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Example 4. Sonata for Trumpet and Piano, first movement, mm. 61-92. 
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Example 4. Sonata for Trumpet and Piano, first movement, mm. 61-92. 
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Example 4. Sonata for Trumpet and Piano, first movement, mm. 61-92. 

Fast, repetitive sixteenth-note interjections in both trumpet and piano 

characterize the second theme group. Where the character of the first-theme 

group was solemn, the second theme group is lighter. The entire second-theme 



group is established by a rhythmic motive beginning in measure 61 lasting until 

92. (Refer to Example 4) The trumpet begins this sixteenth-note variation of this 

rhythmic motive in measure 63. 

63 P 

Example 5. Sonata for Trumpet and Piano, first movement, m.63, trumpet part. 

Ewazen writes repeated sixteenth-notes in the trumpet part where the 

piano statement has contrasting alternating high and low sixteenth-notes. The 

animated rhythm in the piano and trumpet aid in establishing a contrast between 

the first two theme groups. The fanfare-like heroic gesture beginning in the 

trumpet part in measure 94 introduces the closing theme group. 

Example 6. Sonata for Trumpet and Piano, first movement, mm. 92-96, trumpet 

part. 

The swelling piano part comprised of rapidly ascending and descending minor 

chords accompanies the rising melodic contour of the trumpet until their 

conjunction at measure 104, establishing the dominant of the original key of E-

flat minor. 



jA_r, .^^^^^^J^_£7li:^A^-..-^^--£L ..£_^_-

Example 7. Sonata for Trumpet and Piano, first movement, mm. 95-105 

In measure 106, Ewazen begins the development section in the original tonal 

center of E-flat minor. 



Example 8. Sonata for Trumpet and Piano, first movement, mm. 104-106. 

The development section starts with the material from the first theme 

group, giving the impression this is the recapitulation.41 The first major deviation 

from the original material occurs in measure 116, where the key area shifts to D 

minor. While the lengthy development section visits several keys, the main focus 

is on the variation of rhythm. In the traditional form of the development section, 

Ewazen develops all previous melodic material. The gradual growth in rhythmic 

energy and dynamics, while avoiding any sense of arrival or repose, culminates 

in the climax of the movement at measure 168. 

41ibid. 
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Example 9. Sonata for Trumpet and Piano, first movement, mm. 167-186. 
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Example 9. Sonata for Trumpet and Piano, first movement, mm. 167-186. 

From measure 176, Ewazen allows the development to gradually 

transition into the recapitulation section through diminished activity in the trumpet 



part, a gradual ritardando beginning in measure 180, a reduction of rhythmic 

activity in the piano, and a generally narrowing range. From measure 176 to 

181, a pedal A is sounded in the left hand of the piano. The return to an E-flat 

tonal center at the recapitulation is temporarily obscured by the tritone 

relationship presented by this pedal A. (Refer to Example 9) 

The recapitulation begins in measure 182 with a reiteration of the original 

slow introduction. The trumpet is absent from this restatement, as a result the 

entire melody is presented in the piano. In measure 186, Ewazen provides an 

interesting variation to the recapitulation. Although he uses the tonal center and 

harmonies from the first theme group, he also utilizes the rhythmic motive from 

the second theme group as the accompanimental gesture. (Refer to Example 9) 

As the recapitulation approaches its end, the closing theme material is 

revisited in measure 210. In this variation of the closing theme group, Ewazen 

chooses a brighter key of E major as opposed to the original statement in C 

minor. 

\j* 

Example 10. Sonata for Trumpet and Piano, first movement, mm. 236-239. 

From the coda until the final cadence in measure 239, the movement 

comes to a calm and surreal moment. Ewazen sets up the coda and final 

cadence in G major, rather than E-flat minor, the key in which the sonata began 
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and dominated throughout the movement. In an interview, Ewazen revealed that 

he does not have a logical reason for the movement ending in G major. "I do not 

know; it is the way the sonata was moving tonally at the time."42 He also stated 

that he often does not end in the same key the work or movement begins to hold 

the interest of the audience. 

42ibid. 
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Movement II 

Ternary 
A Section 

m. 1 
F-sharp major 

B Section (development) 
m. 69 

E-flat pedal 

A Section 
m. 134 

F-sharp minor 

Coda 
m. 161 

E-flat major 

A Section Restatement 
by Trumpet 

m. 4 

Chorale 
m. 106 
E-flat 

Second Theme in A 
m. 45 

C-sharp minor 

Figure 2. Form of Movement II, Sonata for Trumpet and Piano 
Note, m = measure number. 

The second movement of the Sonata for Trumpet and Piano is a variation 

of a typical slow movement. It is set in 6/8 time, and the melody reflects a folk

song character.43 Prior to composing this sonata, Ewazen had recently finished 

his Sonata for Trombone and Piano, which included a slow, solemn second 

movement. In order to differentiate this from his trombone sonata, Ewazen opted 

for a pastoral and lighter second movement. Due to the length of the sonata, 

Ewazen composed moving lines in the trumpet part which would make 

endurance less of a factor. 

From the first measure, Ewazen establishes the lighter mood of this 

movement through use of the sixteenth note to dotted eighth note "scotch snap," 

43lbid. 



referring to British influences. He liked the opening melody and knew he 

wanted to use it again in the movement, Ewazen decided to compose this 

movement in ternary form.45 

2 4 (open) .. 

ECT^tmrT^T f iu 
p 

Example 11. Sonata for Trumpet and Piano, second movement, mm. 1-8, 

trumpet part. 

The A section of the second movement is centered in F-sharp major. It 

begins with a piano statement of the first theme in which the "scotch snap" is 

dually utilized to provide rhythmic interest as well as dissonance through the 

placement of appoggiatura on the second strong beat. After a full statement of 

the first theme in the piano, the trumpet takes over the melody in measure 4. 

Once the trumpet states the main theme, the ensemble combines to further 

establish the pastoral character of the movement by developing the opening 

thematic material. 

Measure 45 introduces a second theme area within the A section. Tonally 

centered on C-sharp minor, the trumpet plays new melodic material comprised 

primarily of dotted quarter notes, while the piano employs ascending arpeggiated 

sixteenth note major triads, characterized by root movement of a fifth in the 

accompaniment. As the piano reiterates the first theme from measures 62-66, 

the A section ends. 

44While writing Colchester Fantasy he named each of the movements after a pub he had 
visited in England. 

45Ewazen, interview, August, 2006. 
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Example 12. Sonata for Trumpet and Piano, second movement, mm. 45-46. 

The second section of the form begins in measure 69. Ambiguous 

harmonies in the right hand are supported by the sustained E-flat pedal points in 

the left hand. The slow trumpet line emulates the "scotch snap" rhythm in the 

beginning by using a half step relation from the opening theme. The constantly 

moving eighth note accompanimental material in the right hand is derived from 

an octatonic scale, again reinforcing tonal vagueness in this section. The left 

hand alternates between E-flat and C pedal points in octaves. 

The B section of the second movement functions much like a development 

section. While Ewazen labels this the B section of a ternary form, it does not 

necessarily contain new material but rather fragments from the A section 

developed. In measure 106, Ewazen writes a new section of music in the form 

of a chorale. The chorale is a result of a conversation the composer had with 

Chris Gekker about how to proceed to the second A section. After Gekker 

articulated his affection for a similar chorale Ewazen had used in the middle of 

his Fantasia for Seven Trumpets, Ewazen decided this would be a pivotal point 
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from which he could return to the A material. Ewazen feels this chorale functions 

as the heart of the entire movement.46 

Example 13. Sonata for Trumpet and Piano, second movement, mm 106-117 

The recapitulation at measure 134 is a shorter version of the original A 

section. Ewazen restates all of the important themes except the developmental 

material. F-sharp major returns as the tonal focus for the first theme, but the 

second theme is a perfect fourth higher than it had been in the first A section. 

Ewazen, interview, August, 2006. 
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The final statement of the first theme recurs in the form of a coda from measures 

161 through166. 

As in the beginning, the piano ends the movement without the trumpet, 

although this was not Ewazen's initial intent. When Ewazen submitted the first 

draft to Gekker, the trumpet was to play the concert E-flats, now in the right hand 

of the piano from measure 161 through 165. Gekker thought the part was 

unnecessary and felt the trumpet should not join the piano's accompanimental 

role at this section. Ewazen agreed with Gekker and omitted the original material 

for the trumpet in the final few measures.47 

Example 14. Sonata for Trumpet and Piano, second movement, mm. 162-166. 

47lbid. 



Movement 
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Rondo 
Intro 
m.1 

B 
m.78 

F-sharp major 

A Section 
m. 114 

C-sharp pedal 

C section 
m. 142 

Coda 
m. 186 
G pedal 

A (1st theme) 
m. 6 

C-sharp pedal 

Developmental 
Material 
mm. 14-42 

A (2nd theme) 
m. 43 

New Material A 
m. 130 

Return to Tonal 
Center 
m. 230 
A pedal 

Figure 3. Form of Movement III, Sonata for Trumpet and Piano 

Note, mm = measure numbers. 

Ewazen describes the third movement of his Sonata for Trumpet and 

Piano as a rondo form with an individual A theme.48 The third movement is the 

most rhythmically active. He uses the piano more as an equal instrument instead 

of an accompanimental role as in the first two movements. 

Ewazen originally had what is now the sixth measure as the beginning of 

the movement. He decided that a striking beginning would help start the array of 

rhythmic patterns. The chromaticism and the rhythms used in the opening 

section create intensity in the piece. 

48lbid. 
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Example 15. Sonata for Trumpet and Piano, third movement, mm. 1-6. 

The intense A theme begins in measure 6, accompanied by C-sharp pedal 

points in the piano. The melody gradually progresses upward in a sequential 

fashion for four measures and then descends for the next four. A deciding factor 

to the musical form, rondo, was the opening theme. He considers the A theme to 

be a motive that helps generate the perpetual energy and motion of this 

movement. He views the movement as a maelstrom with moments of respite.49 

The first complete statement of the A theme occurs between measures 6 

and 13, followed by developmental material based on the theme through 

measure 42. The A theme section of the movement continues with a second 



theme area at measure 43. Here the focus around a reiterated pitch in the 

trumpet is accompanied by sonorities comprised of alternating fifths and thirds in 

the piano in measure 46, creating a nervous tension. The right hand rhythm of 

the piano in measure 42 begins with a subito piano and crescendos to a forte 

when the trumpet enters with a similar rhythm at forte in measure 43. 

Example 16. Sonata for Trumpet and Piano, third movement, mm. 42-46. 

The more lyrical B section at measure 78 contrasts with the A section. 

Centered around F-sharp major, the B section abandons the nervous rhythmic 

feel of A and replaces it with more serene music. The accompaniment is 

especially interesting because it exhibits three different ostinato patterns. First, 

the right hand pattern introduces a two measure ostinato that is repeated once, 

followed by an embellished version. The second ostinato pattern has a 

syncopated rhythm in the left hand. 
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Example 17. Sonata for Trumpet and Piano, third movement, mm. 80-89. 

Ewazen shifts among several keys areas within the B section and then 

returns to a strong sense of tonality. As the B section closes, the rhythmic drive 

and chromaticism increase for the return of the A section in measure 114. 

In measure 114 the piano material from measure six is repeated in solo form. 

Example 18. Sonata for Trumpet and Piano, third movement, mm. 113-117. 

Pedal C-sharps in the left hand mark the return to C-sharp as the tonal 

area. The trumpet joins the piano in measure 122 with an exact reiteration of the 



accompanimental material in measure 114. New material from the second 

theme group in the first A section drives toward the C section of the rondo. 

In measure 142, Ewazen arrives at the C section of the rondo. As a 

means of providing contrast to the A section, the composer shifts into 5/8 time. 

Drama is built in the section through the driving rhythms, shifting pedal points, 

strong trumpet gestures, and diminishing note values, all of which contribute to 

the increase in momentum as the movement continues toward its end. In 

measure 166, extreme leaps from measure to measure increase the sense of 

intensity as the coda approaches. 

In measure 182 the tempo suddenly shifts to allargando and then rhythmic 

activity immediately begins to accelerate into the presto that represents the coda 

in the movement. 

Example 19. Sonata for Trumpet and Piano, third movement, mm. 178-186. 
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Example 19. Sonata for Trumpet and Piano, third movement, mm. 178-186. 

The coda, measure 186, marks the return of the 5/8 meter. The trumpet plays a 

repeated motive reminiscent of thematic material from the second theme in the 

first A section. Ewazen creates an intense driving motion by alternating between 

5/8 and 3/4 meters. At one of the most dramatic points in the sonata, a pause at 

the end of measure 205, the final vigorous drive presents the original themes. 

Example 20. Sonata for Trumpet and Piano, third movement, mm. 201-205. 

The Presto rapidly moves through several key areas, and the use of quartal 

harmonic structures obscures the tonality through the coda. Ambiguity 

surrounding the tonal center clears with the arrival of strong pedal A in measure 

230. 



46 

Example 21. Sonata for Trumpet and Piano, third movement, mm. 228-238. 

A rapidly descending tri-tone related sixteenth-note figure in the piano provides 

the final drive to the fortissimo octave A's that conclude the piece. 

Although Ewazen does not follow the true definition of a rondo form due to 

his lack of a final full statement of the A section and by the extended 

development section, Ewazen's musical intent is clearly apparent. 



CHAPTER III 

PERFORMANCE RECOMMENDATIONS 

The following stylistic overview and performance recommendations 

address balance, interpretation, and general characteristics of style. These 

suggestions were realized through the guidance of the composer, Eric Ewazen. 

Movement I 

Stylistic Overview 

The piano and trumpet interchange accompanimental roles during the first 

movement. Two prominent features of the first movement are lyric melodies and 

arpeggiated sixteenth-note patterns. After the four-measure introduction, the 

motion begins in the piano with diatonic scales of sixteenth notes in the right 

hand and a twentieth-century alberti bass in the left hand.50 As the pianist plays 

the lines of arpeggiated sixteenth notes, the trumpet should not dominate the 

musical line but complement the musical texture. An accompanimental 

descending D-flat concert scale passage using eighth-note triplets in the trumpet 

sets up the second statement in the first theme. This interaction between the 

trumpet and piano continues until measure 61, when the second theme is 

introduced. 

At the beginning of the second theme, the piano and trumpet have similar 

repeated staccato sixteenth-note rhythms that contrast with the rhythms from the 

first theme. This staccato sixteenth note lines continue until the trumpeter plays 

a fanfare-like motive in measure 94. The fanfare motive then continues until the 

50ibid. 



beginning of the development section in measure 104, when the original key of 

E-flat minor and the arpeggiated sixteenth notes in the piano return. The trumpet 

becomes disjunctive with its short phrases of melodic texture in measure 124. In 

measure 136, Ewazen uses the textures from measure 124 to reintroduce the 

animated figures in the piano and trumpet. A ritardando in measure 167 along 

with the crescendo for the ensemble help accent the arpeggiated lines in the 

piano with the trumpet continuing the short phrases. 

The recapitulation begins in measure 182, with the return of the Lento 

from the beginning. The trumpet statement is varied with the use of a mute until 

another fanfare-like statement in measure 210. The fanfare is stated in E-major 

and is underlined with the piano playing the arpeggiated sixteenth notes 

beginning in measure 211. At the end of the movement, a tranquil mood is 

conveyed through the muted trumpet and lowered dynamics. 

Performance Considerations 

The introduction of the sonata is a four-measure lyrical passage that 

immediately progresses into the first theme group at measure 5. At measure 5 

the piano accompaniment is set into motion with the tempo marking of 132 beats 

per minute with quarter note receiving the beat marked Allegro Molto. With the 

piano playing accented sixteenth-note arpeggios, the trumpet should anticipate 

the beat and be conscious not to drag. At measure 33 Ewazen has written the 

first-theme motive in the piano with the trumpet entering the preceding measure 

with accompanimental triplets. The trumpeter should play a crescendo through 

the triplet line moving upward and play a decrescendo through the triplet line 
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moving downward. This phrasing will help the trumpeter remain at a softer 

dynamic behind the piano. At measure 37 the trumpet resumes the melody. To 

refrain from rushing beat four in measures 45 and 47, the trumpet should use the 

subdivision of the two previous measures to maintain a consistent tempo. The 

rhythmic pattern triple and against duple should be played precisely without 

rubato. 

The character changes from diatonic moving lines to accented ostinato 

patterns in the piano with intervals of a second at pianissimo in measure 61. The 

piano and trumpet should be consistent on the articulation of the sixteenth-notes 

in this section. Although it is not marked, Ewazen imagined this section to be a 

lively double tongue in the trumpet, using the melodic line for dynamic contrast. 

Due to the drastic change in dynamics and repetition of the note, the 

trumpeter will have better success in rearticulating the concert E without taking a 

breath. If possible, measures 75 through 80 in the trumpet part should be played 

in one breath. To avoid resetting the embouchure do not breathe on the eighth-

note rest on beat one in measures 88 through 92. 

The fanfare motive beginning in measure 94 should be a heroic statement 

for the trumpet. The piano has rapidly ascending and descending lines within the 

trumpet's fanfare and these fanfares should be played at a forte dynamic level 

while emphasizing each downbeat which will assist in the alignment of these 

figures. 

In measure 106, the development section begins with the recurrence of 

the diatonic sixteenth note lines in the piano. From this measure until measure 



165, no new ideas are introduced. This section should be played similarly to the 

beginning of the movement. Starting the ritardando one measure prior to 

indicated, at measure 165, will elongate the musical effect. Measures 165 

through 167 will need attention in rehearsal for precision of the ritardando, which 

will rely on the trumpet not rushing the sixteenth notes and not dragging the 

eighth notes. At measure 168 a tempo is marked, and the piano embarks in an 

array of sextuplets and septuplets with the trumpet playing a light fanfare in the 

background. 

The recapitulation begins in measure 182 with the original slow 

introduction. In measure 187 the trumpet enters with a mute. By using a plastic 

or fiber mute the trumpeter will produce a more subdued sound than using a 

metal mute. In measure 211 the closing theme material is revisited in the key of 

E-major. Again, this fanfare motive should be prominently above the moving 

sixteenth note lines in the piano. Ewazen uses a triple against a duple pattern in 

measures 211,213, and 215; therefore, the trumpeter and pianist should align 

beat three, the first beat in the piano's decatuplet. 

At measure 233, although marked piano, the muted trumpet part should 

be played mezzo forte to reduce the likelihood of being overpowered by the 

piano accompaniment. The trumpeter should place a subtle emphasis on the 

repeated notes in measures 237 through 239 to help capture the same subdued 

emotion as in the beginning of the movement. One option might be to eliminate 

a metered ending the ensemble should add a fermata to extend the final chord. 
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Movement II 

Stylistic Overview 

Foreshadowed by a tranquil ending to the first movement, the second 

movement has folk song characteristics, and illuminates lyricism for the trumpet. 

Marked Allegretto and in 6/8 time, the first theme in the piano uses the "scotch 

snap" rhythm (refer to example 11) and is repeated in the trumpet, which takes 

over the melody in measure 4. When Ewazen unexpectedly adds a minor chord 

in a pickup to the next phrase, the pastoral mood in the beginning of the 

movement briefly becomes somber. Following this quick shift to minor, the 

pianist then plays rolling major chords as in the beginning. 

At measure 106 the core of the entire sonata lies in this movement in the 

form of a chorale, which evolved from Ewazen's discussion with Chris Gekker 

about how the movement should progress. Gekker suggested a chorale similar 

to the chorale in Ewazen's Fantasy for Seven Trumpets. At the conclusion of the 

chorale, the recapitulation begins with the same harp-like strumming in the piano 

by rolling broken major chords as in the beginning of the movement. 

Long melodic themes are exhibited in this movement by the trumpet and 

piano. Ewazen states it is crucial to identify where the trumpet is playing 

accompanimental material as opposed to melodic themes in relation to the 

ensemble. An example of the trumpeter playing accompanimental material to the 

piano is in measure 37. 



Performance Considerations 

At the beginning, the piano and trumpet should accent the strong beats, 

one and four. Folk-like characteristics are created by the stress of the "scotch 

snap" rhythm. Dissonance of the appoggiatura on the second strong beat 

creates melodic tension by quickly resolving a dissonance created by the rhythm. 

The stress of dissonance and the repose of consonance are vital to making this 

movement work. 

The trumpet should exploit the half step of the "scotch snap" in measures 

71 through 77 by emphasizing the chromatic half step on beat six. Marked 

pianissimo, the trumpet plays a subordinate role throughout this section. The 

tonal center is reinforced by the eighth-note accompanimental material in the 

right hand of the piano, which is derived from an octatonic scale. 

In measure 112 the trumpet entrance should be subtle. The moving 

eighth-notes in measure 115 in the trumpet line should be played with rubato, 

with the tempo slowing with each note and the dynamic decreasing. 

Measure 134 is the A section and should be played as the beginning until 

measure 150. At measure 150 the trumpet plays an accompanimental line which 

contains cumbersome fingerings. The player should experiment with alternate 

fingerings in measures 151 and 153 with playing the concert A-flat with the 

fingering of 1-2-3. 

The timing of the sextuplets, in measure 150 in the trumpet part, requires 

rhythmic precision. Since the first note of the sextuplet is a rest, the trumpeter 

must anticipate the piano's downbeat. Breathing on the rest of each downbeat in 
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measures 150 to 153 may result in a late entrance by the trumpeter. To maintain 

a consistent tempo it is important to eliminate breaths between the sextuplets. To 

align the passage nod the bell of the trumpet on the strong beats, one and four. 

In measure 155 the trumpet reaches a climax in dynamics, which should 

be exaggerated by progressively slowing the eighth-notes. To maintain the 

musical flow, measure 160 should not be played in a strict meter nor should the 

ritardando be exaggerated. In measure 161 the trumpet should give the 

downbeat of the a tempo. The movement closes with the piano playing the 

original material from the beginning of the movement. 

Movement III 

Stylistic Overview 

The chromatic leaps in the trumpet and piano open the rhythmically-active 

third movement. In this final movement, Ewazen uses a variety of rhythms and 

textures to create a finale to this sonata. The opening texture is homophonic and 

homorhythmic, with the most utilized rhythmic unit being an eighth-note. Ewazen 

creates an anxious feeling by beginning the movement on the up beat of beat 

one with the trumpet playing awkward leaps of sevenths. The movement 

continues with the "storm-like motive" at measure 6. 

Example 22. Sonata for Trumpet and Piano, third movement, mm. 5-8. 



In measures 6 to 48 the trumpet and piano alternate driving sixteenth-note 

passages with large chromatic intervals and this material continues until a more 

lyrical section beginning in measure 48. As the intensity and rhythmic drive 

increase, the lyrical section is deserted in measure 114 with the pianist the 

trumpet motive from measure 6. 

Repeated sixteenth-note passages and leaps of fourths and fifths in the 

trumpet introduce a new section in measure 142. The contrast is starker than in 

the previous themes due to the 5/8 meter. The pedal points, diminishing note 

values, and driving rhythms help increase the momentum as the movement 

comes to a close. An unanticipated allargando in measure 183 immediately 

initiates a quicker tempo with an accelerando to the presto in measure 186. This 

marks the coda and the return of the 5/8 meter. A pause at the end of measure 

205 transitions into a whirlwind of rhythmic motives and ambiguous quartal 

harmonies. A sixteenth-note octatonic figure in the piano and a thirty-second 

note run in the trumpet both increase in volume to unison as the piece is 

concluded. 

Performance Considerations 

With the beginning phrase of this movement in unison with the piano the 

ensemble introduces an important motive. Since the tempo is quick, a suggested 

articulation would be a slight separation between eighth notes. The trumpeter 

should give the downbeat or a series of small movements of the instrument in the 

tempo to perform the beginning correctly. Due to the mixture of asymmetrical 



and simple meters, the eighth note should remain constant. Ewazen has 

written cross rhythms with the triplets and eighth notes, so an even pulse is 

crucial. 

A combination of alternate fingerings for the trumpet in measure 37, up

beat of beat 2, fingered third valve instead of first and second, may provide a 

better result throughout this section. In measure 60, the up beat concert G, could 

be fingered third valve to help ensure the timing and accuracy of the passage. 

Natural slurs may be difficult to the trumpeter and can be assisted through the 

use of alternate fingerings.52 

From measure 6 until the lyrical section begins at measure 48, the 

trumpeter has many chromatic leaps. Singing each interval before playing it 

should assist in recognition of each interval. 

Ewazen has meticulously notated many dynamic changes in both parts, 

such as the subito piano in measures 46, 63, and 68. In measure 48 the mood 

becomes calmer with softer dynamics and lyrical phrasing, the tempo may have 

a tendency to drag, which can be overcome if the trumpeter subdivides the 

eighth notes in the piano line. By this point in the sonata, the trumpeter may be 

tiring; this passage provides an opportunity for him to relax and play at a lower 

dynamic level. 

The sixteenth-note pickups in the trumpet in measure 133 mark the return 

of a more pointed articulation as in measure four. A clear and precise double 

51 In this context asymmetrical meters consist of (5/8, 7/8) and simple consist of (2/4, 3/4, 
4/4). 

52Natural slurs in this context refer to a slurred rhythm using the same trumpet fingering. 



tongue is needed in this section. Although it is not marked, each sixteenth-note 

group should increase in volume to the following beat. 

The 5/8 meter in measure 142 keeps the eighth note constant, and the 

grouping of the eighth notes should be counted 2+3. Though Ewazen mixes the 

meters throughout this ending, he has clearly notated how to count the groupings 

in each measure. In measure 169, Ewazen has the piano continue the 1+2,-123 

grouping but has the trumpet enter with two eighth notes beginning on beat 4 or 

beat 2, 3 of the grouping. Subdividing the two measures of rest prior to 

measures 169 and 173, should assist the trumpeter in a correct entrance. 

At measure 182, Ewazen has an allargando and a tempo marking of 92 

beats per minute. The tempo begins to accelerate in measure 183 in the piano's 

eighth notes and becomes quicker in the preceding sixteenth notes. To propel 

the presto in measure 186 the trumpeter should push the triplet figure in measure 

185. 

After the pause in measure 205, the dynamic should not be too loud. 

Though marked forte, starting with softer dynamics will allow a more effective 

crescendo to the end. To avoid rushing the quarter notes in the trumpet part in 

measures 234 through 235, the trumpeter should listen to the eighth notes in the 

piano. The piano has a sixteenth note figure in the last two measures that the 

trumpeter can hear to identify a pulse. An accented last note in the piano and 

trumpet parts will make a powerful impact at the end of the piece. 



CHAPTER IV 

CONCLUSION 

The purpose of this document is to illustrate some of the characteristics of 

Eric Ewazen's Sonata for Trumpet and Piano and to summarize the technical 

and performance demands based on firsthand performance experience. 

Together with an analysis and performance recommendations, this document will 

assist in the preparation of this sonata. 

The trumpet writing in Ewazen's Sonata for Trumpet and Piano would be 

appropriate for most college and advanced students. The problematic areas 

include endurance, complex meters, slurred melodic intervals, and a brief use of 

a double tongue, all of which are addressed throughout this document. The 

piano writing requires a high degree of proficiency; however, with Ewazen being 

a pianist, the writing is practical. 

Ewazen's parents provided a musically supportive environment for their 

son. At an early age Ewazen began to perform, to participate in and to create 

school musicals. He also studied with private instructors on his instruments and 

music theory. Ewazen's musical growth was evident as he began to compose in 

high school which ultimately led to his studying at the Eastman School of Music 

in Rochester, New York. At Eastman, Ewazen had the opportunity to study 

privately with many of the most accomplished composers in the field. His 

success at Eastman led Ewazen to the Juilliard School in New York. At Juilliard, 

his talents and proficiency as a composer resulted in his becoming a full-time 

faculty member at the school upon his graduation. 
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Throughout his career, Ewazen has developed his own distinct style of 

composition comprised of recognizable characteristics that may be heard in 

many of his works. His Americana themes use rhythmic variation, traditional 

forms, and varied modes to contribute to his individual style, a modern sense of 

tonality. His importance and influence can be seen in his increased number of 

compositions, especially commissions; ongoing recording projects; and his 

recognition through awards by national associations. 

Ewazen's Sonata for Trumpet and Piano contains an example of a main 

compositional characteristic, focus on tension and repose. Ewazen alternates 

measures of complex rhythms with measures of uncomplicated rhythms. His use 

of dissonance is complemented with consonance. Although this may be true with 

many tonal works, Ewazen's works generate high levels of tension and repose. 

Ewazen's sonata has rapidly increased in popularity as one of the most 

often programmed sonatas among trumpet recitals. This composition is a 

valuable work in the instrument's solo repertory and can provide a rewarding 

experience through detailed preparation. 



APPENDIX A 
COMPOSITIONS BY ERIC EWAZEN 

Music for Solo Brass Instruments and Piano: 

Sonata for Trumpet and Piano, (Commissioned by the International Trumpet 
Guild, recorded by Chris Gekker on Well-Tempered Productions.), 1995, 
20' (Southern) 

Concerto for Trumpet and Piano, (An arrangement of the Quintet for Trumpet 
and Strings, also called Concerto for Trumpet and Strings.), 20' (Southern), 1990 

Danzante, (A trumpet concerto, commissioned by Western/Northwestern 
CBDNA, premiered by Allen Vizzutti.), March, 2004, 22' 
(Ewazen- soon to be published by Southern) 

Ballade for a Ceremony, (for trumpet and piano), 1999, 5' (Southern) 

Prayer and Praise, (for trumpet and piano), (Commissioned by Richard 
Stoelzel.), 5' (Southern), 2003 

Three Lyrics for Trumpet and Piano, (Commissioned by Chris Gekker.), 
11 ' (Ewazen) 

Sonata for Horn and Piano, (Commissioned by Scott Brubaker, of the 
Metropolitan Opera Orchestra. Recorded by him on Well-Tempered 
Productions.), 1992, 20' (Southern) 

Concerto for Horn and Piano, (Commissioned by Greg Hustis of the Dallas 
Symphony, this is an arrangement of the original work with string orchestra 
accompaniment.), Nov., 2002, 20' (Ewazen) 

Sonata for Trombone and Piano, (Written for Michael Powell of the American 
Brass Quintet. Recorded by him for Well-Tempered Productions. Subsequent 
recordings by Joseph Alessi of the New York Philharmonic on Cala Records, 
KO-ichiro Yamamoto of the MET Opera Orchestra on Kosei Records, Steven 
Witser of the Cleveland Orchestra on Albany Records, and Ronald Barron, 
principal trombone of the Boston Symphony.), 1993, 19' (Southern) 

Visions of Light, (a trombone concerto, piano reduction version) (Commissioned 
by Indiana University and the Midwest Clinic, premiered by Joseph Alessi.), Dec, 
2003, 22' (Southern) 

Palmetto Suite, (for alto trombone and piano) (Commissioned, premiered and 
recorded by Ronald Barron.), June, 2004, 15' (Ewazen) 
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Concerto for Euphonium and Piano, (Commissioned by Robert Grechesky and 
Butler University. This is a piano version of the original for wind ensemble 
accompaniment.), March, 2003, 19' (Ewazen) 

Concerto for Tuba or Bass Trombone and Piano, (Commissioned by Karl Kramer 
of the Brass Ring. Bass trombone version recorded by John Rojak on MMC 
Recordings and Charles Vernon, bass trombonist of the Chicago Symphony.), 
1995, 20' (Southern) 

Ballade for Bass Trombone and piano, (An arrangement of work originally for 
clarinet and string orchestra, this arrangement was written for Charles Vernon of 
the Chicago Symphony.), 1996, 12' (Southern) 

Rhapsody for Bass Trombone and piano, (Originally for bass trombone and 
string orchestra, also arranged for tenor trombone) Commissioned by John 
Rojak.), 1997, 20'(ITA) 

Songs of Love and Loss, (For tenor or bass trombone and piano, premiered by 
Charles Vernon.), June 2004 at the International Trombone Festival, 16' 
(Ewazen) 

Music for Piano: 

A Suite From the Cloud Forest, (For piano solo, for Eleanor Nelson, faculty 
member at Juilliard. Also, a version for piano, 4-hands, written for Lisa 
Kovalik). 1992, 17' (Solo version available from Ewazen, 4-hand version 
available from Manduca Music.) 

Sonata for Two Pianos, 1994, 22' (Ewazen) 

Music for String Instruments and Piano: 

Rhapsody for Violin and Piano, (for Pierre Boumaki at Juilliard), 1982, 20' 
(Ewazen) 

Concerto for Violin, (piano reduction of original version for violin and string 
orchestra), 1997, 22' (Ewazen) 

Sonata for Viola and Piano, (For Eugene Becker of the NY Philharmonic, 
recorded by him for Clique Track records. There is also a cello version of this 
piece.), 1991, 19' (Ewazen) 

Sonata for Violoncello and Piano, (for Julie Charland at Eastman), 1973, 18' 
(Ewazen) 
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Sonata for Double Bass and Harpsichord, (For William Stebel and Maria Rojas, 
faculty at Juilliard), 1992, 16' (Ewazen) 

Music for Solo Wind Instruments and Piano: 

Concerto for Flute, (Piano version of original version for flute, percussion, harp 
and string orchestra. Written for Julius Baker.), 1989,18' (Southern) 

Ali'i Suite, (for flute and piano), (Commissioned by Barli Nugent.), 1994, 17' 
(Ewazen) 

Down a River of Time, (for oboe and piano), (Piano version of original version for 
oboe and string orchestra. Commissioned by Linda Strommen.),1999, 23' 
(Southern) 

Ballade for Clarinet, (Piano version of original version for clarinet, harp and string 
orchestra. Written for Jean Kopperud), 1987, 12' (Southern) 

Music for Solo Percussion/Percussion and Piano: 

Northern Lights, (for solo Marimba), (for Gordon Stout, recorded on 
Resonator Records), 1989, 14' (Keyboard Publications) 

Concerto for Marimba, (for marimba and piano), (for She-e Wu, this is an 
arrangement of the original version for Marimba and String Orchestra), 1999, 
30' (Keyboard Publications) 

Chamber Music for Strings/Strings and Piano: 

String Quartet, (Premiered by the St. Luke's Chamber Ensemble. This is an 
arrangement of the String Quintet.), 1997, 17' (Ewazen) 

String Quintet, (For Marvin Topolsky. Premiered by the Cassatt Quartet 
with Marvin Topolsky), 1994, 17' (Ewazen) 

Piano Trio, (for the Ahn Trio), 1991, 21 ' (Ewazen) 

The Diamond World, (Commissioned by the Ahn Trio. Recorded by them on EMI 
Classics.), 1996, 9' (Ewazen) 

Piano Quartet, (Commissioned by L'Amore di Musica), 1985, 20' (Ewazen) 

Chamber Music for Winds/Winds and Piano: 
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Roaring Fork Quintet for Wind Instruments, (for woodwind quintet), 
(Commissioned by Borealis Wind Quintet, and recorded by them on Helicon 
Records), (Southern) 

Cascadian Concerto, (for woodwind quintet and piano), (Piano version,of the 
orchestral accompaniment, premiered by the Cascadian Wind Quintet and the 
Lake Union Civic Orchestra, June 2003.), 25' (Ewazen) 

Ballade, Pastorale and Dance, (for flute, horn and piano), (Commissioned by 
David Wakefield and Barli Nugent, recorded by them on Well-Tempered 
Productions, and by Margaret Swinchoski and Scott Brubaker on Albany 
Records.), 20' (Southern) 

Trio for Bassoon, Horn and Piano, (For Toni Upton and Scott Temple), 1983,18' 
(Ewazen) 

Chamber Music for Brass/Brass and Piano/Brass Orchestra Music: 

Sonatina for Two Trumpets, (Commissioned by Stephen Jones, premiered in 
Italy by Stephen Jones and Ivano Ascari.), Feb., 2004, 4' (Ewazen) 

Pastorale, (for trumpet, trombone and piano), (An arrangement of the middle 
movement of Ballade, Pastorale and Dance, originally for flute, horn and piano. 
This arrangement was written for the Areopagetica Trio at Mannes College. A 
2nd arrangement was made for tenor and bass trombones with piano by Doug 
Yeo of the Boston Symphony.), 1996, 11' (both available from Southern) 

An Elizabethan Songbook, (for trumpet, trombone and piano), (Commissioned by 
Chris Gekker. This is an arrangement of the original for mezzo-soprano, 
tenor and piano.), 1998, 18' (Southern) 

A Philharmonic Fanfare, (for trumpet, horn and trombone), (Commissioned by 
the NY Philharmonic, premiered by Phil Smith and David Finlayson.), 1997, 4' 
(Ewazen) 

Myths and Legends, (for trombone quartet), (For the Rittenhouse Quartet of the 
Curtis Institute), 2000,16' (ITA) 

Colchester Fantasy, (for brass quintet), (For the American Brass quintet, 
recorded by them on Summit Records), 1987, 18' (Brass Ring- Hickeys) 

Frost Fire, (for brass quintet), (Commissioned by the American Brass Quintet for 
their 30th anniversary, and recorded by them on Well-Tempered Productions), 
1990, 16' (Brass Ring- Hickeys) 
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A Western Fanfare, (Commissioned by Music Academy of the West for their 25th 
anniversary. Recorded by the American Brass Quintet on Well-Tempered 
Productions. This also exists in a version for brass orchestra), 1997, 5' 
(Southern) 

Grand Valley Fanfare, (for brass quintet), (For the Avatar brass quintet. 
Commissioned for the Inauguration of the President of Grand Valley State 
University.), 2001, 4' (Southern) 

Prelude and Fugue for Trumpet Choir, (for 6 trumpets), (Commissioned by the 
International Trumpet Guild for their 25th Anniversary.), 2000, 4' (Triplo) 

A Concert Fanfare, (for 6 trumpets), (Commissioned by the ITG.), 2000, 5' 
(Triplo) 

Sonoran Desert Harmonies, (for 6-part trumpet choir), (Commissioned by the 
University of Arizona Trumpet Choir, Ed Reid, director. Premiered at the 
ITG festival), 2003, 5' (Triplo) 

Fantasia for Seven Trumpets, (Commissioned by the Metropolitan Trumpet 
Ensemble, recorded on Well-Tempered Productions.), 1991, 101 (Triplo) 

Sonoran Desert Harmonies, for 8 trumpets, (Commissioned by Ed Reid and the 
U. ofAZtpt. Ens.), 4'(Triplo) 

Woodland Quartet, (for 4 horns), (Commissioned by the Liege Horn Quartet, and 
premiered by them at the U. of Cincinnati College Conservatory of Music), 
2003. 16'(Ewazen) 

Grand Canyon Octet, (for 8 horns), (Commissioned by the Arizona State 
University Horn Ensemble. A Version also exists for 8 trombones, for Texas 
Tech University), 1996, 17' (Horn Version-Southern, Trombone Version-ITA) 

Legend of the Sleeping Bear, (for 8 horns), (Commissioned by the 
International Horn Symposium), 2001, 15' (Ewazen- soon to be Southern) 

High Desert Octet, (for 8 horns), (Commissioned by the UNLV/High Desert Horn 
Choir, and premiered at the Western Horn Symposium, 2002.), 20' (Ewazen) 

Fantasia and Double Fugue for Trombone Choir, (for 8 trombones,) 
(Commissioned by the Juilliard Trombone Choir.), 1997, 8' (ITA). 

Dagon 11, (for 9 tracks of bass trombone), (Can be performed with bass and 
tenor trombones. Recorded by David Taylor on New World Records), 1980, 
10'(Ewazen) 
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Concertino for Bass Trombone and Trombone Choir, (Commissioned by David 
Taylor and the University of Illinois Trombone Choir. Recorded on Albany 
Records), 1996, 9'(ITA) 

Capriccio for Bass Trombone and Trombone Choir, (Commissioned by David 
Taylor. Recorded on Albany Records.), 1999, 5" (ITA) 

Posaunenstadt, (for 12 trombones), (Commissioned by Ithaca College Trombone 
troop for the 2000 Posaunenfest.), 2000, 8' (ITA) 

Great Lakes Fanfare, (for trombone octet), (Commissioned by Michigan State 
University), premiered April, 2002, 18' (ITA) 

Grand Canyon Sinfonia, for brass orchestra (10 instruments), (an arrangement of 
the Grand Canyon Octet for horns or trombones made by Michael Allen for the 
Boulder Brass), 2000, (Ewazen) 

Symphony in Brass, (for brass and percussion orchestra), (Commissioned by the 
Detroit Chamber Winds and Recorded by Summit Brass for Summit records.), 
1991, 17' (An arrangement of this work also exists for traditional brass band.) 
(Encore) 

A Western Fanfare, (for brass and percussion orchestra), (Commissioned by the 
Music Academy of the West for their 25th anniversary.), 1997, 5' (Southern) 

Front Range Fanfare, (for brass and percussion orchestra, 10 brass instruments, 
and 2 percussionists), (Commissioned by Boulder Brass, and premiered at the 
Summit Brass Festival), June, 2003,7' (Ewazen) 

Chamber Music for Percussion: 

The Palace of Nine Perfections, (for 10 percussionists), (Commissioned by the 
University of Oklahoma Percussion orchestra, and recorded by them for 
Resonator Records.), 2000, 20' (OU Press) 

Chamber Music for Mixed Ensembles: 

Mosaics, (for flute, bassoon and marimba), (For Pat and Greg Zuber and Toni 
Lipton of the MET Opera Orchestra.), 1993, 20' (Keyboard Publications) 

Trio for Trumpet, Violin and Piano, (For Chris Gekker, Mayuki Fukuhara and 
Collette Valentine. Recorded by Phil Smith, Sharon Yamada, and Joseph Turrin 
on Cala Records.), 1992, 20' (Ewazen) 
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Quintet for Heckelphone and String Quartet, (Commissioned by I'Amore di 
Musica and Mark Perchanok. Versions of this piece also exist for English horn, 
recorded by Julie Giacobassi of the San Francisco Symphony, and Tenor 
Saxophone), 18' (Ewazen) 

Quintet for Trumpet and Strings, (Commissioned by the St. Luke Chamber 
Ensemble and Chris Gekker, and recorded by them on Well-Tempered 
Productions. Version also exists for string orchestra and for piano 
accompaniments), 1990, 19' (Southern) 

Mandala, (for flute, clarinet, trumpet, violin and cello), (Commissioned by 
St. Luke's Chamber Ensemble.), 1999, 20' Ewazen) 

Art of the City, (for clarinet, horn and string quartet), (Commissioned by the 
Chicago Chamber Musicians.), 2000, 25' (Ewazen) 

Orchestral Music/Wind Ensembles: 

Chamber Symphony, (for chamber orchestra), (Commissioned by the Fairfield 
Chamber Orchestra, and recorded by the Czech Philharmonic Chamber 
Orchestra for Albany Records.), 1986, 22' (Ewazen) 

Legacy, (for symphonic wind ensemble), (Commissioned by West Point for their 
Bi-Centennial, and recorded by the USMA Band at West Point.), 2000, 28' 
(Southern) 

Flight, (for symphonic wind ensemble), (Commissioned by the Heritage of 
America Band at Langley Air Force Base, Virginia, and recorded by them.), 2001, 
20' (Southern) 

A Hymn for the Lost and the Living, (Commissioned by the Heritage of America 
Band at Langley Air Force Base, Virginia, and recorded by them.), 2001,8' 
(Southern) 

Celtic Hymns and Dances, (for symphonic wind ensemble), (for Berea School 
Bands), 1990, 8' (Southern) 

Celebration of a Cherished Life, (for symphonic wind ensemble), (for 
Trumansburg BIO Band), 2002, 20' (Ewazen) 

Sinfonia for String Orchestra, (for the International Sejong Soloists, also based 
on the Quintet for Strings), 2001, 17' (Ewazen) 

Overture to the School for Strings, (for string orchestra), (for the School for 
Strings 25th anniversary), 2000, 9' (Ewazen) 



Concertos with Orchestra, String Orchestra or Wind Ensemble accompaniment: 

Shadowcatcher, (a concerto for brass quintet and orchestra), (Versions also exist 
for wind ensemble accompaniment and piano accompaniment. Commissioned by 
the American Brass Quintet, the orchestral version was written for the Orquesta 
Sinfonica Carlos Chavez of Mexico City, the Wind Ensemble Version for Butler 
University, and recorded by the American Brass Quintet with the Julliard Wind 
Ensemble for New World Records.), 1996, 30' (Ewazen) 

Cascadian Concerto for Wind Quintet and Orchestra, (Commissioned and 
premiered by the Cascadian Woodwind Quintet and the Lake Union Civic 
Orchestra, June 2003), 25' (Ewazen) 

Concerto for Flute and Chamber Orchestra, (Also arranged for piano. Written for 
Julius Baker. Recorded by Marya Martin and Czech Philharmonic Chamber 
Orchestra for Albany Records.), 1989, 18' (Southern) 

Down a River of Time, (a concerto for oboe and strings), (Also arranged for 
piano. Written for Linda Strommen and the American Sinfonietta. Recorded by 
the International Sejong Soloists and Linda Strommen.), 1999, 23' (Southern) 

Ballade for Clarinet, Harp and String Orchestra, (also arranged for piano), 
(Written for Jean Kopperud. Recorded by Charles Neidich and the Czech 
Philharmonic Chamber Orchestra for Albany Records.), 1987, 12' (Southern) 

Concerto for Tenor Saxophone and Orchestra, (Written for James Houlik and 
recorded by him with the Czech Philharmonic Chamber Orchestra for Albany 
Records.), 1992, 23' (Ewazen) 

Concerto for Trumpet and String Orchestra, (This is an arrangement of the 
Quintet for Trumpet and Strings, also is available with piano accompaniment. 
Orchestra arrangement for Jeffrey Work and the Cantabile Chamber Orchestra.), 
1990,19'(Southern) 

Danzante, (a concerto for trumpet and wind ensemble), (Commissioned by 
Western/Northwestern CBDNA, premiered by Allen Vizzutti, and recorded by 
James Thompson and the Eastman Wind Ensemble.), Mar. 29th, 2005, 22' 
(Ewazen, soon to be published by Southern) 

Concerto for Horn and String Orchestra, (Commissioned by Greg Hustis of the 
Dallas Symphony.), 2002, 20' (Ewazen) 

Concerto for Tenor Trombone and Orchestra, (based on the Sonata for 
Trombone and Piano. Orchestral arrangement made for William Zehfuss and the 
Charleston Symphony.), 21' (Southern) 
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Concerto for Tenor Trombone and Wind Ensemble, (an arrangement of the 
above orchestral version, made by Virginia Allen for the Eastern Trombone 
Workshop), 2001, 21' (Southern) 

Visions of Light, (a concerto for tenor trombone and wind ensemble), 
(Commissioned and premiered by the IU Wind Ensemble and Midwest, 
premiered by Joseph Alessi.), Dec, 2003, 22' (Southern) 

Concerto for Bass Trombone or Tuba and Orchestra, (Based on the original 
Sonata for Bass Trombone or Tuba and Orchestra. Orchestral version written for 
The Juilliard School. It is recorded by Stefan Sanders with the Czech 
Philharmonic Chamber Orchestra for Albany Records.), 1997, 22' (Southern) 

Concerto for Euphonium and Wind Ensemble, (Commissioned by Butler 
University and Robert Grechesky.), March, 2003, 19' (Ewazen) 

Concerto for Bass Trombone or Tuba and Wind Ensemble, (An arrangement of 
the above orchestra version of this piece by Virginia Allen, premiered at 
ETW.), 2000, 22' (Southern) 

Concerto for Marimba and String Orchestra, (For She-e Wu and the Moment 
Musicale Orchestra of Taipei, Taiwan), 1999, 30' (Keyboard Publications) 

Concerto for Marimba and Wind Ensemble, (Based on the above string orchestra 
version, arrangement made by Virginia Allen, which was premiered by the U. of 
AR Wind Ensemble in March, 2003.), 30' (Keyboard Publications) 

Concerto for Violin and String Orchestra, (For the St. Luke's Chamber Ensemble, 
recorded by the International Sejong Soloists.), 1997, 22' (Ewazen) 

Concerto for Bassoon and Wind Ensemble, (Commissioned by Florida State 
University for Jeffrey Keesecker), premiered April, 2002, 20' (Ewazen) 

Concerto for Euphonium and Wind Ensemble, (Commissioned by Robert 
Grechesky and Butler U.) 2003, 20' (Ewazen) 

Music for Solo Voice and Piano/Guitar Accompaniment: 

Three Lyrics of Edna St. Vincent Millay, (for high voice and piano), (for 
Jodi D'all Armi), 1990, 14' (Ewazen) 

Four Lyrics of Edna St. Vincent Millay, (for high voice and piano), (for 
Rebecca Scott), 1983, 17' (Ewazen) 

Songs of Love and Loss, (for low voice and piano), (for Bryan Matthews), 
1987, 15'(Ewazen) 
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Three Songs of Peter Rocjewicz, (for high voice and piano), (for Rebecca 
Scott), 1991, 12'(Ewazen) 

Three Songs for Voice and Guitar, (also arranged for piano), (for Rebecca 
Scott), (Piano version of 2nd song, The Tiger, recorded by Robert White on 
Hyperion Records.), 1992, 14' (Ewazen) 

SeaSkye Songs, (for high voice and piano), (Also available for voice plus 
chamber ensemble), 1995, 22' (Ewazen). 

Music for Solo Voice plus chamber ensemble accompaniment: 

Two Look at Two, (for high voice, viola and piano), (for Diane and Andrew 
Dabczynski), 1988, 8' (Ewazen) 

... to casta shadow again (for voice, trumpet and piano), (Commissioned by the 
St. Luke's Chamber Ensemble and Chris Gekker, and recorded by them for Well-
Tempered Productions), 1991,17' (Ewazen) 

Scenarios from a Mixed Landscape, (for high voice, viola and harp), (for 
Rebecca Scott), 1993,15' (Ewazen) 

SeaSkye Songs, (for high voice, oboe, percussion and piano trio), (for Robert 
White. Version also exists for piano accompaniment), 1995, 22' (Ewazen) 

Ballads of a Bohemian, (for high voice, flute, oboe, and piano), 
(Commissioned by Rebecca Scott and Philip Morris Companies, Inc.), 1987, 
20' (Ewazen) 

Fogs and Fires, (for high voice, percussion and two pianos), (Commissioned 
by Rebecca Scott and Philip Morris Companies, Inc.), 1984, 23' (Ewazen). 

A Dream of Long ago, (for high voice, percussion, harp and string quintet), 
(Commissioned by Rebecca Scott and Philip Morris Companies, Inc.), 1988, 24' 
(Ewazen). 

Music for Chorus: 

The Bells, (for chorus, two pianos and 4 percussionists), (For the Juilliard Pre-
College Chorus. Version also exists with single piano accompaniment.), 
1982, 13'(Ewazen) 

No Use Sighin', (for a cappella chorus), 1989, 6' (Ewazen) 

What Hanukkah Means to Me, (for chorus and piano), 1995, 5' (Ewazen) 
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Pray for Peace, (for chorus and piano, for chorus and piano), 1994, 6' (Ewazen) 

Gather Gladness, (for chorus, baritone, organ and optional brass ensemble), 
2002, 8' (Ewazen) 

Commissions for 2004-2005: 

Southern Landscapes, for a consortium of CBDNA Southeast U.S. Bands. 

Concerto for Percussion and Wind Ensemble, for Nexus and SMU. 

A Trio for Viola, Clarinet and Piano, commissioned by Texas Christian 
University, to be premiered in NYC on March 1, 2005. 

A work for Chorus and Piano, to be premiered by Cantabile of New Jersey, 
Rebecca Scott, dir. 

A work for chorus and wind ensemble (based on Lumbee- Native American text), 
commissioned by UNC-Pembroke, Timothy M. Altman, Director of Bands; Gary 
Wright, Director of Choral Activities, to be premiered at the NCMEA conference 
on November 13, 2005. 

A fanfare for wind ensemble, commissioned by Robert Grechesky and Butler U., 
to be premiered April, 2005. 

A tone poem for wind quintet, premiered by the Faculty Wind Quintet at 
Tennessee Tech. U. 

A duet for trumpet, trombone and piano for Jonathan Whitaker. 



APPENDIX B 
DISCOGRAPHY 

This discography of Eric Ewazen's works lists the title of the recording, 
performers, record label and identification number, release date, and the Ewazen 
compositions on the recording. They are in order of CD release date. 

New American Brass 
American Brass Quintet 
Summit, DCD133 
February 8, 1995 
Colchester Fantasy 

Summit Brass: Paving the Way 
Summit Brass 
Summit, DCD171 
March 17,1 995 
Symphony in Brass 

Chamber Music of Eric Ewazen 
American Brass Quintet, Chris Gekker (trumpet), William Sharp (baritone), 
Colette Valentine (piano), St. Luke Chamber Ensemble, E. Scott Brubaker 
(horn), Eric Ewazen (piano) 
Well-Tempered Productions, WTPS172 
May 25, 1995 
Frost Fire for brass quintet, ...to cast a shadow again (a song cycle for 
voice, trumpet, and piano), Quintet for trumpet and strings, Sonata for 
Horn 

The Clarinet and Flute Soloist 
CRS Recording 
August 22, 1995 
Ballade for Clarinet, Harp, and Strings John Russo (clarinet), Elizabeth 
Etters-Asmus (harp), Billings Symphony Orchestra 

David Taylor: Bass Trombone 
New World Records, 80494 
March 19, 1996 
Dagon II 

Legends of the New York Philharmonic: Joseph Alessi, Principal Trombone 
Joseph Alessi (trombone), Jonathan Feldman (Piano) 
Cala Records, CACD0508 
October 1, 1996 
Sonata for Trombone and Piano 
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Sure On This Shining Night: 21st Century Romantic Songs of America 
Samuel Sanders, Robert White 
Hyperion, CDA66920 
April 10, 1997 
The Tiger (for voice and piano) 

Legends of the New York Philharmonic: Philip Smith, Principal Trumpet 
Philip Smith (trumpet), Joseph Turrin (piano), Sharon Yamada (piano) 
Cala Records, CACDOS16 
September 16, 1997 
Trio for Trumpet, Violin, and Piano 

Street Song 
Center City Brass Quintet 
D'Note Classics, DND1030 
May 19, 1998 
Colchester Fantasy 

Discoveries: 20th Century Music for Wind Quintet 
Borealis Wind Quintet 
Helicon Records, HE1030 
September 1, 1998 
Roaring Fork Quintet for Wind Instruments 

Introducing New York Legends (compilation of Legends of the New York Phil, 
series) 

Joseph Alessi 
Cala Records, 111 
June 29, 1999 
Sonata for trombone and piano 

Ena Freeman Sings Shakespeariana 
Ena Freeman 
June 15, 1999 
Matin Song 

Music for the Soloists of the American Brass Quintet and Friends 
Well-Tempered Productions, WTP5189 
February 15, 2000 
Fantasia for Seven Trumpets, Sonata for Trumpet, A Western Fanfare, 
Ballade, Pastorale, and Dance, Sonata for Trombone and Piano 

Ahn- Plugged 
Ahn Trio 
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EMI classics, 57022 2 
August 15, 2000 
The Diamond World (for piano trio and drums) 

From the Hudson Valley 
E. Scott Brubaker (horn), Ron Levy (piano), Margaret Swinchoski (flute) 
Albany Records, TROY371 
February 22, 2000 
Ballade, Pastorale, and Dance (for flute, horn, and piano) 

Among Friends 
Steven Witser 
Albany records, TROY373 
March 28, 2000 
Sonata for Trombone and Piano 

Romantic Connections 
Jeffrey Funderbruk 
Mark Records, CD3748 
July 30, 2000 
Sonata for Tuba and Piano 

The Romantic Bass Trombone 
John Rojak (bass trombone), Robert Koenig (piano) 
MMC Records, MMC2098 
June 26, 2001 
Concerto for bass trombone and orchestra (or piano) 

Shadowcatcher 
American Brass Quintet 
New World Records, 80587 
July 31, 2001 
Shadowcatcher (for brass quintet) 

Trumpet Masterworks 
George Vosburgh 
Four Winds, FWE30 1 8 
November 6, 2001 
selections from ... to cast a shadow again (a song cycle for voice, trumpet, 
piano) 

Bass Hits 
David Taylor, Charles Vernon, Stefan Sanders, John Rojak 
Albany Records, TROY479 
December 18, 2001 
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Concertino for Bass Trombone and Trombone Choir; Ballade for Bass 
Trombone, Harp, and String Orchestra; Concerto for Bass Trombone and 
Orchestra; Rhapsody for Bass Trombone and String Orchestra; Capriccio 
for Bass Trombone and Trombone Choir 

Music for Velvet 
Velvet Brown (tuba), Robert Arosio (piano) 
Crystal Records, CD693 
2001 
Sonata for Tuba and Piano 

Orchestral Music and Concertos by Eric Ewazen 
James Houlik, Charles Neidich, Marya Martin, 
Czech Philharmonic Chamber Orchestra 
Albany Records, TROY477 
February 26, 2002 
Classical Concerto for Tenor Saxophone and Orchestra; Ballad& for 
Clarinet, Harp, and Strings; Concerto for Flute and Chamber Orchestra; 
Chamber Symphony 

An American Portrait 
James Thompson (trumpet), Rebecca Wilt (piano) 
ITG, CD112 
2002 
Sonata for Trumpet and Piano 

Friends In Low Places 
Charles Vernon, DePaul University Wind Ensemble 
Albany Records, TROY501 
July 30, 2002 
Concerto for Bass Trombone and Wind Ensemble 

Sejong Plays Ewazen 
International Sejong Soloists (string ensemble) 
Albany Records, TROY577 
April 29, 2003 
Concerto for Violin and Strings, Down a River of Time, Sinfonia for Strings 

Preludes to Passion 
Laura Leon, piano 
The Orchard 
August 19, 2003 
The Resplendent Quetzel 

Summit Brass Live 
Summit Brass 



Summit, DCD380 
October 7, 2003 
Symphony in Brass 

Percussion Music of Eric Ewazen 
She-e Wu, University of Oklahoma Percussion Orchestra, 
International Sejong Soloists 
Resonator Records 
November 20, 2003 
Palace of Nine Perfections, Northern Lights, Concerto for Marimba and 
String Orchestra 

Take 9 
American Horn Quartet and the Horns of the New York Philharmonic 
MSR Classics, MS 1089 
2004 
Grand Canyon Octet 

. .. to cast a shadow again 
Timothy Altman (trumpet), Christine Weidinger (soprano), 
Elizabeth Maisonpierre (piano) 
UNC Pembroke, 25346 36082 
August 30, 2004 
...to cast a shadow again (a song cycle for voice, trumpet, and piano) 

A Festive Proclamation 
Chris Gekker, William Neil 
MSR Classics, MS1112 
October 26, 2004 
A Hymn for the Lost and the Living 

Winter 
Chris Gekker 
Albany Records, TROY670 
2004 
Three Lyrics for Trumpet and Piano, Elegia, An Elizabethan Songbook; 
Aftershock, A Hymn for the Lost and the Living 

Facets 2: John Holt, Trumpet 
Crystal Records, CD764 
December 1, 2004 
Sonata for Trumpet and Piano 

Borealis Live 
The Borealis Wind Quintet 
MSR Classics, MS03 1899 



Roaring Fork Quintet 

Born to Be Mild 
Richard Stoelzel (trumpet), Tianshu Wang (piano), 
Randall Hawes (trombone), Avatar Brass 
Albany Records, TROY700 
Pastorale, for Trumpet, Trombone, and Piano, Prayer and Praise, Grand 
Valley Fanfare 
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