dynamics, the harmonic series will
not care. If two unique passages occupying the same range of pitches play at the same time, the
overtones and harmonic series will fight heavily and create a lot of sound waves. That result will
be the deciding factor of what is heard clearly, or not. As a composer, it is our actions that will

achieve said results.



With all of this mentioned, if you were to look at the first movement so far, I have
pointed out some passages of overlapping texture. Things like the string writing around page 12,
and the oboe decoration from the first statement of the melody. As they stand, they are examples
of ineffective orchestration as more than likely, what you hear in your head will not be clear
when played live. To fix this, reevaluate where you place passages in the ensemble. Your melody
takes precedent and everything else should not overlap or control the melody. Move passages to
a different octave, swap instruments or change the writing to fit a better contour. Lastly, if you
think, or others think, that these comments do not matter because of this excuse, “I don’t expect
this to be performed anyway,” then you are naive. Practical music is far stronger than theoretical
music. Not in the sense of harmony or modern writing, but in the sense of orchestration and
effective execution. I strongly encourage you to rethink how the music is written as I do not

believe this concerto will ever be performed in its current state.

As my final topic, I want to focus on the piano. I have seen your works before and I have
been critical of some of your piano writing in the past. This time, I decided to play/ sightread a
large portion of the first movement. I found most of it rather okay to play, however, at the same
time, a little uncormatable. Things like writing the same passage two octaves apart, using three
staves, breaking patterns by one or more notes, etc. This said, in concerto writing, the piano
should not be treated the same way you would a sonata or solo piece. It does not need to cover
the entire range of the keyboard as you have an ensemble to do it. So, things like Alberti bass, or
melody in the right hand, accompaniment in the left, does not always need to happen. The piano
is also susceptible to being overpowered and weak by the ensemble due to the writing. A great
example to look at and study is the Hummel 2nd Piano Concerto in A-minor. You can see in that
concerto how Hummel balances the ensemble to be under the piano when accompaniment and

how he uses the piano as decoration. His control is something to envy.

To end my thoughts as a whole. I did not have enough time to look at the other
movements in depth. I hope these comments serve you well and I hope we can see an amended
version later down the line. I would love the chance to engage once again as I can see this being

performed; yet, not until some of these challenges are addressed. Good work!

Sincerel, M/ 7 é E




