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Dedication
I would like to thank my family and friends for their love and support during my journey
to reach this point. Without you, this would not have been possible. For my private teachers, Dr.
Gray, Dr. Smith, and Professor Stein for their guidance into developing me into the musician I
am today. To Dennis Wein, who saw potential in a student many years ago, and went above and
beyond the call of a school band director to ensure I was on the correct path to meet my goals.
Most importantly, to my parents, Jerry and Lisa. Without your love and support this milestone in
my life would not have been achieved. Thank you for teaching me the value of hard work and to
never give up.
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Prospectus
This project is the beginning of many exciting projects in the future. The opening section
of this book will lead to articles about correct practice habits and how to apply them. Including
an article that will focus on modeling and how mirror neurons in the brain help us prepare for a
new work.
The collection of solos which I have written about will continue to grow over time. This
current collection will either be posted to my website, Jefferybarbee.com, or distributed in a
printed fashion.
On my website, I will be producing short podcasts or Youtube videos for students to
download and view. I will cover the basics of these works, identify difficult sections, offer
practice methods for success, and give demonstrations for students to use as a model.
The etudes and exercises written from this book will expand with the solos that I add to
this collection. The goal in the future being compiling this information and material into a
methods book for high school and college euphonium players.
With this collection, I plan to record a professional CD that will serve students, and band
directors. As the collection of examined solos grow, a second CD will follow with these works.
A companion book for teachers is also in the works. This method will give further explanations
to band directors or teachers who are not euphonium or low brass performers.
As a low brass specialist, these projects will eventually lead me to similar works, but with
tuba literature.
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For the Student
This book is designed to help prepare you to play the examined solo literature. Even
though there is no substitution for a private teacher, use this method in case a private teacher is
not an option. Before beginning preparation on the selected solo, read through the pages
carefully and understand the difficulties that will be coming with the work. Practice the exercises
at the end of each chapter to help build the needed skills to successfully perform the solo in front
of an audience. These exercises will not only help you master the specific solo, but help you gain
skills for future works. You will need to have a metronome and tuner. It is also preferred that you
have some type of recording device to use so you can go back and listen to the music you are
making.
Always remember that slow, correct practice is more beneficial than fast sloppy practice.
Sometimes progress does not come as quickly as we want. This is ok and normal. Be patient, and
enjoy the learning process. Not matter the issue, focus on producing a big, beautiful tone.
The etudes in the back of this book are met to serve as stepping stones to their correlating
solo. Etude 1 correlates with the first solo in the book, Bach for Trombone. This relationship
goes through all 12 solos and etudes.
For more exercises and tips, visit my website, Jefferybarbee.com. Best of luck and have
fun!
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Practice Methods and Why They Work
Practice consumes many hours of a musician’s life in order to prepare for a performance.
So, it is important that musicians get the most out of practice time. However, many of these
hours are not spent wisely, and at the end of the session it is realized that just because time was
used to accomplish a set of goals, those goals are still not met. This paper will identify the most
efficient practice methods and understand how the human brain reacts effectively to these
methods.
Truly mastering a piece of music takes time to become embedded in the memory. To help
master this piece of music for an extended period of time, it requires use of long term memory.
There are two types of long term memory, declarative and nondeclarative. Declarative memory
is made up of two sections. The first section which contains specific events, which is why
sometimes this memory is known as personal memory, and the other is facts of information that
cannot be traced back to when they were first learned. Even though these two subdivisions seem
to be different, research up to this point shows that they are operated in the same neural areas,
and cannot be separated. Nondeclarative memory is the subdivision that contains a wide scope of
skills and mental operations. Fuster states that nondeclarative memory is a concept that is
difficult to understand. Two other names for these types of memory are explicit memory, which
is also declarative memory, and procedural, which is the nondeclarative. Fuster explains how
these two types of memories work together by giving the example of a person in a new town
looking for a specific location. Obeying all the traffic laws, such as stop lights, crosswalks would
be controlled by the procedural memory, due to the fact that the individual would be not be
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consciously thinking about what these signs mean, the individual would just react. Declarative
memory would be working by understanding instructions such as what streets to turn on, and
what direction to head. With the individual consciously making these thoughts and decisions, the
declarative memory is currently being used. However, Fuster states that if this action is a
common activity, such as a drive to work or school on a daily basis, it will become a natural
motor memory, just using procedural memory.1
When a new skill is learned, it is not a freshly acquired skill, in reality, it is build off of a
past memory or skill. The brain is made of billions of tiny neurons, also known as cells. As skills
are learned, these neurons form and develop in ways to make, and recall these skills possible. An
example of this can be found in an everyday life of a musician. When practicing a piece of
music, skills that have been built up in previous practice are being called upon. Once again,
declarative, and nondeclarative memory play a large role. Conscious effort to read the notes,
rests, rhythms is not needed because this information has been learned in the brain potentially
thousands of times before even working on this piece. These experiences can go as far back to
learning not names, basic whole note and whole rests, and all other information that is taught and
learned upon those basic fundamentals. This is the nondeclarative memory, or procedural
memory making this possible, letting the body to perform these actions without thought.
However, conscious thought will be needed in practicing a piece of music that is not mastered.
Learning the note to note sequence, the style, the overall flow and function of the piece, is a
process of recalling past experiences, such as music with the same style and composer, certain
intervals and how they sound, a phrase change compared to a way it was performed earlier.2

1

Joaquin Fuster, Memory in the Cerebral Cortex(Cambridge: MIT Press, 1995), 20-23.

2

Joseph LeDoux, Synaptic Self (New York: Penguin, 2002), 40-43.
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It is easy to want to believe that the brain stores information in a way that is comparative
to a computer, putting solid complete information, such as memories, or facts in one place, such
as a computer folder for an item such as a Microsoft word document. However, this is far from
how information in the brain is stored. This type of information is stored all throughout the brain,
different details are stored in the appropriate section. Individual memories are formed by
synaptic connections, memories are not found in specific sections, they are the sections. The
brain is divided into sections, that are called cortexes which are responsible for the different parts
of the information. Levitin gives a detail chart in his book of the different cortexes, and where
they are located. The visual cortex of the brain, which is located in the back of the brain is
responsible for processing what is in sight, including words, pictures, and music. The motor
cortex, which controls movements performed by the body, and the sensory cortex, which collects
information from your senses, are both located on the top center area of the brain. Both of these
cortexes have a section known as the homunculus, which a specific section is connected to a
certain body part, such as index finger, the knee, and the lips. The auditory cortex, which collects
the information from sounds, is located in the center portion of the brain, right beside the
auditory cortex. The auditory cortex is surprisingly much smaller than the previous cortexes
listed. The prefrontal cortex, located in the front of the brain, is responsible for making decisions,
and setting expectations and satisfaction. The cerebellum, which some consider to be a simple
brain on its own is located at the rear and bottom portion of the brain, connected to the spinal
cord. The Cerebellum is responsible for motor actions, and is believed over time to now be able
to have emotional reactions to music. The cerebellum plays an important role in a type
nondeclarative memory, or motor memory. Motor memory is performing an act without
consciously thinking about doing the act. These types of act can be found in sports, such as
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shooting a basketball, and kicking a football. Using the example earlier of the traveling person,
after traveling to this location many times, it is no longer a need to be focused on this action, and
motor memory in the cerebellum takes over and performs this act. Warm ups are an excellent
example for a musician, or even an athlete. This is a common area due to the high number of
repetitions performed of the same exercises over and over, and can be common for a musician to
lose focus, especially in a group warm up.34
Underneath these cortexes, is another layer of brain anatomy. The corpus callosum
connects both sides of the brain. Every cortex that has been discussed, can be found on both
sides of the brain. The corpus callosum allows for both sides to communicate, preventing the two
sides as acting as a separate brain. The amygdala, located just in front of the Corpus Callosum, is
a center that deals with emotions and fears. The amygdala is used today in mammals as a safety
mechanism. Any loud noise or sound will alarm the amygdale that danger is near, in reaction the
mammal will take safety precautions, until it is safe, and will store this memory for future use.
This can translate to a human brain the same way as far as safety, an example walking down a
dark alley in an unsafe area, but can also trigger emotions by music that is heard. An example is
if wedding music is heard on an anniversary, or a school song during homecoming, these could
trigger deep emotions. Another important part of the brain and memory system is the
hippocampus, which is located just under the corpus callosum in the center of brain5.
The different cortexes, such as motor, sensory have six vertical layers or membrane,
which gray and white matter can be found. The top and outer layer, is made up of gray matter,
which is neurons. This level the cortex only communicates with itself, and not with other parts of

3

Daniel Levitin, This is Your Brain on Music (New York: Dutton, 2006), 88-91.
Lennart Heimer, The Human Brain and Spinal Cord: Functional Neuroanatomy and Dissection Guide
(New York: Springer-Verlang, 1983), 67.
5
Loudoux, 70-76.
4
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the brain, because the neurons do not interconnect with other cortexes. As the layers get deeper,
white matter can be found. The deeper layers are where the different parts of the brain can
communicate with one other, with the neurons interconnecting.6
A neuron, also called a cell, number in the billions throughout the brain, and are what
allows the brain to function. There are different parts of a neuron, dendrites, which serve as
inputs to the neuron can be found at the top, which leads to the area known as the cell body.
From the cell body, information will be sent down through the axon, which can be described as a
connecting wire to other neurons. The axon can often times be found to be wrapped in myelin,
which is believed to help send information to other neurons. Information sent through the axon is
released through axon terminals, which connect with other neurons dendrites.7
What allows for information to be transferred from neuron to neuron is a synapse. This is
a point of contact where one neuron influences another. This is done by sending
neurotransmitters in the pre synapse, or the axon terminal, into the post synapse, or the dendrite
of the influenced neuron. The dendrite and axon terminal do not touch, leaving a gap between the
two and causing neurotransmitters to cross, which is known as the synaptic clef. Once the
neurotransmitters have reached the post synapse, there are two different types of reactions that
can occur, an depolarizing reactions, which allows for the action to fire, or an hyperpolarizing
reaction, which prevents an action from firing. An example of this can be found with an open
hand, with the desire to move just the index finger. The neurons that are connected to the index
finger will receive a positive depolarizing charge from the neurotransmitters, which will allow it
to move, while the remaining fingers will receive a hyperpolarizing charge, preventing them to
move. The strength of the synapse will be determined on the amount of neurotransmitters being

6
7

Jane Petra, “Neuro 720” (Lecture, Ohio University, Athens Ohio, Fall semester 2012).
Ledoux, 89-92
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sent. A slower, single input source of neurotransmitters being received is known as temporal
summation, where a single higher input of neurotransmitters, or a lower input from multiple
sources is known are spatial summation. The more neurotransmitters received leads to a stronger
charged reaction.8
The neurotransmitters enter though what is known as dendrite spines, which form from
synaptic activity. With more skills, or actions being sent, this will lead to the development of
more dendrite spines, which will allow for more synapses to form, allowing for a stronger
connection in the desired action.9
With many repetitions, these synapses become stronger and stronger, making the desired
action easier, and in some cases causing actions that once needed thought, to become
nondeclarative actions. With learning new actions, which are based off actions that have already
been learned, changes are made in neurons called brain plasticity. The brain is always changing,
this allows for the brain to adapt to what is important and what is called upon on a constant basis.
This is useful for musicians due to the fact that new music is a constant, not being able to adapt
to new literature would make performing new works difficult, if not impossible.10
While learning a new piece of music, mistakes are an common occurrence, which causes
the firing of unwanted synapses. As the piece of music is mastered, and efficient synaptic
passages are connected, the incorrect ones that are unused, will eventually fade away. This is
known as synaptic pruning, the process of relieving unneeded connections. An example of this
can be found by practicing a piece of music wrong, such as playing the wrong note, rhythm, then
learning what has been practiced has been incorrect. Over time and with many repetitions of

8

Petra 2012
Petra 2012
10
Ledoux, 50-55
9
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correct practice, the correct way will become instilled in the long term memory, while the
incorrect way will fade away. Trying to learn this new way will be difficult due to the already
built, and strengthened incorrect way.11 Jacobs states in his teaching when dealing with a
situation such as this, to not focus on fixing a mistake, but rather to embrace a new learning
habit.12
Learning new material not only takes many repetitions to strengthen the synapses, but
sleep or rest is also a key factor. During sleep what is known as consolidation happens, an
activity that helps the brain adapt. The information learned throughout the day is retraced
through the synapses, causing them to strengthen, and increasing the base of past experiences. As
these routines are performed over and over, the brain goes through a process known as priming.
However, for newly acquired motor skills sleep consolidation is not needed, just an offline
period, or time away from the new skills. This is due to being built off skills that have been
previously learned. Petra uses a study of an individual learning a one handed piano exercise. The
brain activity before practicing the exercise increased as the study went on for days, as well as
the brain area after practicing. In both cases, the brain became more active, but after five weeks
of the study, the difference between the before practice chart, and after practice chart were not as
great compared to earlier weeks. This is proof that the brain adapted to these skills because they
were used on a regular basis.13
Synapses are not the only key factor in neurons transferring information from one to
another. Myelin, a substance that wraps around the axon of neuron also is responsible for the
transfer of information. Croyle states that this serves almost as insulation for the neuron to speed

11

Ledoux, 40-43
Bruce Nelson, ed., Also Sprach Arnold Jacobs: A Development Guide for Brass Wind
(Dexter, MI: Polymnia Press, 2006) 10
13
Petra 2012
12

Musicians.
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up for sending process. As an action is being repeated, the more myelin is formed around the
used neurons. It wraps in a way that looks like connected sausage links, with the space between
each bulge being known as the Nodes of Ranvier. Myelin is used for all skills, including reading,
sports and music and is most abundant at an early age, and is still plentiful into an individual’s
fifties. After the fifty year mark, learning becomes more difficult, and myelin tends to deteriorate
faster with unused skills.14
In the sports word there are two different ways to practice that can translate in the music
world. Mass practice, where all practice is dedicated to accomplishing a specific goal, and
random practice, where a few repetitions is spent on one goal, then moving to another, then
eventually returning to the original goal. The benefits of random style practicing is that it gives
the synapses multiple workouts during a practice session. Even though there may be many errors,
these will eventually be worked out. Mass practice can be effective, but with only one goal being
the end result. A main problem with mass practice is that it can lead to fatigue, with this causes a
disruption in the learning process, and means wasted time with little progress. Miranda Wilson,
an Assistant ranking professor of cello, cites that the average attention span of an average adult
cannot last more than a half hour. With this in mind the random practice method will keep the
musician refreshed and focused, allowing the learning process to take place, while the mass
practice method may lead to fatigue.15
Short term memory, also known to some as working memory is what is used in the
present. Working memory only lasts for seconds, maybe up to minutes. For this memory to be

14 Daniel Coyle, The Talent Code: Greatness isn’t Born. Its grown. Here’s How. (New York, New York: Bantam Dell,
2009) 87-89
15 Maranda Wilson, “Practice Myth Busters: Common misconceptions about practice for advanced students.”
American Music Teacher no. 61 issue 6 (06/2012): 30-32
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transferred to long term memory, it must be practiced repeatedly, with focus. Short term memory
is ideally used for what is needed now, such as telephone number, a grocery list, then after its
purpose is served, it is disposed of.16
The conclusion to this paper is that there is no way to cut corners when dealing with
practice. Practicing takes commitment, and most importantly focus. Practicing for long period of
times leads to mental, and even possible physical fatigue, which serves as an interruption to the
learning process. Shorter amounts of time in a long practice block should be rotated to help keep
the mind fresh, and allow the brain multiple attempts at practicing passages. Since the brain is a
complicated organ with many memories being in some way tied to together, it is also ideal to try
to learn music in different ways, such as singing, clapping rhythms. The more connections that
can be built on, the more effective learning will take place. Break up the music into smaller
pieces, which will allow for more focus on smaller sections of music, and reducing the
possibility having an unfocused run through. Coyle uses an example of this with the
Meadowmount summer music camp held in Meadowmount New York every summer. Student
who attend this camp learn an estimated years worth of music in just a few short weeks. The rule
for practicing is that if it is recognizable by someone passing through, then the music is not being
broken down enough.17 The keys to having the most productive practice habits are focus, proper
technique, and providing quality repetitions.

16
17

Fuster, 76-78.
Coyle, 90-92.
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Fundamentals
As you begin to choose and practice a solo, it is important to know the most important
aspect of playing the euphonium. This element is simple, and sometimes over-complicated, but
the answer is air. Having a steady air supply, by taking big, full breathes in the appropriate
manner will be the beginning to having a wonderful and beautiful tone.
It is recommended to practice breathing away from the instrument. There are many great
resources available to pursue this topic with more detail. Begin inhaling air with an open mouth,
saying the “Oh” syllable backwards. Some suggest to pretend to be drinking a glass of water.
Imagine your lungs filling with air from the bottom first, to the sides, and up. For a visual
example, fill an empty milk jug with water and observe as it fills to the top. Let it be noted, this
suggested approach, and visual feeling is not anatomically correct, but these approaches will best
help you maximize your breathing potential.
Many methods and teachers use the approach of “warm air,” or the type of air to fog a
mirror, though this is a great analogy for producing a full sound, it is technically not accurate.
Have this mind set for the majority of the range of the instrument at a full volume. As you
progress, this type of approach will become used for a larger portion of the range, until only the
extremes will require a different approach.
The oral cavity (Your mouth) should be shaped as if you are saying “oh.” This will be
used to produce a big sound without the risk of sounding thin, or nasally. By remaining open in
the oral cavity, and saying the “oh” syllable, it allows for overtones to sound, creating a full,
dark, rich tone that is desired. Resist the temptation to over exaggerate the “oh” syllable and
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become too wide. This will cause great difficulties in producing a tone and become
uncomfortable.
A great way to start a day of practicing is to stand and practice taking in full breathes, and
exhaling though your mouth practicing making the “oh” syllable. Begin by inhaling for eight
counts (around a quarter note being 60 bpm) then exhaling for the same, or any variation you
wish. Be sure to be relaxed through this process.

Mouthpiece buzzing

After you have taken a few practice breaths and are moving air efficiently and
comfortably, the next step is produce a sound on the mouthpiece. Place the mouthpiece
comfortably on your lips, inhale a full breath, blow the air through your buzzing lips on the
mouthpiece to produce a sound. By this point you have a solid understanding of where to place
your mouthpiece and how to produce a sound. Mouthpiece buzzing is a great way to prepare for
a practice session and warm-up. It is also a great way to improve range, ear training, and
modeling as referred to in the earlier section of this book.

Flexibility

Air plays a key role in your ability to move throughout the register of the instrument and
control your volume. Air speed will dictate the pitch; the faster the air stream, the higher the
pitch, the slower the air, the lower the pitch. The opening in the embouchure is known as the
aperture, will become smaller as the pitch ascends. This aides with increasing the speed of the air

Barbee 18

stream. As the pitch drops, the aperture will widen, helping to relax the air speed. Volume
increases when moving a higher quantity of air, and decreases as the volume drops.
When practicing blowing your airstream away from the mouthpiece and instrument, but
rather through just a small opening of your embouchure without buzzing, a high pitch air stream
and middle register at a soft volume will seem light and cool. This visualization is helpful when
approaching the instrument. Think of cool air when playing high, when the need for a louder
dynamic, think as if you are adding energy or excitement to the pitch. When playing a pitch in
the middle of your register at a soft dynamic, but need to increase the volume, approach it
thinking of going from an easy cool air stream to a thicker, warmer air stream. Focus on
mastering the airstream by approaching it without any equipment (Mouthpiece, horn) and
without buzzing, then progress to mouthpiece buzzing, then final on the instrument. The “siren”
drill is an excellent way to practice mastering your range.

Articulation

Articulation is should be viewed as a brief interruption of the air stream to create an
audible break in the sound. The airstream should never stop during an articulation. A good visual
example of this is flicking the water stream of a water fountain. Notice even though the water
stream is interrupted it never stops. A good syllable to use for simple articulation is “Tah.” There
are many variations on this from other quality methods and teachers, but “tah” should be viewed
as the basic. I personally also like to the “toh,” “doh,” and “dah” depending on the type of
articulation I desire. A legato articulation will require a “doh” or “dah” beginning. The softer
syllable does not pronounce the beginning of a pitch and will minimize the audible break
between pitches. For a more pronounced, or accented articulation a “tah” or “toh” will be
needed. This more articulate consonant will help meet the clarity you desire. I think of the range
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of articulations on a continuum, ranging from a slur (No articulation) through marcato style
where the space between pitches is maximum. Even with maximum space between pitches,
approach the articulation from a space viewpoint, never shortness in pitch length. Notes with
shorter and faster durations will need more air to ensure clarity and audibility. This will also aide
the tongue with articulation, especially with multiple tonging. Slurs are also a form of
articulation. Be sure to blow through the full slur with quality air support. A failure to blow
through a slur may cause for an unwanted break in the sound.
Double and triple tonging will need to be practiced slowly to master the “ka” or “ga”
syllable. Practice single tongue articulation exercise using these syllables. You must be able to
articulate clearly at a slow tempo, focusing solely on these syllables before increasing the tempo
and combining with the single tongue practice to create the multiple tongue action. You must be
able to master walking (ka-ka) before running (ta-ka ta-ka or ta-ta-ka). A good way to practice
away from the instrument is simply to say these syllables, then to practice articulating them by
blowing an airstream freely away from the horn and mouthpiece.
Doing this type of practice will allow you to reap major benefits. As stated in the first
section of this method, these drills are isolating important skills of playing the euphonium.
Practice these in a relaxed, clear minded manner and enjoy the learning process. Practice with
slow, quality repetitions which will help lay the proper foundation for future progress.
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Classifications
Class I Solos
Bach for Trombone by Johann Sebastian Bach arr. By Frank Halferty
Sarabanda and Gavotta by A. Corelli arr. By H. Voxman
Apres un Reve by Gabriel Faure arr. By H. Voxman
Canzonetta by W.A. Mozart arr. By H. Voxman

Class II Solos
Sweet Betsy Sweet by Paul Haack
English Suite Transcribed by R. Bernard Fitzgerald
Suite in A-flat by G.F. Handel arr. By Donald Little
Andante et Allergo by J. Guy-Ropartz arr. By A. Shapiro

Class III Solos
Arioso Gloria by Barbara York
Concert Piece by P.V. De La Nux
Rhaspody for Euphonium by James Curnow
Lyric Suite by Donald H. White
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Air On The G String
J.S. Bach Arr. Frank J. Halferty
Air On The G String is part of a collection of three works. The other works are: March
(from Anna Magdalena’s Notebook), and Gladly Will I Take My Portion (#29 Aria from St.
Matthew Passion). These works are all great for young players working to develop range,
dynamic control and performing experience. Air On The G String stays within the main register
of the instrument, but does offer some large leaps and complicated rhythms.
A great way to become familiar with this piece is to listen to a recording of the original
piece for violin. This will give you an idea of what performance style to use. Search your local
library to find a recording, or even browse Youtube.
The opening two bars is solo piano, be sure to use score study to understand what is
happening in the piano part. The first note in measure 3 enters at a piano dynamic level. Even
though it is marked soft, have confidence in your ability to play this pitch. Do not enter too softly
and possibly miss the pitch, or have a bad tone. Still imagine your sound having a full, energetic
sound, but at a soft volume level. Use the crescendo in measure 4 to build to the rest on the down
beat of measure 5. Grow to a mezzo forte level. Enter on beat two at the same intensity, even
though it will feel like the same dynamic, the higher pitch will sound louder because it is in a
higher tessitura. The articulation marking will be a temptation to ignore, and slur all of the eighth
notes into one long passage. Avoid doing this, and use a light, soft “dah” articulation that uses
the slightest interruption to the air stream and fits the style of the work. (See Exercise 1) The
decrescendo should be used to end the phrase on measure 6. Use the same light articulation in
measure 6 as in measure 5. The crescendo should gradually decay in volume through the low C.
Be sure to use enough air to support the C for its full value. Backing away from the air support
will cause your tone to stop, producing an awkward and unwanted break in the music.
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Be sure to take a full breathe at the breathe mark. Enter in measure 7 at a soft, but
energetic volume. Gradually grow through the crescendo, the peak should come in measure 8 on
beat three. Blow through beats one and two in measure 8. Because these beats descend into a
lower register, they will have a more difficult time being heard by your audience. The opposite
problem will occur on beats three and four. The motive jumps higher on beat four. Slightly
emphasis the E-flat and F-sharp, these are “color” tones, or pitches that will add some special
dissonance to the music.
18
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Use the same approach for measures 9 and 10 when dealing with the crescendo,
decrescendo and articulation. However, beats three and four of measure 10 drop to a mezzo
piano. Measures 7-11 should be approached as a single phrase that can be divided into two
smaller phrases; 7-8, 9-11. The rhythm and pattern of these measures are the same, but the
pitches are different making it what is known as a sequence. The second time a sequence is
played, make it slightly different to showcase to the listeners that this material is important. For
this work, the second time is to be played slightly softer.

20

The A in measure 11 serves as both an ending to the phrase that precedes it, and as the
beginning to the new phrase which begins after it. The crescendo will help make a smooth
transition to beat four, which the B-natural needs to be emphasized slurring to the C, before
landing on the downbeat of measure 12. Observe the breathe mark, not only to breath, but
because it also serves as a breaking point in the phrase. The high mark of the crescendo volume
is mezza forte, and should be sustained through the measure before decrescending on beat four.
This decrescendo should continue until measure 14 on the low C. Use the same easy articulation
through these measures. Each beat grouping is slurred together, but articulated between each
beat. Another difficulty that will be faced is keeping the eighth notes and triplets even, smooth
and in time. Practice these rhythms by clapping with a metronome. After this has been mastered,
practice the rhythm playing it on a single pitch, and then finally play as written. (See Exercise 2)
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Measure 15 begins a new phrase after the breathe mark. Begin measure 15 at the same
volume as measure 14 concluded. Use the crescendo to blow through the sixteenth notes on beats
three and four, use the upbeat of beat four as a reference for the octave leap to measure 16.
(Exercise 3) The down beat of measure 16 is the peak of this crescendo, and needs to be
sustained for the full two beats. The decrescendo on beats three and four will still need to be
supported so the air stream does not stop, and leads into the down beat of measure 17.
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The down beat of measure 17 will help you leap into the motive for the rest of the
measure. Isolate playing beats one and two alone, to train your ear for this interval leap. Use the
high D to begin the crescendo and blow through the motive. It will require more air because of
the descending line. The peak should happen at the down beat of measure 18, and the
decrescendo begins on beat three. A challenge when practicing this piece will be time and
rhythm of the half note being tied to the sixteenth notes in measure 15. The tendency will be to
either start the sixteenth note run too early, or too late. Isolate these two beats and practice
without the tie, then once this is mastered, play as written. (See exercise 4)
The C-sharp in measure 19 is to be played at a soft dynamic level, but will need more air
than you expect because of the fingering combination. Blow through this and the D to reach the
E, where the crescendo begins. Measure 19 and 20 offer challenges to rhythm due to ties and
articulating on the up-beats. When practicing, remove the ties to gain an understanding of how
the music moves and how to internally subdivide. Once this has been achieved, play the music as
written. A great way to practice this the first week of preparation is to remove the slurs and ties.
During the second week of practice begin to add one tie or slur at time to your practice session.
By the third aim to practice the music as written.
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The peak of this phrase comes in measure 20 on the B-flat, be sure to enjoy this note and
make it full of energy and excitement. Keep this dynamic steady for the whole measure and do
not decrease your volume until measure 21. Once again pay attention to the articulation markings
and time. The final note of this section comes in measure 22, even though it is marked piano,
support this pitch for the whole duration. Practice in a similar fashion as the previous section. For
the first week ignore the slurs and ties. As you become more comfortable with the rhythm,
slowly begin to add the ties and slurs back into the music.

24

Take measures 23-26 to relax and mentally reset for the final section of the work. Study
the score to understand what the music is doing while you are resting. This will help you know
where you are to enter if your counting somehow gets lost.
Approach measures 27, 28, and 29 in the same manner as the beginning of the work.
Crescendo through the dotted-half note to the eighth note motives that lead into the down beat of
the next measure. The eighth notes of these measures should almost serve as an anacrusis into
the next measures using what is called an anticipation, or playing the pitch before it is expected.
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Support the decrescendo in measure 30 with plenty of air, the eight note leap that happens
over beat four may need some extra support because of the same fingering being used. Support
the C in measure 31 for the whole duration, and slightly begin to crescendo before the breathe
mark. Blow through the crescendo. The down beat of measure 33 should be the high point of this
crescendo at a mezzo forte level. The highest point of this piece should be at measure 34, the
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high D. The three eighth notes leading to this in measure 33 should be where the crescendo really
grows. Play with lots of energy in this section.
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Maintain this full volume through the F on beat four and only begin to decrescendo on
the down beat of measure 35. Quality air support will be needed for measure 36 as the line in the
music ascends before descending. Measure 37 can be considered an ornamentation measure,
where its purpose is to make the ending of the work interesting. This is done with the “hair-pin”
crescendo and decrescendo, and the sixteenth note motives. Practice this measure with a
metronome to gain mastery of the rhythm. Once this has been achieved, add the slight ritardando
to the last half of the measure while gently using a decrescendo into the final F.

27
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Exercises
Exercise 1

Use this exercise to focus on developing smooth articulations. This soft style will be needed
throughout this work.
Exercise 2

Use this exercise to focus on mastering the rhythm in measures 11-14. Practice slowly with a
metronome at first. When you have developed confidence, begin moving the metronome to a
faster tempo.
Exercise 3

Use this exercise to develop the ability to hear, and play large interval leaps. The goal here
should be to play cleanly from C-C. Master the smaller intervals to eventually build the ability to
play the octave leap.
Exercise 4

Use this exercise to learn how to subdivide internally. Begin with slow practice, and over time
begin to slightly increase the tempo. It may be helpful to play along with the metronome tapping
the subdivision. As you master this try to play this without the subdivision. Record yourself and
listen back to check for errors. This is a great drill for measures 15, and 36-37.
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Sarabanda and Gavotta
By Arcangelo Corelli arr. Voxman
Sarabande and Gavotta is a short, two movement piece that is great for younger
performers who are looking to improve tone, rhythm, and musicality. It is also a great piece to
use to learn a different style of music. This work can be used as a building block for a younger
player wanting to push their skills, or a more experienced player looking to refine the basics. A
great way to gain a better understanding of this style of music is go to your local library and find
recordings of the work by Arcangelo Corelli.
The opening, the beginning of the Sarabanda, is a slow, soft beginning that will require a
solid air stream. The common problem with the opening is the range coupled with the soft
dynamic. From beat three of measure 1 to the down beat of measure 2, be sure that the air stream
is fast and steady. But do not overblow, the concert D-flat will be easy to play too loudly.
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Think of the first eight measures as a long phrase, which is broken into two smaller
phrases, measures 1-4, and 5-8. Be sure to fill up with air at the beginning of the piece, and at the
breathe mark. This opening phrase, like the rest of the movement, needs to have a smooth and
gentle approach. This will be accomplished by having a steady air supply.

29

Practice this opening phrase with a metronome, measures 3 and 7 have a dotted-quarter
note. Be sure these are played with the correct length, the tendency to rush these are common.
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Slightly emphasis the notes with accidentals in measures 7 and 8. These will add a nice color to
the music.
Measures 9-16 can also be approached as a large phrase, which is again divided into three
smaller phrases: 9-10, 11-12, and 13-16. Use the breath marks to fill up with air and as “end
points” to these brief phrases. Like the first half of this movement, emphasis the notes that have
an accidental. These pitches will create color, or special dissonances in the sound that will
interest listeners.
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The dynamic at measure 9, or the beginning of the second large section, changes to a
mezzo forte. Be sure to follow this, it should be clear to the listeners that this is a different
section in the music. Use the decrescendos in measures 10, 12, and 16 to help end these phrases.
The crescendo in measure 13 is the high point of this section, it should peak in measure 14 with
the F-sharp. This will be difficult, because the preceding C will be heard easier due to the higher
range. Avoid having the measure 14 suddenly decrease in volume due to the range.
Measure 15 contains what is known as a trill. For the duration of the note the trill is
above, in this case, a quarter note, you move rapidly between the printed note, and the next note
above diatonically, or in the key of the work. This work is in G minor, so the B-flat will be the
pitch you will be trilling to. (See exercise 1) Even though you are to move rapidly, be sure that
the trill fits the style of music. For this work the trill will be performed slower than many other
works. It is also a device to help build intensity going into the last pitch of the movement. The
final note of the measure is a G. This lead into the next measure which contains a dotted-halfnote on the same pitch. The final G in measure 15 is known as an “anticipation,” or playing the
final pitch early to give listeners a preview of what is expected to come. This is the conclusion of
the Sarabanda.

31

The second movement of this work is brisk and upbeat. The Gavotta, a lighter work that
will challenge your technical skills with a demand for clear articulations. Approach this
movement as having two sections once again: measures 17-20, and 21-24.
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Throughout this work there are staccato articulations. Many players approach these as
“short.” This causes you to stop the air stream and produce a bad sound. Instead, approach these
staccatos as separated. This will allow the air stream to continue and never be stopped. Play these
notes with a fun, energetic style. This will give the music the needed character to make it
successful.
In the opening, be sure to play this piece light, not heavy and sloppy. An idea to think
about is the sound of a harpsichord compared to a piano. The single eighth note before measure
17 is often referred to as a “pick-up note.” The technical term is anacrusis, play this pitch in the
tempo of the new section and with the same style. For this work, be the harpsichord. Be sure the
sixteenth notes in measure 18 are clear. This will be a challenge because often these type of
passages can easily become muddled and unclear. Practice with a metronome to be sure the
rhythm is even and correct. The accent used in measure 18 is the high point of this phrase.
Emphasis it, but be sure not to over blow and produce a bad tone.
The breath mark in measure 18 is used as an ending of the first phrase, and the beginning
of the next. Measures 19 and 20 should have the same style of measures 17 and 18, light and full
of energy. Practice this passage with a metronome slowly, to help master the rhythm, and the
needed articulations. There should be a crescendo used which peaks at the down beat of measure
20. Maintain this dynamic for the full duration of the measure. Beat two holds two sixteenth-note
grace notes. These should be placed on the downbeat, and should interrupt the beat as little as
possible. These should be viewed as decorations for this beat, to draw extra attention.
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The anacrusis into measure 21 is the beginning of new, subsection of the work. The solo
material works with the piano to present the important theme. The soloist has the main material
on the first and second beats of these measures, but the piano delivers the important material on
beats three and four. Be sure to study the score to understand how these parts fit and work
together. Use the crescendo in measure 22 to lead into the final section of the work.
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The anacrusis into measure 25 is the final stretch of the solo. The style should still be
light, but full of energy and excitement. Use a metronome in measure 24 to practice the rhythm
going into beat one. Remove the ties and slurs and practice under tempo to master this. Insert a
slight ritardando in measure 28 the second time to help emphasis the closing of the work as well
as small crescendo to help give the music some concluding excitement.

34

Throughout this solo the work uses repeats of large phrases. Be sure to approach each of
these phrases slightly different the second time from the first. This will make the music more
interesting for you, and the listeners.
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Measures 21-22 Solo part is written in C treble clef in the score
Measures 25-28
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Exercises
Exercise 1

Use this exercise to practice using a trill. For this work, measure 15 is where it will work the
best. Since this part of the piece is slow, you will want to use a slower trill so it fits with the style
of the work. For faster works, you will use a quicker trill.

Exercise 2

Use this exercise when starting to work on this piece. This drill will help train your ear and build
your confidence in playing the opening. Begin by playing at a comfortable volume and decrease
the volume as you gain control.

Exercise 3

Barbee 32

Use this drill to master the large leap in measures 13-14. This drill begins with small interval
leaps, but increases the distance from the first pitch to the second pitch during the next rendition.
Exercise 4

Use this exercise to prepare for the Gavotta. Practice this exercise slowly until perfect. Pay
attention to the diverse articulation markings. As you master this at slower tempi, begin to
increase the tempo.
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Apres un Reve
By: Gabriel Faure
Apres un Reve, which translates to “After A Dream” in French, is a great work for a
euphoniumist looking to develop an excellent tone, an extended range into the upper tessitura,
and advanced musicality skills. It will also challenge the performer into developing solid rhythm
skills, such as duple, dotted, and triple rhythms, which are used throughout this work.
Before preparing this work, I recommend spending time with the following exercise. (See
exercise 1) These will help you command the rhythms, and help build an internal metronome.
Playing these rhythms alone will be challenging, but playing this work with a piano
accompaniment will be an even greater challenge.
The opening is marked at a piano dynamic level. Even though it is to be quite, be sure to
support your sound with plenty of air. The peak of the crescendo will be the downbeat of
measure 3, on the high F. Even at this soft dynamic level, be sure to play with energy and
excitement. Be proud of your ability to play this pitch with excellent control.
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The temptation to tense your body may arise, but resist this. Stay relaxed, and keep the
air moving fast. Even though it is high, it will still need to sound gentle. Practice this opening
down the octave to help train your ear and gain confidence. Maintain the volume through the
measure, and focus on rhythm. The piano accompaniment will be playing duple eighth notes
against your triplets. This will need a high level of concentration and confidence in your rhythm.
The tie from beat one to beat two (in measure 3) can also be a tricky rhythm. When first
preparing this work, remove the tie to ease the counting difficulty (See exercise 2).
The eighth notes in measure 5 may seem “slow” after playing triplets. Be sure to be in
line with the pianist. The style needs to remain smooth and connected, blow through these large
leaps within beat 1 and to beat 2. Slightly emphasis the notes with accidentals, these will add
some nice tone colors to your performance.

36

35
36

Measures 1-4
Measure 5

Barbee 34

The moving pitches of measure 6 through measure 7 can take on a slightly more driving
feel, which will resolve at measure 8. Pay extra attention to the dotted-rhythm in measure 6, it
needs to be clearly different from a triplet rhythm. The decrescendo in measure 7 needs attention,
even though the energy seems to be driving to measure 8.

37

Take a large breath after measure 8, and treat measures 9-11 as a small phrase. The
energy that was used in measures 6 and 7, should reemerge here, but with slightly more intensity.
The quarter- eighth triplet note motive needs to be clear that they are not dotted-rhythms. The
Approach to measure 10 is the same as measure 3 regarding time. You may insert a slight
crescendo in this measure to emphasis the repeated Gs and the F-sharp. This passage will be
intense because of the repeated pitches and the colored tone, the crescendo will help bring this
out. The B-flat on the down beat of measure 11 should be the high point of the crescendo, and
should feel slightly relieved when the A is reached.
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Enter measure 12 with energy and drive, this is the highest moment of the work so far,
slightly emphasis the dotted-quarter and eighth notes leading into measure 13. The crescendo
should reach the peak at measure 13, and maintain the volume for the whole measure. Measures
14 and 15 should seem to help bring the end to this tension. Once again, approach the rhythm in
measure 14 the same as measure 3. It is recommended to add a slight decrescendo in measure 15
to help bring the sense of a resolution to the music. Be sure to support the leap from C to F with
a quality air flow.
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Measures 17-21 are similar to measures 2-8. Even though this music is similar to when it
was first introduced, it will need to be presented differently. The music conveys this by changing
the dynamic to a forte. Think of the first time being gentle and easy, this repetition will be strong
and confident. Also note the rhythm variation in measure 21 compared to measure 6.
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Measure 24 should enter at a mezzo forte dynamic, and once again have the driving feel
from earlier in the work. Pay attention to the quarter-eighth note triplet rhythms, be sure they are
noticeably different from the duple rhythm in beat two of measure 25. Use beat three of this
measure to lead into the down beat of measure 26. The crescendo and decrescendo will help
build the tension needed before concluding this phrase on beat two of measure 26. The B-flat to
A on beats one and two should serve as a resolution.
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The anacrusis into measure 27 begins a new section with fresh material. Measures 27-31
should be approached as an ongoing crescendo, as stated earlier in this writing, focus on having
39
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correct rhythm. This section also adds a new challenge of articulations. Be sure not to articulate
all or none of the motives, but do as is written. The high point of this section arrives at measure
31, and is set up by the octave leaps in measure 30. The use of triplet motives in measure 29 also
helps by ascending the music upward and moving the rhythm forward. Beat three of measure 30,
and beats one and two of 31 should seem to be the arriving point. Place these pitches with high
energy and excitement. Be sure to use the breath marks to fill up with air to support your sound.
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The anacrusis into measure 32 needs to be played at a full volume and lead into the next
phrase which ends in measure 34. I recommend adding a slight crescendo on beats two and three
in measure 32, which peaks at the down beat of measure 33. Play all of measure 33 slurred or
connected. There should be no break in the sound. Keep the air flow relaxed and fast to support
the needed flexibility and decrescendo leading into measure 34.
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The anacrusis into measure 35 through measure 38 can be approach as another brief
section. The crescendo to a mezzo forte level should reach the down beat of measure 35, and be
maintained until measure 37. This section should be smooth and connected, with attention being
paid to the articulation markings.
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Measures 39 through 42 is another small section, the last of having a rise of intensity and
dynamics. Use the crescendo to move toward measure 41. Be sure the dotted-eighth-sixteenth
rhythm is correct. This will help the listeners feel the arrival moment of this section. Play the
high F with energy and excitement, as this is truly the last high point of the work. The
decrescendo in measure 42 should be drastic, quickly fading away into the breath mark.
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Measures 43 to the end need to have a soft and gentle approach. The listeners have
experiences a wave of ups and downs in terms of emotions. This section will let them relax as it
comes to a close. Even though the dynamic is marked pianissimo, a quality air stream is needed
to ensure the sound does not break. Do not end the dotted-half notes early in measures 46 and 47,
but play them for the full duration.
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Exercises
Exercise 1*

*=Bottom line is the beat pattern to set your metronome
Before beginning preparation on this work, master this exercise. Begin playing at a slow tempo,
and gradually increase the speed. Be sure to widely vary the tempo once a high level of mastery
is achieved.

Exercise 2

Use this exercise to practice the rhythm in measure three. When practicing complicated rhythms,
remove the slurs and ties to help learn the subdivision. After the slurs and ties are added back to
the music, continue to internally subdivide.
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Canzonette
By W.A. Mozart Adapted by H. Voxman
Conzonetta by Mozart is a joyful piece to play for an advanced underclassmen or an older
student working to improve on some aspects of playing. This piece is adapted from Mozarts
Ridente la Calma, look for professional recordings using the internet or a local library to model
after.
The overall approach to this work should be as if you are going to sing the melody. Soft,
gentle, and flowing. Play each note to its full volume. The anacrusis into measure 2 should
slightly push into the downbeat of measure 3. Hold the dotted-eighth note for its full value, but
be careful not to hold it too long to cause a jerky motion to the sixteenth note. (See exercise 1).
This rhythm will be common throughout this work. The wide intervallic leaps will also present
another challenge. Isolate these leaps to help train your ear of the correct pitches. (See exercise
2).

47

The sixteenth notes leading into measure 4 should be treated as a lead-in to the next
measure. I recommend putting a slight crescendo to help emphasis the arrival in measure 4. The
down beat of measure 5 has written an articulation that could be difficult. When first learning
this piece remove the slur marking, practice slowly to learn the correct pitches, then slur the
whole motive, and eventually practice as written. You will use this approach later for measure
16.
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Measures 1-7 should be approached as phrase, with beat three of measure 5 starting the
conclusion. The high point of this phrase should come at the C in measure 5. Use a crescendo
leading into measure 4 and build to through the first two beats of measure 5. Measure 6 should
decrescendo and end in measure 7 softly.
The anacrusis into measure 10 is the beginning of a new section of the work. The effect
of the music should be gentle. The two motives in measures 10 and 11 are used to set the feeling
for this section of the work. The second one should be played slightly stronger to give the music
47
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direction. The anacrusis into measure 12 should lead into the down beat that gives motion to this
phrase before it concludes in measure 13. The sixteenth note motive in measure 12 should be
approached the same as the motive in measure 5.

49

Measures 14 through 17 is the next phrase of this work. Approach this music with more
intensity. The higher tessitura will help convey this to the audience. Be careful not to over play
these pitches. Once again Mozart uses repeated motives. I recommend playing the second one
slightly stronger to set the stage for the next section of music.
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Measures 18-27 is the closing section of before the second part of the solo. The anacrusis
into measure 18 through measure 21 should be played at a mezzo forte dynamic level. Use a
crescendo through this section. The material in measures 18 and 19 is once again similar. The
building dynamic level will help give the music direction. Approach the motive in measure 20
the same as measures 5 and 12.
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The anacrusis into measure 22 is a recap of the material the begins in measure 18. The
increased dynamic will help give the music direction and lead into measure 24, where the rhythm
changes and leads to the fermata in measure 25. Use the decrescendo to help give the music a
sense of conclusion. Beat three in measure 25 serves as an anacrusis into measure 26 that will
close out this section. Practice measure 26 slowly, isolate each eighth note to train your ear of
these reference pitches.
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The anacrusis into measure 34 is a beginning of a new section of the work. This section
should feel more movement and flow. The dynamic level is marked at a piano level. Be careful
not to let your rhythm slow down due the dynamic level. Use subdivision in this section to
carefully place the pitches in the correct location. (See exercise 3) Slightly emphasis the quarter
notes in measure 35 due to the accidental. Use a slight crescendo for the leap in measure 36 to
give the music excitement.
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The anacrusis into measure 38 should serve the high point of this section. Measures 39
and 40 should serve as what seems as a closing to the section. Emphasis the A-natural in measure
40 to strongly play the down beat in measure 41. The sudden dynamic change and motion in the
music will give this section a coda-like conclusion. Use this same approach in measure 43
through 45.
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In this final section use subdivision to ensure the correct rhythms. Isolate measure 44 to
help secure the high G. (See exercise 4).
The music returns to the beginning. Use the same approaches as the first time, but add
some slight variations that you and your teacher deem tasteful. Overall, imagine yourself as a
vocalist performing this. Use a smooth singing style the resembles the qualities of a voice.
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Exercises
Exercise 1

Use this exercise to focus on the rhythms in measure 3 and throughout the work. Be sure to
internally subdivide when performing dotted-rhythms.

Exercise 2

Use this drill to train your ear for large intervallic leaps throughout this work. Begin by
practicing each measure slowly until you have mastered each individual leap.

Exercise 3

Use this exercise to focus on the section of the music that begins in measure 34. Use the simple
subdivision to gradually build confidence to play more complicated rhythms.
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Exercise 4

Use this exercise to prepare for measure 34. Begin with slow practice and gradually increase the
tempo. Play this exercise smoothly, imitate a singer and how they would sing this drill.
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Sweet Betsy Suit
By Paul Haack

This work is great for a younger player, or one who has just switched to playing the
euphonium. The range stays mostly within the B-flat of the second bass clef line through an
octave above. The greatest challenge will be the ¾ rhythm, which is to be performed with the
feeling of being in 1. With slow practice, students will have the opportunity to develop a great
sound, confidence within this range, and technical skills with advanced time signatures.
The opening thirty-six measures should be viewed as a smooth and connected waltz.
Eventually feeling the dotted-half note as the vehicle of the beat; otherwise one beat per measure
that is subdivided into three parts. The piano introduction uses material that will appear later in
the work, but does set the tone for the energy for this opening. Begin preparation on this work by
setting your metronome clicking the quarter note, after confidence has been built will you begin
to practice in one. Practice these exercises to help with the transition from pulsing the quarter
notes to the dotted-half note. (See exercise 1) When the solo part begins, crescendo and
decrescendo with the moving line. An example, crescendo in measures 5, 9, and 15. Answer
these measures with a decrescendo in measures 6-7, 11, and 14.
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Measures 10 and 13 are the high points of these sections, be sure to play these measures with
confidence and a great sound. The articulation for this section is marked as legato, the space
between the pitches should be minimal. The half notes in measures 8 and 12 have a tenuto
marking. Slightly emphasis these pitches, these serve as the phrase ending from measures 5-8,
and 8-12.
54
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Be sure to study the piano score before rehearsing with your accompanist. The piano part
has many sustained measures that line up at the beginning of each measure. It is important that
you have solid time to ensure these moments. If possible, spend time tuning your notes with a
tuner. This will help train your ear when playing with the piano and making the needed
adjustments to be in tune.
The anacrusis into measure 17 should be approach in the same manner as the previous
section. Use a crescendo in measure 17, and a decrescendo in measures 18-19 to the down beat
of measure 20. Be careful of time on the beat three of measure 16, when moving to a “one” feel,
the tendency may be to rush the eighth notes.
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Measure 20 is the conclusion of this small phrase. Use the breath marking to take a quick
breath. The next two pitches are an anacrusis and to the beginning of the new section at Block B.
Measures 21 through 27 have the same articulation style. Long first note, staccatoed second and
third note. Approach the staccatoed pitches as having space between them, not as being short. Be
sure to play them with lots of energy and style. Avoid sounding “pecky.” Emphasis the first pitch
of each measure by putting slightly more weight, and holding the pitch for the full duration.
Keep the dynamic volume at a forte level through this section, use the same approach for
measures 24-27 as in measures 16-20. Isolate this style on a single pitch. This will help you
accomplish your desired style when applying it to the music. (See exercise 2)
From section B through C, the piano score offers a bass part on the down beat of each
measure followed by a treble part on beats two and three. Use this to help keep good time during
the solo.
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Section C (measure 28) until section D (measure 36) is led by the pianist. Enter into
section C with a strong dynamic level, and gradually fade out as the music has written. Solid
score study will be needed to understand what is happening in the piano part, and is helpful in
case your counting during rests somehow becomes incorrect.
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The anacrusis, or informally known as a “pick-up” note, leading into measure 36 begins a
new, slightly slower section that adds a new character to the work. The style is rubato, or smooth
as the beginning, but the rhythms and the articulations adds a new level of difficulty. The pulse
will be on the quarter note, or each measure will be performed with a feeling of three beats,
unlike the previous section which will have a feeling of one. Also note the change in key, the
opening was in C major, and has now moved to a more familiar key of B-flat major. Measure 37:
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is an example of the articulations that will be featured throughout this section. The up-beat
section of each beat will require some extra attention. The first one is marked with an accent, use
a stronger tonging syllable, such as “ta” or “toh,” to emphasis this effect. The final two up-beats
are marked with a tenuto, slightly put more weight on these pitches using air, hardly any more
tongue. (See exercise 3) Practice this section with a metronome to ensure that the eighth notes
are even. Measure 36 is marked at a mezzo piano dynamic. I recommend inserting a slight
crescendo through this measure, inserting a slight decrescendo in measure 37, with the up-beat of
beat one being the high point. A short crescendo through beat three of measure 38 to the downbeat of measure 39 would also add a nice effect.
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Measures 38, 44, 45, and 50 all contain what is known as a “fall.” The idea is to “fall
from the first written pitch to the second written pitch while briefing and lightly playing the
chromatic pitches in between. This action needs to be in taste, or seem to be fitting to the style of
the music and style. A glissando that is played overly-fast in a slower piece will seem odd and
out of place, and vis-versa. (See exercise 4)
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The anacrusis into measure 40 highlights the tonic chord, or the “home key” of this
section through an arpeggio. Even a crescendo is marked in measure 41, you can begin this in
measure 40. Be sure to blow through the dotted-half note in measure 41, and observe the
decrescendo in measure 42. Measures 40 through 43 should be approached as a small segment,
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use the tenuto markings on the up-beats of beats two and three to lead into the measure 43. This
will help give this segment a sense of closure.
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Measure 44 is marked with an accelerando, and measure 46 has a ritardanto. These
measures will offer you an opportunity to vary the tempo, to what some would say “give and
take.” Be sure to have an understanding of what you hope to accomplish, and not to exaggerate
too much. It could cause your pianist troubles.
When first practicing this work, play it in time with a metronome. Do this for one to two
weeks until you have this mastered. After mastery has occurred, then begin to use the rubato
effect to find a version that you like.
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The anacrusis into measure 48 through measure 51 is the ending of this section. Use the
crescendo in measure 48 to reach the high point of the phrase at the down beat of measure 49.
The tenuto markings in measure 49 and 50 help give the music a unique characteristic by giving
slight emphasis to the up-beats. Measure 50 can be performed with a slight ritardanto. This will
help the decrescendo and the glissando be more effective. Be sure to once again play the
glissando evenly and with good taste. Blow through the glissando to end the section with a good
tone.
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Once again score study is important for measures 52 through 59. The pianist has two
different styles so it is important to be aware of what is happening in this part. Measure 59 has a
fermata over the first pitch for the soloist part. Hold this to build suspense and excitement.
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Block E is written with the dotted-half note being the pulse. When first beginning to
practice this piece, practice it in a slow three, and gradually increase the tempo. Once this has
been accomplished, begin to alternate your practice with a fast three-feel, and a slow one. This
will help the transition from three beats to performing with a pulse of a single beat while being
able to subdivide the quarter notes. (See exercise 5) Practice clapping the rhythm, when this has
been mastered, play the rhythm on a single pitch, then proceed to play as written.
When first working on this solo, put your instrument down and practice clapping the
rhythm with the metronome. Do this for about a week to ensure that you have mastered this
difficult rhythm. Practice the exercise until the notes and tone are even and smooth. During the
second week of practice, work on the notes and rhythms. This will be considerably easier if you
worked on the rhythms away from the instrument. Finally, during the third week of practice
begin to give the lines of music direction. Some possible ideas are playing the music with a
bouncy style, and crescendoing and decrescendoing with the musical lines.
The triplet eighth note and eighth two-sixteenth note figures will be difficult if not
practiced in a slow manner. Be sure to practice this by clapping, singing and working on the
exercises at the end of the chapter.
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If needed, reduce the rhythm to gain a better understanding of the time. An example
would be to consolidate the two sixteenth notes into a single eighth note, or replacing the triple
figure with a single quarter or two eighth notes. As you gain confidence, insert the original
figures as written. (See exercise 6)
From measure 60 through 67 slurs are used for the beginnings of small phrases. Be sure
not to bleed these slurs into the next beats, this could make the rhythm want to rush and lose
pulse. Practice the first week removing the slurs from the music. After the rhythm is comfortable,
practice the music as written. The accent in measure 63 will help give this small motive energy
and excitement. Be sure to practice this with a metronome to ensure you have learned the correct

63
64

Measure 59
Measure 62

Barbee 49

rhythm. There will be desire to rush through because of the sixteenth notes. I also recommend a
slight crescendo from the B-flat to the E-flat.

65

Measures 68 through 75 should be approached as a closing to this section of the work.
View beats two and three of measure 68 building to the down beat of measure 69 as a small
motive, as well as the next fourth eighth notes and quarter. Add slight crescendos to the eighth
note ascending motives which peak at the quarter note. Return to the regular dynamic when
beginning the next motive.
The anacrusis into measure 72 involves mostly eighth note rhythms until the conclusion
of the section. Quality practice time with the metronome is needed to help the rhythm be even
and not rushed. I recommend adding a slight crescendo through this section, blow through the
slurs to help make the difference in articulation noticeable, with the peak of the crescendo
reaching measure 74 and sustaining through the dotted-half note of measure 75. Study the piano
part to once again understand what is happening, and to know when your next entrance is.
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The next entrance comes after a fermata in the piano part. Let the piano pitch ring out
until it fades away. Then suddenly enter at tempo. Try to give little notice to your audience that
you are about to re-enter. This section is what some teachers would consider a “coda,” or a small
tag line to recap the ending. Quality practice with a metronome and details to the articulations
will be needed to help make this successful. Be careful of the rhythm in measure 83, it is new
and there may be a tendency to rush through the dotted-quarter. Slightly build energy through
this section until you reach the half note in measure 84. After the breath mark, you may increase
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your volume to emphasis the small motive leading into measure 85. This should be full of
excitement and energy.
I recommend slowing the tempo greatly after the breathe mark to add an extra dramatic
effect. Enter on the third beat of measure 85 at a forte dynamic and crescendo to the high E-flat.
The articulation is marked with a staccato, but do not play it short, but rather as having space
before the final note. Play the final note with strength and confidence, but be sure to not over
blow and produce an ugly sound. Play the pitch’s full duration, pause for a moment,
acknowledge your pianist and take your bows.
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Measure 76 to the conclusion
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Exercises
Exercise 1

Use this exercise to prepare for the work in general. Focus on shifting feeling the pulse of three
quarter notes to a single pulse of a dotted-half note that has three subdivided parts. Begin
practicing this slowly, and gradually increase the tempo.
Exercise 2

Use this exercise to prepare for the B section. Pay close attention to the various articulations.
This drill will help prepare you to perform the needed articulations this work requires.
Exercise 3
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Practice exercise 3 slowly and focus on the articulation and rhythms. This drill will prepare you
for the combination of multiple articulations and complex rhythm.

Exercise 4

This drill should be used to master the glissando. Being by practicing slowly. Be sure to have a
smooth sound and not one that is bumpy or jerky. The tempo of the glissando will depend on the
tempo and style of the music.

Exercise 5

Use this exercise to prepare for block E. Begin practicing with a metronome clicking the quarter
notes. As you gain confidence, shift the metronome to click the dotted-half note pulse.
Internalize the subdivision.
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Exercise 6

This is a reduced rhythm exercise. Whenever faced with a complex rhythm, simply reduced like
this exercise does above. Once the simplified version is mastered, begin approach the music as
written.
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The English Suite
The English Suite transcribed by R. Bernard Fitzgerald is a fun work that is comprised of
five brief movements. These movements will offer you a challenge in both lyrical and technical
playing. The first and last movement are the most technically demanding, movements two and
four allows for beautifully melodic playing, and the third offers a unique blend of lyrical playing
through challenging rhythmic motives. Enjoy preparing this solo. This is one that both the
performer, and the audience will enjoy.

Movement One
The piano part sets the overall mood of the work. The tempo, style, and articulations. It is
important to have studied the score thoroughly before a performance. The anacrusis, also known
as a “pick-up”, into measure 3 will sometimes have the tendency to be late. This will be from
wanting to have a longer than allowed pause after the piano introduction. Practice by subdividing
the rests in measure 2.
Measure 3 contains the basic articulations of this movement: Staccato, slurred, and
accented. Another challenge is having to play these different articulations consecutively over a
brief duration. Focus on the concert E-flat having space between it and downbeat of measure 3.
Emphasis beats one and two in measure 4. They are marked with accents, but these should not be
harsh. Think of a style to being one that is royal, or noble. The thought I use is the Queen of
England herself. Beat three of this measure may actually require the most air up to this point.
The sixteenth notes will be difficult to hear because of their short duration. The ascending line
also welcomes what would be an unwritten crescendo to the end point, the high E-flat on the
downbeat of beat four. The up-beat of beat four should almost serve as an anacrusis into measure
4. Once again on the downbeat, play the accent according the style, not overdone. Blow through
the two sixteenth notes so they are clear and easy to hear.
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Subdivide the dotted-quarter note to practice playing the pitches their correct duration.
Some teachers may approach the sixteenth notes as ornaments, or musical decorations. Even
though these pitches serves to make the music more interesting, they should be played in strict
time, while ornaments allow you more liberty. Focus on the last eighth note in measure 4 as an
anacrusis into measure 5. Beats one and two will require a steady air stream due to the slur and
the rhythms. As you move from beat one to beat two, gently increase the air speed for the higher
notes, and comfort moving through the slur. The peak of the slur comes at beat three. Be sure to
play this note full value. There is a tendency to play this note short because of its location, and
immediate leap after. When playing the concert B-flat on the up-beat of beat three remember to
view the staccato as having space, and not playing it “short.”
68
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Be careful of the rhythm in measure 6. Practice with a metronome to keep the rhythm
even and smooth. Pay attention the decrescendo, this should take place during beat two, the
descending eighth notes will help with this. The anacrusis to measure 7 through measure 8 can
be approached as the ending of this opening segment. The different types of articulations will
need close attention to help convey the differences in the music. Use the accents to draw
attention to important beats, such both down beats of the measures, and the high point of the
phrase on beat three in measure 7. Crescendo to this high point, the ascending musical line will
aide in bringing this out. There will be desire to slow down in measure 8 to emphasis the ending
of this phrase. Avoid doing this by practicing the subdivision to understand the placement of the
dotted-eight-sixteenth note rhythm.
These opening eight measures contain a different techniques or rhythm and
articulation and may be overwhelming trying to learn at once. The most important part of
preparing this work is start slow. Take a three week approach that will help you master this solo.
The first week practice this work under tempo and ignore the articulations and dynamics. Focus
on playing correct rhythms and notes. The second week practice under tempo again, but begin to
add in the different articulations. Begin by adding the staccatos and accents, and eventually the
slurs. During the third week, play the music as written but add the desired style and begin to
increase the tempo.
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Measures 9 through 12 can be considered a small section on its own. The beginning of
this segment should be strong and powerful. Once again, be tasteful with the accent, and use a
staccato articulation for eighth notes on beat three in measure 9. The up-beat of beat four can be
used as an anacrusis into measure 10. Once again, emphasis the down beat of measure 10, and be
sure the difference in articulations are different. There will be a tendency to rush beat four into
measure 11. Even though the sixteenth note motive is decorating the downbeat, these notes still
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need to be in time. (See exercise 1) Be sure to use a lot of air to help with the clarity. Pay close
attention to the articulation marking and the rhythm in measure 11. A lack of style will make the
music in this section boring. Practice subdividing the eighth notes to master the rhythm and
evenness of the sixteenth notes. Measure 12 is the conclusion of this brief section. Understand
how it matches with the piano part, use a broad, full accent to emphasis the closing of this
section. This approach will also be used in measures 15 and 16.
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Measures 13 and 14 allow the piano to have a brief feature while the solo plays a
supporting role. Be careful to enter correctly and to play at a mezzo forte dynamic. This dynamic
level alongside with the staccato articulation will help with the effect of the piano being the lead
instrument. Use the accents in measure 14 to help emphasis the important beats in the section.
Approach beat four through measure 16 the same as measures 10-12. Focus on articulation,
rhythm, and the crescendo to the high point of the phrase. Use these techniques of the first
sixteen measures as the measures 27 to the end.
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Measures 18-25 are part of another character, or style change. Understand how the piano
part of this section and how it supports the solo part. The overall style needs to be light and
energetic. The staccato articulation will be key in helping portrait the appropriate style. There are
three accent marking in this section, approach them as putting more weight, or slight emphasis
on these pitches instead of a traditional accent. This will help the flow of the music move
forward and be more in-line with the desired style. Practice this section with a metronome and
subdiving the eighth note. This will help solidify the evenness this section needs. The descending
sixteenth note passages in measures 19, 21, and 23 needs to be approached by blowing air
through these runs. This will help make the notes clear and easily audible. The crescendo in
measure 21 leading into measure 22 is the high point of this section. Be sure to keep this energy
until the decrescendo in measure 23. The up-beat of beat four in measure 23 needs to be
71
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approached as an anacrusis to measure 24. This measure will need practice on rhythm and
evenness of the sixteenth notes. Isolate this section and practice under tempo to help establish the
needed time. Approach the staccatos as having space between the other notes. The sixteenth note
slurs should be used a stepping stones to the eighth note pitches. The crescendo should peak at
the down beat of measure 25. Be sure to keep this volume consistent for the entire measure. It
may be appropriate to use the three-week practice strategy for this sections as well. During week
one focus on the notes and rhythms, playing the music under tempo. During the second week
begin to add the articulations and slurs. Finally, when the music has been learned, begin adding
the dynamics and other desired style traits.

73

Measures 26 through 41 are a revisiting of the opening sixteen measures. To make this
section interesting, and not bore the audience, slightly exaggerate some of the written effects.
The dynamic marking at measure 28 is mezzo forte, I recommend playing slightly stronger
compared to the opening of the movement. The decrescendo in measure 31 can be brought down
to an even lower level then earlier in the work. With the higher dynamic levels, you will be able
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to emphasis the accent marking slightly more. Be sure they are still tasteful and within the
desired style. In measure 38 the dynamic is marked at a mezzo forte, try to play this closer to a
mezzo piano, or perhaps a piano level. In measure 39 view the crescendo stronger than the one in
measure 14. This will give the music a wider range of dynamics in a short span of time. It will
make it interesting, and impress your audience of your attention to detail.
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Movement Two
The second movement of the solo titled, Aria (My Lovely Celia) does not require great
technical skill, but rather the ability to play a line with musicality and beauty. This is also a great
movement to help develop a great tone, and becoming an overall better musician.
The piano has a three measure opening that will set the overall tone of the movement.
The solo part enters in measure 4 at piano dynamic marking, and a tenuto marking over the
quarter note. This marking means to play the note to its fullest value. (See exercise 2) The sound
should be briefly interrupted going into the downbeat of measure 5. It is recommended to use a
slight crescendo and decrescendo through measures 5 and 6. Experiment with what you feel is
best and helps make a musical line. The grace note in measure 6 will tempt you to play a fast, out
of context note. Grace notes should fit in the context of the music you are playing. For this solo,
the grace note should start on the beat, and gently add an effect to the down beat, and allow the
solo to remain in time. Steady air supply will be needed to support the musical line.
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Measure 7 will also allow for you to experiment with the use of a crescendo and
decrescendo. Use what you feel makes the best musical line. Play the dotted-half note for its
entire value, even if you chose to insert a slight decrescendo. Take advantage of the breathe mark
before measure 9, (or any other breathe mark in the piece). Measure 9 uses a dotted-rhythm, be
sure to be thinking of the subdivision of the eighth note to give the note the correct value. The
concert A should receive slight emphasis because of the accidental. It will add extra color to the
music, and serve as a leading tone to the concert B-flat. Measure 10, beat three has another
tenuto marking. Once again be sure to play this note to its full value. The sound from this note to
the next should only be interrupted by the legato articulation. In measure 11 the concert A on the
up-beat should again emphasized, as it is leading to a concert B-flat, which is also the end of the
opening section.
This opening can be viewed as two large sections; 4-8, and 9-12. With each of those
being divided into two smaller sections; 4-6, 7-9 and 9-10, 11-12. I find it useful to think of these
sections as sentences. Find ways to connect these sections to produce an interesting musical line.
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Measure 13, or block 1, begins a new section that is more disjunctive than the opening
section. The smooth style needs to remain the same here even through the large intervallic leaps.
The key will be to keep a steady air flow through your instrument. There will be a tendency for
your volume to rise in measure 13, through beats one and two, then drop dramatically on beat
three. This is because of the high frequencies the high concert E-flat will produce are much
easier to hear. Be aware of the balance while practicing this section. Approach the grace note in
measure 14 the same as measure 6. It should be a nice ornament for the downbeat, but not too
extreme that it gets in the way of the musical line. The diminuendo marking in measure 15 will
require attention. It is recommended to start this on the concert C. It will allow for more affect
and give the performer more flexibility avoiding the large ascending leap in the measure.
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The anacrusis into measure 17 begins a descending line that crescendos. This will need to
be emphasized due to the tessitura of the pitches. Use plenty of air to support the leap in measure
18, and play the note at full value going into measure 19. Measures 19 and 20 are the end
section. Pay attention to the decrescendo and the ritardanto. This will help give the section a
concluding feel.
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Measures 26 through 41 the solo part serves as the “descant,” or a secondary voice that
adds color to the main musical material. In this solo, the piano is playing the main musical
material. The dynamic level is marked piano, and this should be observed. While performing this
with your pianist, be sure that their musical line is the prominent voice. Use a steady, cool air to
help produce a beautiful tone at a soft dynamic. Measure 28 will need isolated attention to play
the written decrescendo while the pitches are ascending. (See exercise 3)
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Measures 30-33 are more active in this descant part. Be sure to play the notes to their
fullest value. Slightly emphasis the A in measure 31 because of the accent and pay attention to
the crescendo. Maintain the volume until measure 33 where the part rests on the half note and
decrescendos. Use a steady cool stream of air to ensure that the slurs are smooth and even. Be
sure to subdivide the eighth notes to give the dotted-quarter note in measure 36 the correct value,
and the moving eighth notes all receive equal time through the crescendo. Maintain this volume
until the end of the section while carefully counting for correct rhythm. The anacrusis into
measure 40 through the end should be viewed as the conclusion of the descant section. Play this
section with much tenderness and grace. Learn how it fits together with the piano part to help
serve as a supporting voice.
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The solo returns to the beginning of the movement, and will be played through until
measure 21, where the solo part is marked Fine. Take the same approach as the first time with
some slight variations of your choosing to help make the music interesting. A recommended
example of a variation that you can use is emphasizing the crescendo and decrescendo in
measures 17-21. Also make the ritardanto in measure 19 more dramatic during the final time to
help solidify the conclusion.

Movement Three
The third movement titled Pastoral (Greensleeves) is a movement that will offer an
opportunity to once again showcase your lyric skills with more technical skills and more control
over the upper range. The tune will sound familiar, it is based off the English tune Greensleeves,
even more recognizable as the Christmas Carol “What Child is This.”
The beginning challenge is with the time signature. 6/8 time can be thought of as two
ways. The first, viewed as six beats per measure where the eighth note receives a beat. The

79

Measures 22-41. Solo part in the score is written in B-flat treble clef.

Barbee 62

second, which is the 6/8 this movement uses, is viewed as two beats per measure, where each
beat consists of three equal eighth note parts.
Within this movement, many times the rhythm of dotted-eighth-sixteenth-eighth note
rhythm is used, (Measure 11 is a great example). Practice this rhythm on a single pitch to help
secure the time. The tendency will be to hold the dotted-note and rush the sixteenth.
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The piano once again sets the tone of the opening of the movement. The movement
should be gentle in feel, and smooth in articulation. When practicing this work in the early
stages, use a metronome to subdivide the eighth notes. Quarter notes and sixteenth notes will
often suffer from bad time. Once you have mastered this, practice with the metronome clicking
the beats one and four while doing the subdivision in your head. This will be feeling the pulse in
“2,” instead of “6.” Use a steady air stream to help keep your tone full and beautiful. Move the
musical line with the direction of music from measures 4-10. The opening dynamic level is
marked at a mezzo piano, so be sure to observe this to help establish the gentle and easy affect.
Measures 7 and 8 both have an accidental marked for concert E. Slightly put more weight on
these pitches to help emphasis the added tone color of the music. Measures 11 and 12 are the end
of the section, it is recommended to use a slight crescendo through these measures and again
emphasis the pitches with accidentals. Even though the volume is soft and the tempo is slow,
play this section with lots of energy. This will help you give a livelier performance.
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Block 1, or measure 13 is the beginning of a new section of the work. Even though the
dynamic marking is forte, approach this as being full of energy instead of loud. Use fast, cool air
to support the tone quality. Practice playing the correct pitch by isolating Concert E’s until you
have gained confidence with your ear, and your ability to play this pitch on demand. Maintain
the forte dynamic level until beat two of measure 15. Decrescendo until the conclusion at
measure 16. Measures 15 and 16 have accidentals, once again slightly emphasis these pitches.
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Observe the breathe mark before measure 17, take a large enough breathe so you can make it
through the end of the next phrase. Approach measure 17 the same as 13. Use a strong dynamic,
emphasis the notes with accidentals, and be careful of the rhythm. You may also want to
consider using a slight decrescendo on beat two of measure 19 through the end of the section.
When first beginning to practice this work, it is a great idea to pare down the music to
learn in easier chunks. For the first week of practicing, focus only on the notes and rhythms.
Once this has been learned, begin to add the different articulations and slurs during the second
week. Once these aspects have been mastered, begin to add dynamics and other stylistic traits
you desire.
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Measures 4 through 20 can be divided into two large sections, 4-12, and 13-20. Each of
these can be separated into two smaller sections: 4-8, 9-12, and 13-16, 17-20. Keep this in mind
when determining your musical outline to help make the music flow for your audience.
The solo part does not re-enter until measure 25, and as the descant voice of the
ensemble. Approach this section in the same manner as the descant section in the previous
movement. The piano should be the prominent voice of the ensemble. Play your part at a soft
dynamic level so you are aware of what is happening in the primary voice: the piano. Observe
the crescendo and the decrescendo in measures 26 and 28. Be sure these support the melody line
in the piano and do not over power it. The articulation through this section is once again legato
or slurred. Be sure to keep a full, warm air stream to help support a beautiful tone. Slightly
emphasis the accidental in measure 30, it adds color to the music and beat three moves in unison
with the piano part. In measures 33 and 34, the euphonium part has a simple counterpoint
moment, when the piano line is moving, the euphonium part is sustaining, and vice versa.
Understand how these lines fit together by score study, and experimenting with your pianist. In
measure 35 your part moves in unison with the piano line, and has a crescendo. Slightly
emphasis this heading to the down beat of measure 36.
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From measure 37 to the measure 40, be sure to play with a sustained sound that helps support
the melody line. Understand how your part moves, or sustains with the piano line. Take a large
breathe at the breathe mark in measure 38. You will need a lot of air to support your sound and
sustain through the ritardanto. Practice this ritardanto with your pianist to be sure your ensemble
works together for the performance. Play this section gently, with a tender effect on the music.
Like movement three, the movement returns to its beginning and concludes before the
descant section. Take the same approach as the first time through, but slightly emphasis the
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dynamics slightly more to help make the music interesting. It is recommended to make the
ritardanto in measure 19 much slower the second time through.

Movement Four
Movement Four will provide the opportunity to enhance your lyrical skills. The meter is
in ¾ and does not contain rhythms that will be overly difficult to master. The overall challenge
of this piece will be to perform it smoothly. Playing into the upper tessitura and some of the wide
intervallic leaps may prove to be difficult.
The first three bars of this movement are introduced by the piano. The solo enters at the
anacrusis to measure 5. The style needed for this work is legato. Blow a steady cool air stream
through the slurs and legato tonging. Stay relaxed with large leaps such as the first two notes of
the solo part. Let the air carry the pitches where they need to be. Using force will create a poor
tone.
Approach measures 1-26 as one large section. This large section is then divided into two
subsections; 1-12, and 13-26. The first subsection can then be approached as two small phrases;
4-8, and 9-12. Treat the second subsection in the same manner: measures 13-16, and 17-26.
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The piano plays a short interlude in measures 21-24. The solo part enters at measure 25
and once against assumes the descant role. Like the earlier movements, support the piano which
is providing the main melodic material. The dynamic marking is piano, which will require more
air support than what may be expected. Too little air support in this movement will lead to notes
not speaking, or breaks in the slurs. Use the crescendo and decrescendo markings to help give the
music shape. Slightly emphasis the A-natural in measure 38. This accidental will give the music
an extra tone color.
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This last section can also be approach as a single large section divided into two
subsections. The first section is measures 25-32. This subsection consists of two phrases: 25-28,
and 29-32. The second subsection is measures 33-40, also consists of two phrases: 33-36, and
37-40.
The solo returns to the beginning of the movement. Like the previous movements,
slightly exaggerate the dynamics, articulations and tempos in a tasteful manner to give the music
a slight variation.

Fifth Movement
The last movement of the work is full of high energy and technical demands. Movement
Five titled Finale (Begone Dull Care-The Jolly Miller) will be a delightful conclusion to this
wonderful work.
The meter is in 6/8, and should be approach as having two large beats divided into a
compound manner (Three parts, instead of two). The piano has an introduction that sets the
tempo and style of the movement. The anacrusis into measure 5 will be challenging because of
the staccato articulation. Approach this as the note having space and “bounce.” Playing it too
short will make it sound awkward and out of character. Measures 5 through 12 should be
approached with the same style. Staccato notes should feel light and bouncy, not short and
pecky. Play the dotted-quarter notes marked with accents as having weight through the whole
duration. The tendency will be to have a harsh attach at the start of the pitch and quickly back
off. Measures 7 and 11 should be practiced slowly until mastered. The slur-tongue pattern is easy
to struggle with. When beginning preparation on this movement, remove the slurs to gain an
understanding of the rhythm. Be sure to play these passages evenly and smoothly.
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The anacrusis into measure 13, or block 2 through measure 16 should maintain similar
style. The dynamic however, marked piano, needs to be played softly to help make the music
effective. The anacrusis into measure 17 should immediately return to the previous dynamic
level. Try not to show your audience any signs leading to this change before it actually happens.
Overall, view this section with joy, energy and happiness. Some would say think of it as a
“happy pirate song.” I personally like that approach. AARG.
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Beginning at measure 21, the tempo slows down and the mood becomes somber with a
key change to F minor. The pianist sets this up with a brief introduction before the solo enters
with an anacrusis into measure 25. The articulation through this section (25-40) needs to be
legato, the opposite of the first section of the movement. Practice this section with a metronome
to ensure that the quarter notes are not played too long. Emphasis the notes with accidentals, they
add color to the music and serve as the leading tone in this section. Approach measures 25-28,
28-32 as subsection in the movement. The dynamic level builds leading to high point of this
minor section in measure 33.
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At block 4, or measure 33, the emotion of the music should be one of triumph, or in the
process of overcoming a difficulty. Practice subdividing the eighth note so the pick-up sixteenth
notes will be in time. Play the concert C’s at a strong level with much confidence. Maintain this
energy until measure 36 where the decrescendo is marked. From this point to measure 40, return
to the original emotion of the minor section. Emphasis the notes with accidentals and the
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rallentando in measures 39 and 40. This should give the audience a feel that the pirate’s days are
numbered.

89

The movement returns to the beginning. Once again, take the same approach as the
beginning, but emphasis the dynamics slightly more the second time. Playing the second time
slightly quicker would also be a nice variation. Be sure to emphasis the ritardando in measure 19.
Make this a powerful statement that not only in the movement coming to a close, but the work.
Maintain a powerful dynamic volume until the final note concludes.
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Measures 34-40
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Exercises
Exercise 1

Use this exercise to prepare for the complicated rhythms in Movement 1, measure 11. Practice
slowly until you are able to subdivide internally. Gradually increase the tempo as mastery is met.

Exercise 2

This exercise is designed to help you practice your legato tonguing. There should be a noticeable
difference between the normal and legato articulations. Try to limit the space between pitches as
much as possible when using the legato articulation.
Exercise 3

This drill is designed to help prepare you for ascending note lines with decrescendoing dynamic
levels in the second movement. A solid air support will be needed to play this successfully.
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Begin practicing this exercise at a comfortable dynamic level. As you become more comfortable,
decrease the dynamic level to make the drill more challenging.
Exercise 4

Use this exercise to understand the difference between a two pulse and six pulse 6/8 meter.
Begin by practicing with your metronome clicking every eighth note in the first two measures,
then have the same click represent a dotted-quarter in measures 4-5.
Exercise 5

This exercise will need to be practiced slowly in the beginning. It should be used to help master
the complicated 6/8 rhythms presented through this work. Begin by approaching this with a feel
of six. When the tempo begins to increase speed, switch to a feeling of 2.
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Suite in A-Flat
(From Sonata No. II for Flute)
By George Frideric Handel Arr. Donald C. Little
Suite in A-Flat by George Frideric Handel was originally for flute. The differences
between the flute and the euphonium are enormous. However, many members of the audience do
not understand this, and most likely will not take this into consideration. Do not let this put fear
into your abilities, as challenging as this piece may be, it will feel even greater after you have
mastered it! This solo is recommended for advanced sophomores, juniors, or students that meet
the class II standards.
For an authentic performance style, become familiar with the music of George Frideric
Handel. The best way to do this, is by checking out audio materials, such as CDs, DVDs of the
music of Handel or other composers of the Baroque style.
This piece can be approached in three different sections; 1) being an Allegro section that
will seem much quicker, 2) a slower section that will show off your musicality, and 3) a final
section that will impress the audience with master over rhythm, articulation, and mastery of the
range.
The piano gives a brief prelude to the opening section style. The solo begins with an
anacrusis into measure three, giving the music a natural emphasis. The downbeat of beat three
should also be emphasis to help give the piece of sense of movement. Be sure to give the nonslurred eighth notes their full value. Playing these too short will detract from the desired style.
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The anacrusis into measure 4 is what is known as a sequence, or a similar pattern
repeated at a difference pitch level. In this case, the pitches on the down beats of one and three
are different when compared to measure three. These differences should be emphasized to make
the music interesting and to draw attention of the listeners. Measures 5-7 will offer challenges in
playing the correct slurs and articulation. These measures will be easy to either only slur the first
two pitches, of the first four. Be sure to slur through the down beat of beat 2 and articulate the
up-beat portion of this beat. The sixteenth-note rhythms in this section will tempt you to rush, or
play these pitches with a poor sound. If needed, isolate these figures separately and focus on
playing them evenly and with a good tone quality.
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The anacrusis into measure 8, or section A, can be treated as a subsection of the opening
portion of the solo. The tendency will be to rush each of the figures. Be sure not to get “fast note
fever,” and want to play this section beyond your ability. The best approach to this is to take this
section at an extremely slow tempo. This will help develop your ear to know what pitches are to
be played as well as keep the rhythm smoothly. As you have mastered a slow tempo, gradually
increase the tempo to a slightly more challenging speed. Do not increase the tempo too much,
practicing bad habits will only make learning this piece that much more difficult. (See exercise
1)
There are some range challenges in this section, measures 12 and 13 are two of the
measures that will provide a challenge in flexibility. A great way to approach sections such as
this, is to isolate them out of context. Focus on each pitch, producing a quality sound, and
smoothly transitioning to the next pitch. A helpful practice technique I recommend is taking
extreme pitches and moving them (down or up) into an octave that is comfortable. Play in this
range, and even sing it out loud to reinforce the pitches to your ear. After this has been mastered,
moved the pitches to the original octave. The natural tendency to play high pitches will be to
tense up the neck, chest and torso. This will only hurt the air supply through the instrument,
causing you to produce a thin, undesirable tone. Remember to relax, and blow faster, cooler air.
You will be amazed by how easy producing “high” notes can be.
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An important element to this section (measures 1 through 31) is the attention that needs
to be paid to the dynamics. Without these the piece will seem repetitive and boring to your
listeners. Pay attention to the crescendos and decrescendos, these should help move the line of
the music, such as in measure 10, emulating the rising line of the sequence. Be sure to bring
these out as they not only important for the listeners to enjoy, but crucial for correct style.
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Measure 21 also includes another stylistic element that is not a dynamic, but an
embellishment called a trill. Many students will focus too heavily on this and cause them to take
it out of context. Think of it as a simple decoration, something that adds a little bit of “spice,” but
does not take all of the attention. The trill is a rapid movement between the printed note, and the
note adjacent above it within the key, in this example, a B-flat. The trill should only last as long
as the printed rhythm, in this example, a dotted-eighth note. It is even recommended to land on
the printed pitch, and use only a fraction of the allotted time to perform the trill. This ensures that
the embellishment is not over the top, and that the piece stays on track rhythmically.
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The three sixteenth notes leading in measure 22 can be considered an anacrusis. Measures
22-31 is the final section of the Allegro section. The most challenging aspect of this section will
be correct articulations and correct pitches. Divide this section into smaller phrases that separated
from the rest of the music by a rest or breath mark. Isolate these sections and practice well under
tempo to master the aspects of articulation and dynamics.
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The anacrusis into measure 30 is the start of the closing phrase of this section. Be sure to
play this section full of energy and excitement to measure 31. Use the ritardanto in measure 31 to
emphasis the change in rhythm and to emphasis the closing A-flat.
The anacrusis into measure 32 begins the second “movement” of this work. This part of
the work will allow you to show off your lyrical style of playing, and beautiful tone quality. Do
not be intimidated by the meter. Consider this 6/8, “slow 6/8.” What is meant by that, is each
eighth note will receive one beat, instead of a half of beat in 4/4 or 2/4 meter. Overall, this
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section should have a “flowing” feel, one of easy, smooth and light articulations, and a mastering
use of dynamics and crescendos and decrescendos.
Measure 36 opens up with a figure that will appear often in this section. The tendency of
this will be to rush the dotted-eighth note into the sixteenth note. Remember to give the first
pitch of this figure a full beat and a half duration. Blow through these figures to ensure that a
smooth and even tone quality is produced and breaks in the line do not happen. Since the style of
this section is quiet and smooth, use easy articulations when needed. Think of using a “doh”
sound, or a syllable that will give minimum interruption to the air stream. This section also
contains many accidentals, as stated earlier, be sure to give emphasis to these pitches, but do not
over-emphasis them out of context.
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Measures 42, 44, 51, and 52 have an embellishment known as an appoggiatura. (See
exercise 2) Do not be overwhelmed by them, but approach these as double grace notes that are a
fancy addition to the music. These should be placed on the down beats, but performed out of
tempo at a quicker speed. The difficulty will be to determine how quickly to play them,
performing these too fast or slow will take them out of context. Feel free to experiment to find
out what works best for a performance.
Letter F, or measure 46 is the beginning to the closing section of this second
“movement.” Bring more energy into this section, making the crescendo slightly more exciting
for the listener. The last four beats of measure 53 is the final phrase. Use the crescendo in
measure 54 to grow energy and excitement. Emphasis the E-natural in the same measure to help
add unique tone color to the music. The arrival point should be the high F in measure 55. Let this
note stand out above the music. Keep this energy through the rest of the measure, and use the
ritardanto to move the music to the final measure of the section.
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Movement Three begins in measure 57. This movement is a fast tempo closing that will
leave your audience smiling and having a feeling of joy. As a performer, it is a chance to
highlight your technical skills, tone quality in the upper range, diverse articulations, and the
opportunity to make the sequences interesting. This movement begins with another complex
meter. 12/8 is considered a duple-compound meter. This is because it should be approach to
having four “main” beats that each contain three parts, or triplets. A great way to approach this
section could be to give each eighth note a full beat. Focus on blowing air through the slurs, and
not tensing your neck, or body muscles to make this happen. If at first the slur from A-flat to C is
difficult, try using an alternate fingering for the C, such as valves 1 and 3. This will ease this
obstacle until you have mastered this slur using the recommended fingerings. It is important to
know that many professional use alternate fingering often to help ease difficult passages. The use
of the alternate fingering for this passage will help with ease and flow of the music.
The figure of the two slurred-one articulated eighth notes is one that is the primary
statement through this movement. It is important to be sure to give the second eighth note full
value. It is tempting to play this pitch short because of the articulation that follows. (See exercise
3). It is also important to subdivide when counting rests. Quarter rests, such as in measure 59,
could become an issue of holding a rest too long, causing for a late entrance of the next section.
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Measures 57-63 are repeated, be sure to make an extreme difference in the dynamic
markings. Performing these extremes will give this section a different feel, even though it is the
96
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same pitches and rhythms. The anacrusis into measure 61, or letter G is the first introduction to a
staccotoed articulation. Do not approach this as playing notes “short,” but rather as placing space
between each pitch. This style of articulation will add great contrast to the slurs of the main
figure.
Measure 68, where the soloist reenters after a brief rest is the beginning of the final
subsection of the movement. Approach measures 68-70 is the same manner as the earlier part of
the movement. Measures 70 and 71 allow for an interaction between the solo part and
accompanist. Be sure to study the full score, and work with your pianist to convey what seems to
be lines of communication.
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Letter I, or measure 73, may give some potential problems with rhythm. The tendency to
rush come from the anacrusis leading into each sub section, mostly right after the breathe marks.
Be sure to always subdivide and play each pitch its full value. It is recommended that during the
early stages, and even close to performance time, to just clap this rhythm. This will reinforce
correct time. Another great way to practice this section is to actually play the subdivision of the
eighth notes.
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The anacrusis into letter J should be played with lightness and excitement. Measure 77
and measures 81-82 contain a sequence. The sequence in measure 77 is a two beat motive that
lowers a diatonic step, while the sequence in measures 81-82 is a one beat motive the descends
diatonically by step.
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Be sure to increase the excitement as you play through these sequences. Without a
change in style, they could seem bland to the audience. Use the printed dynamics to help you
give the music direction.
The last two measures are marked with a ritardando, which gradually slows the pace of
the music. To perform this in the correct style, do not begin the ritardando until the last measure.
Begin it in the early part of the measure, but drastically increase its effect to the end of the
measure. The tenuto articulation means to play these pitches connected, with only a slight break.
Anything less would constitute slurring the pitches. Play these notes with extra weight, this will
help emphasis the closing of the work.
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As you will find out, this piece offers many different challenges, style, range, dynamics,
articulations and others. The best approach to all of these movements and sections, is to take a
slow, and correct one. As you begin to build confidence in these sections, gradually increase the
tempo. However, do not practice at a stagnant tempo, but slightly decrease and increase the
tempo to add variations to your practice. This will help keep focus, and reinforce quality habits.
No matter what tempo you practice, aim to have correct practice.
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Exercises
Exercise 1

Use this exercise to prepare the section beginning at measure 8. Begin practicing this drill
slowly, then increase the tempo as mastery is built. Use this same approach for this section of the
solo.
Exercise 2

Use this exercise to gain confidence using an appoggiatura. It should be light and interrupt the
beat as little as possible. Like many other ornaments, the speed of which it is played will be
dictated by the tempo of the music.
Exercise 3
Use this exercise to prepare for the third section of the solo. Practice a smooth articulation at a
fast tempo. The challenge will be not to slur these notes. Be sure there is a noticeable difference
between the slurred, and the legato articulated pitches.
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Andante et Allergo
By J. Guy-Ropartz arr. A. Shapiro

This work is a great piece for player who is wanting a solo to challenge their abilities, but
are not ready for a class A solo. This solo will offer opportunities to work on lyric abilities and
technical challenges.
Before working with a pianist to perform this work, be sure to do some score study.
Understand what is happening in the piano line, and when you need to enter after periods of rest.
You may know how many measures to rest, but that may almost be useless if you do not
understand where the beats are and what is happening in the music.
The opening is a soft, slow section that will give you the opportunity to focus on
producing a full tone. Even though the it is marked piano, support your sound with plenty of air.
Be sure not to make the dotted-rhythms in measures 4 and 5 too snappy. They should be in time,
but not militarily-like crisp. The crescendo and decrescendo that follow measure 4 should lead
into the down beat of measure 6. Approach this as slight injection of excitement. Approach the
crescendo and decrescendo markings in measure 7 the same way.

102

Enter into measure 11 with the same approach as measure 3; soft and gentle. This will be
more of a challenge because of the higher tessitura. Be sure to support the air and have control.
Isolate these pitches, and practice just entering at a soft dynamic. (See exercise 1). Blow through
the slur in measure 12, the peak of the crescendo should come at the down beat of measure 13.
The G-flat may require more air than expected due to the fingering combination of valves two
and three.

103

Score study will once again be needed for measures 15-17. Be sure to understand where
you re-enter into the work.
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Measures 10-14
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Dolce, means sweetly, which intends for this section to be performed smoothly and without any
sudden jerks or hitches. Using a smooth air flow will help keep your tone and musical line
smooth and even. Practice the dotted-rhythms and be sure they are even and are not jerky.
Measures 18 through 23 contain many accidentals. Slightly emphasis these pitches, they
will add a special color to the music, and create an interesting dissonance or harmony. Measure
21 the focus should be on the concert G, use the F-sharp as a means to led into this pitch.

105

Measure 24 can be viewed as the beginning of a new section of the work. The style
should remain consistent, and focus on the rhythms. It will be a challenge playing duple eighth
notes, and triplet eighth notes correctly. Practice singing and clapping this rhythm away from the
instrument. After this has been mastered, begin playing it on the instrument. (See exercise 2)
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Measures 26 and 27 have a small sequence, or repeated motives that are different in
pitch. It also is where the crescendo begins. Use these measures to help build the intensity that
will eventually peak at measure 30. From measure 26 until 30, keep the style smooth and even.
The legato articulations in measure 29 should allow for maximum duration of those pitches.

107

104

Measures 15-18. Solo part is written in C treble clef. (Non-transposing)
Measures 18-23
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The forte dynamic at measure 30 should be maintained for the whole durations and
through the first two beats of measure 31. The anacrusis into measure 32 until the end of the
section at measure 35 should have the emotion of deep reflection. Use the same gentle and
smooth approach, as each phrase passes and gently fades away.
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The anacrusis into measure 39 is the beginning of the conclusion to this section, a brief
rise and fall of the music in measure 41, leads into a gentle fade to nothing which concludes at
measure 43. Even as the solo gets softer, support your sound with plenty of air. A lack of air will
cause a break in the sound, or a pitch to stick out and take away from the mood you are
presenting. Measure 48 is where the andante section comes to a close. Be sure to score study
these measures, and the beginning the Allegro section.
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Measure 49 is the start of the allegro section. Use measures 49 through 52 to really
internalize the tempo and the sixteenth note subdivision. The style should be light and brisk.
Even though the tempo is marked as a forte, resist the temptation to play heavy. The dottedsixteenth-thirty second note rhythm found throughout this section, such as measure 53 will have
a tendency to rush.
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An excellent way to practice these measures is to remove the dot, and make both pitches
sixteenth notes. These rhythms will require much air for clarity. If not played precisely, this will
cause your line to sound mumbled and unclear. Measures 55-56 will present a rhythm challenge
because of this dotted-rhythm that leads into syncopation in measure 56.
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The desire will be to hold the down beat too long, and to become late on the quarter note.
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Measures 39-48
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Measures 57-60 uses rhythms that are found in the material until measure 73. Proper
subdivision will be needed to ensure that the dotted-eighth-sixteenth rhythm sound as written,
and not sound as a triplet figure. Practice these rhythms by singing and clapping away from the
instrument. After they have been mastered in this form, begin practicing them on the instrument.
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Measures 63 through 73 is composed mostly of these rhythms covered in measures 5362. After the rhythms have been mastered, focus on the accidentals that are sprinkled throughout.
Practice this section quite slowly, even close to half tempo, to ensure you are learning the correct
pitches. Slightly emphasis these accidentals, as they bring something interesting to the harmony
of the work. The high point in this section is in measure 71, this peaking crescendo begins in
measure 69.
The challenge here will be to continue to grow in dynamic volume, as the melodic pitches
descend. Be aware of this as you practice, do not let the volume fall with the line, but rather let
this downward direction help intensify the music. The last pitch in measure 70 to the down beat
of 71 is a large interval leap. Isolate this to help build confidence. (See exercise 3). Use the
decrescendo in measures 72 and 73 to bring this section to a close.

113

The solo has three measures of rest and re-enters in in measure 77 at a piano dynamic
level. This begins a section of a soft, lyrical section until measure 88. It may be useful to isolate
this section to work on your musicality skills. Practice with a metronome to unsure that your
time is smooth and even. Measure 79 may present the temptation to hold the dotted-quarter note
too long. Slightly emphasis the G-flat in measure 80, and the D-flat in measure 81.
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The piano takes over from measures 82-84, using the same melodic material. Work with
your pianist to be sure that you two have matching styles. Measure 85 the solo part enters at a
piano dynamic. This brief sub-section will lead into a new section which begins at measure 89.
The first three beats are similar to the material used in the beginning of this section, but changes
in measure 87. Here the material goes into a higher tessitura to help build intensity leading into
the next section. Approach the crescendos in measures 87 and 88 as a single large one. The
accidental markings are an indication of the building intensity that is coming. Slightly lean into
these pitches, and pay attention to the rhythm in measure 88. The last E-natural, will be the leadin note to the next section. You may want to consider using a rallentando in measure 88, this will
help increase the intensity, and help the sudden shift in dynamic volume in measure 89.
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Measures 89-112 is a new, full of energy, exciting section. Before beginning working on
this section, be sure to have mastered the triplet, dotted-triplet rhythm. (See exercise 4) These
two rhythms are the majority of this section, and failure to have mastered these motives alone,
will cause you more problems in the future.
Measure 89 enters with at a forte dynamic marking, but quickly backs down to a piano
level. The music uses a steady crescendo from this point until the end of the section in measure
112. I recommend perhaps starting at a pianissimo level, this will give you more room to grow
into the ending fortissimo level at the conclusion. From measure 89 through 96, the music can be
divided into two measure segments. The first measure having the dotted-rhythm, while the
remaining three beats being triplets. Use this approach, and practice slowly. The music is littered
with accidentals, remember that accidentals carry through the entire measure, and stop at the bar
line. Some examples:
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While practicing slowly, be sure that the triplets are even. Approach the dotted-rhythms with
separation on the sixteenth notes.
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Measure 98-105 changes from this pattern to a single measure pattern:

118

This may be something for you to experiment with trying to show the audience that the material
has changed. A possible idea could be to slightly accent the downbeats of these measures. Once
again, practice these measures slowly to ensure you play each accidental and have a clean
rhythm. The piano part changes as well, giving each measure a feeling grandness, build the
crescendo quicker during this section.
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Another similar style change occurs in measure 106. The pattern returns to a two measure
motive. Use measure 105 to lead into this new style change. Use measures 106, 108, 110, and
112 as points of high energy. This section should be approached as the last phrase before the
piano part closes the section in measure 116. Measure 106 should allow the music to crescendo
at an even fast pace.
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120

The general direction of this continua crescendo should be slow from measures 89-97,
faster from measures 98-105, and the quickest from 106 to 112.
Measure 117 is the beginning of not only a new section, but from here to the end a brief
recap of the whole piece up to this point. Measures 117-128 is similar to the beginning of the
work, but in a different key. The dynamic marking is piano, and should be have a gentle
approach. Watch the dotted-rhythms and accidentals. The brief crescendos and decrescendos
should give the music some life to the musical line. Beat three of measures 120 and 121 should
be treated as anacruses to the next measure. Study the score and understand how the solo and
piano part fit together. It will also help you understand when this brief sub-section closes in
measure 128.
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Measure 129 is a recap of the allegro section. The same attention to details with the
dotted-rhythms will be needed, and the syncopation found in measure 132. Slow practice will be
once again needed to master the time difficulties that this section presents. A great way to
practice this section, like the previous Allegro section, is remove the slurs and ties. There will be
a temptation to rush these rhythms, slow practice will help you overcome this. Measure 132, will
be the high point of this section. It is also the highest with concerns to range. Stay relaxed when
approaching this upper range, and use a fast, cool air stream. Measure 133 could be a good place
to insert a decrescendo to the end of this sub-section in measure 140.
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Measures 141 through 158 is a recap of the smooth, melodic section of measures 78
through 88. This is the shortest recap motive of the conclusion. Gently insert a crescendo so the
peak happens in measure 147, and gently decrescendo to the conclusion in measure 149. The
piano part stays with this sub-section until measure 158. Study the score to understand how the
piano line moves and to know when the solo enters in the next section.
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Measures 159 through 166 is a recap of the sub-section of the Allegro measures 89
through 112. The music uses the two measure motive, like the beginning of the earlier section.
Once again, approach this section is two measure segments. Use slow practice to ensure clarity
of rhythm, and correct accidentals.
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The Piu largamente begins the final push to the end of the work. The dynamic is marked
at fortississimo, and should be the fullest, and strongest point of the piece. Be careful not to
overdo the volume. It will be easy to blast or seem tasteless. The marcato accents should have a
strong start to each pitch. Use attention for the tie from measures 170-171. Practice this section at
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a softer dynamic level to train your ear of what pitches are correct. The ritardanto in measure 175
should last through measure 176, and give the impression that the piece is about to conclude. The
Allegro section in measure 177 should come as a surprise, at a softer, but still strong dynamic.
Practice this section slowly to master the correct pitches, it should be played slightly quicker than
the previous Allegro sections. Avoid taking a breath in measure 180. This will cause the rest to
be extended, knocking off your time. Use an accelerando to measure 182.
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Measure 182 to the end is the final conclusion. These measures should be played slowly,
and with great grandiose. Be careful not to overdo the volume, and have a nice focused and full
tone.
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Measures 166-184
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Exercises
Exercise 1

Use this exercise for preparing for the section at measure 11. Being playing this exercise at a
comfortable volume level. As you gain confidence, gradually play at a softer level. Work toward
controlling your sound at the softest of levels. Be sure to start your sound with the air stream, not
the tongue.

Exercise 2

This exercise to is for the section at measure 24. Practice slowly with a metronome and
understand the difference in rhythm between the duple and triplet eighth notes. Be sure to begin
with slow practice. It may be useful to approach this by clapping or singing the rhythm.
Exercise 3
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This exercise is written to help build confidence in playing large intervallic leaps. It will be
helpful to sing this exercise before playing. This will help train your ear in a more effective
manner. As you build confidence with this exercise, increase the tempo.

Exercise 4

Use this exercise before preparing the section beginning at measure 89. Ensure that triple
rhythms are even, and the dotted-rhythms are clean and crisp. Like many of the drills before,
clap and sing this exercise before trying to play it.
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Arioso Gloria
For Euphonium and Piano
Barbara York
This work is recommended for a player with the class I capabilities. It is not technically
demanding, but requires great control in the mid-to-upper register of the instrument. It is a work
that will allow for you as a student to work on your lyrical playing. Many players enjoy this
piece because when performed correctly, it is simply beautiful. The audience will have the
opportunity to hear how beautiful the euphonium can sound like and enjoy this peaceful work.
This work is written in a 6/8 meter, also known as a duple compound meter. Approach
this 6/8 meter as a slow version, or giving each eighth note a beat. There will be tendency to rush
the sixteenth notes due to “black note fever.” It is important to keep the work at a slow and
gentle pace. Observe the dynamic marking: piano. If this is not performed at a low enough
volume, it will be difficult to show contrast later in the piece.
In measures 2-4, I recommend giving each beginning pitch of each segment, a slight,
hardly noticeable emphasis. As a performer, this will help you push this sequence along.
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In measure 4, be sure to stay relaxed when going into the upper register. Remember to use a fast,
cool air stream and have an open oral cavity. If this is a struggle at first, practice this down an
octave to train your ear to hear the pitches. (See exercise 1).
Measures 4,6 and 8 offer an opportunity for ear training, and may prove difficult when
first preparing this work. If needed, isolate the last three eighth notes of these measures to
accurately play the pitches. The tendencies will be to either not play the last note low enough, or
drop too low on the second. It is also recommended to play these segments on a keyboard and
sing along. This will translate to more success on the instrument.
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The dynamic increases in both measures 6 and 10. View measures 1-5, 6-9, and 10-13 as
smaller sub-sections. Each giving the listener more intensity at each focal point.
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Measures 1-5
Measures 6-9
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128

Measures 1-18 can be considered the first section of this work. The high point comes in
measure 12, with the piece going up to a G above the staff. The piece should build to this
moment, and peak on this G. Remember to produce a good tone quality, do not strain and move
fast air through your instrument. In measure 14 the dynamic marking reduces to a mezzo piano,
be sure to observe this. Doing so will help highlight the contrast. The diminuendo marking
should continue until beat three of measure 17, where a crescendo will help the section close out
strong. This section the accompanist can be relied on to help keep a steady tempo, as this part is
steady eighth notes. But sure to do your part in counting to ensure a solid collaboration between
the two voices.
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The second section of the work begins in measure 23, and lasts until measure 49. This
section needs to have a slightly brisker tempo, and a livelier feeling. The entrance in measure 23
will be a challenge not to have a mental breakdown starting on such a high pitch.
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Measures 10-13
Measures 13-20
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Remember to stay relaxed and focus on moving your air quickly. Practice trying to hit
this pitch comfortably out of tempo in isolation. (See exercise 2)
An important aspect to remember about this section is how to tie all of the segments
together. Each small idea needs to fit together with the next in order to make the whole work. An
example, measure 25 through 29 should be a constant crescendo. Making this crescendo
consistent will be a challenge due to the range of the pitches.
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Measures 28-29 need to have a constant crescendo, even though the range of the solo descends in
the register. Be sure not to grow too quickly where the G in measure 28 becomes the high point.
Measure 32 begins a slight recall back to the early two sections, the motive in measure 31
is an example of the material found in the first section, and measure 36 an example of the
material from the second section. Measures 32-35 should be viewed as closing a sub-section with
the dropping dynamic level. I recommend using a slight ritardando to help with this effect. If
done effectively some listeners may think the piece is ending.
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Measures 36-48 should be approached as sub-section of the larger middle portion of the
work. The overall picture should be to start out quiet and calmly, and to once again build, and
return to a peaceful dynamic marking.
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Measures 25-31
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Measures 32-35
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133

Measures 36, 39, and 43 should be approach the same as in section one, each measure
being the start of a higher dynamic marking. Build each section to a louder dynamic, and be sure
to begin the next section at the same level. The three segments should work as a continuing
crescendo, building intensity for your audience. In measure 40, be sure to emphasis the
accidental on the downbeat.
Measures 45-48 should be treated as the closing measures of the middle section. Measure
47 uses the low pitch F below the staff. Even though the dynamic marking is Piano, you can play
this note a little stronger than most pitches due to its low tessitura on the instrument. Be sure to
blow lots of thick, warm air through the instrument to produce a good tone. The ritardando in
measure 48 should be exaggerated slightly, with a minor crescendo that leads the music into its
final section. (See exercise 3)
The third section (Measures 49-56) begins with lots of energy, mimicking the opening of
the first section. Apply the same approaches to produce good tone and have accurate time. Stay
relaxed when playing in the upper tessitura, and use fast air. The peak of this section should
come at measure 56, on the G. Be sure that nothing before this is played stronger, or it will ruin
your musical map.
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Measure 57 is the beginning of the end to this work. The music reuses material again
from the first and second sections but decrescendos at a steady pace. Even though the dynamic
marking is dropping in these measures, you must still focus on producing a quality tone by
blowing fast air.
133
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Measures 34-50
Measures 46-56
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135

An excellent drill would be to isolate these pitches separately, and sustain them at a soft
dynamic. (See exercise 4) Measures 60 through 62 uses material borrowed from the first section
of the work. I recommend slightly emphasizing the down beats of these measures.
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It is important to end the piece on a quality note, use a slight ritardando in measure 62 to
build the intensity to the final resonating pitch.
In the last four bars of the piece take your time. Convey a gentle feeling to the audience.
Even though this will be soft playing, be sure to support your sound with quality air support.
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Measures 60-62
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Measures 65-68
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Exercises
Exercise 1

Use this exercise as you prepare for the music at measure 4. Focus on correct time, and do not
rush the sixteenth notes. Practice with a metronome slowly, then gradually increase the tempo.

Exercise 2

This drill is to help you build the confidence and skills to play this high G right away without
any reference pitch beforehand. Sing this exercise before playing, and approach this exercise by
dividing it up into smaller sections. Stay relaxed without this process.

Exercise 3

Use this drill to increase your range in the lower tessitura. Practice slowly and with a big full
tone. As you gain the skill to play in this low range, practice this drill at a soft dynamic level.
Imagine using the same type of air to fog a mirror while playing this low notes.

Exercise 4
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Use this exercise to build confidence in playing in the upper register at a soft dynamic level.
Begin by playing at a comfortable dynamic level and re-articulating at a softer dynamic level.
Practice this with the goal of trying to play softer than the time before.
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Concert Piece
By P.V. De La Nux
Concert Piece by P.V. De La Nux is a work that will challenge a highly skilled high
school player, and reinforce basic fundamentals for the early college students. It is recommended
for a student of beginner ability in terms of interrupting music, this work can be divided into two
parts. The first 49 measures can serve as a study in lyrical and smooth playing, while the latter
half will serve as a technical study involving compound meter and rhythm.
Measures 2-4 can serve as the starting point. These two measures should focus on
moving air through the horn to create a smooth transition from one note to the next over large
intervals.
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Be aware of the intervals that are being played. Practice this slowly, and sing the pitches.
This will help you learn what notes to play. Measures 5-18 should be taught focusing on each
phrase individually, then connected as a whole. Approach each group of notes slurred together as
a single phrase.
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Measures 5 through the downbeat of measure 7 can be worked on in time, and out of time
to practice musicality. Experiment with how the line can move, such as using various dynamics
and tempos. This type of practice fosters the experiences of a budding musician.
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Measures 8-21
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Measures 5-7
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The important fundamental to keep in mind during this exercise, is producing a good
tone during any variation. Measures 9 and 10 both contain accidentals. These notes should have
an extra emphasis, but not so much that they are played out of context.
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Measure 19, or section A, be aware of the new character in this work. The range shifts to
a higher tessitura on a consistent basis. The large ascending leap in measures 20-21 may cause
some to mentally, and physically strain “trying to hit the high note.” Take this opportunity to
focus on this portion, by taking the pitches out of context and concentrating on making the leap
with a full tone. (See exercise 1). A general approach to upper range playing can be focused on
measures 19-25. Using the mid-staff pitches of D and E-natural to compare tone with pitches that
are above concert B-flat (on top of the staff).
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Measures 28 and 29 may cause for some students to worry as they perform. Seeing the
“fast” notes may divert your attention away from good fundamentals, such as producing a quality
tone, to abrasively playing these passages. The best way to approach this section is strip away as
much of the complications as possible. Step one may require the student to clap the rhythm. This
will remove the extra burden of trying to play the correct pitches. This may require focusing one
beat at a time, focusing on producing even triplet, sixteenth, and more complicated rhythms. It is
recommended to slow the tempo enough to focus on the subdivision, (eighth note gets the beat),
and focus more on the even feel, instead of rushing to fit each note in the given time allotment.
(See exercise 2) Measure 37 should also be approached in the same manner. If the previous steps
are followed and executed properly, the mastery of this measure will come naturally.
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Measures 28-29
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Measure 44 introduces accented articulation. Until this point, the articulation should be
smooth and full sounding. For this heavier articulation, think of putting more weight on the
notes. The range here drops into the lower tessitura, like the high range, the student will need to
focus on producing a quality low sound by blowing thick warm air, and mimicking saying the
“doh” syllable. (Exercise 3)
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Section C is what is known as a cadenza, or a section that is performed freely, or not in
strict time. As freeing this may seem, it could cause unneeded frustration when preparing. Keep
your approach to this simple. Start by grouping the section by beats, and practice at a strict
tempo marking. This will serve as a reference point to later play the music with more freedom
without losing your way. Like any piece of music, practice slowly to ensure learning of the
correct pitches. For extra ear training practice, pick the tones out on a keyboard and sing along.
This will refine your ability to hear the subtleties in the half steps that you may miss just playing
on your instrument. After learning the basics begin to experiment and dynamics and fluxing the
tempo. It is alright, and even encouraged not to play the cadenza the same way every time.
However, you do want a basic idea of the overall direction you want to play. When preparing for
a performance, envision that the cadenza is a story, and you are responsible to make it interesting
for your listeners. (See exercise 4)
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After you have ended the D in measure 49 under the fermata, take a slight pause. This
will set the atmosphere for a cadenza. Approach each slur as a separate phrase. The first phrase
should be played full of energy and excitement leading to the top B-flat. The second phrase
should be approached in the same fashion with less energy leading to the high A.
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The third phrase begins with three notes that serve as an anacrusis into the first four
sixteenth-note motive. The fourth note of each of these motives should be treated as a leading
tone into the next four note motive. B-natural to C, A-natural to B-flat, and C-sharp to D. Play
this passage with energy and excitement, the tempo can begin to ritardando when the motive
changes to triplets. Play the last B-flat with a burst of excitement, and pause before going into
the next section.
Begin the next phrase the same as the previous two. Build the intensity through the
sixteenth note motives peaking the at the eighth notes. This section should give listeners the
feeling that the cadenza is about to conclude. Be sure to suddenly drop the dynamic level to a
soft level and build energy through to the trill on the D. Hold the eighth notes a slightly longer
value, but keep the dynamic level soft through the conclusion of the note.
The Allegro section, will be a challenge to your rhythmic abilities. The 6/4 meter is to be
performed as duple-compound time; or two main beats per measure with each beat being divided
evenly into triplets. Measure one should be counted as follows: 1-2 3 4-5 6. (The “-“ representing
beats 1 and 2, 4 and 5 are connect as a half note.) To gain a better understanding of this concept,
practice this section as slow standard 6/4 time. Each measure having six beats (think of it as 4/4
time, but with just an extra two beats). As you gain control of this section, and the quarter note
tempo becomes quicker, begin practicing with the dotted-half note pulse, or the duple-compound
feel. (See exercise 5) The problematics of this section will be to hold the quarter notes too long,
putting you behind the tempo. An excellent way to practice this section is by clapping the
rhythms with a metronome.
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Articulations also include the accent. Just as the last section, the accent notes should be
brought out for the listener, but not overdone where it ruins the phrase. In measure 68 the
challenges playing accented notes in the upper tessitura could be overwhelming. The first
priority in this measure is to produce a good sound. Since these pitches are high, they will
naturally stand out to the audience, so extra caution will be needed when accenting them. A
common problem in accenting high tones, is producing a thin piercing tone with a thin air
passage. Be sure to blow thick, warm air into the instrument.
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148

Section D, which begins in measure 69, suddenly shifts to a duple metered 4/4 time
signature. Even though the time signature signals for four beats per measure, the pulse will be in
two. This half note pulse will be derived from the dotted-half note in the previous section.
Practice this transition by counting the three quarter notes per each dotted-half note pulse.
Transition by keeping the tempo of the quarter notes the same, but shifting the pulse to every two
beats. When first learning the piece, isolate this section and practice with the feeling of four beats
per measure, (think of it as two big beats, with the subdivision). As you become more advanced,
switch to feeling the section with two main beats. Measures 75-77 provide an opportunity to
work on large intervallic leaps. Quality ways to practice these is by taking them down an octave
to have the ability to play and hear the interval easier, and playing the pitches on the piano while
singing. If practiced with enough focus, learning these intervals will be used again in later solo
works. The goal for this section is to play in a smooth lyrical style at a tempo that will provide
excitement. Measures 70 and 78 should be approached with each having three big beats in a
simple compound time, instead of having only two.
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Section E, beginning in measure 84 is another style change. This section should seem fun
and energetic! The challenges will entail keeping a strong sense of time, and playing even triplet
figures over a large intervallic range. Begin study on this section by slowing the tempo and
clapping the triplet figure. After mastering the rhythmic figure, practice this section by sustaining
the first pitch of each “beat.”. This will help you master the line the music is going. After each
single pitch per beat drill is mastered, begin adding the full triplet section beat-by-beat until each
grouping is added. There are many wide leaps in this section, be sure to isolate these out of
tempo, sustaining each pitch to train the ear for what to listen for. Measure 94 has what looks to
be a difficult rhythm. Treat the second pitch as a staccotoed eighth note, (see exercise 6) and be
sure not to breath during the rest.
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Measure 96, or section F, begins the final push to the conclusion. The time goes back into
a cut time meter. Treat each pitch as half value when trying to relate it to the common meter
time. Isolate measures 100 through 102 by clapping the rhythm. Focus on playing either option
evenly, the main option (large print) gives a stronger contrast to measures 105 and 106, making it
more interesting for the listener. However, if rhythm is a difficulty at this point in time, it is
encouraged to play the smaller option to build confidence in your performance. The triplet option
also prepares you for the rhythms in measure 107. The final three measures should contain notes
that sound great. Use a full tone, and be sure to listen to your pianist for intonation.
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Exercises
Exercsise1

Use this exercise to prepare for measures 20-21. Isolate each measure individually and focus on
playing each pitch correctly and in tune. Vary the dynamic level as you gain confidence.
Exercise 2

This exercise is designed to help prepare you for measures 28-29. Practice this drill slowly and
with a metronome. It will be most helpful to sing or clap this drill. Work on mastering the
subdivision internally and not rush when faced with “fast” rhythms.
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Exercise 3

Use this exercise to focus on using heavy articulations moving into the lower register. Use an
excellent air stream to support your sound. Use your tongue to put more weight on these pitches.
Be careful not to produce an ugly sound by using too much tongue. Practice this drill slowly until
mastered.
Exercise 4

This is a drill to help prepare you for the cadenza in this work. Focus on the large printed notes,
and use the smaller printed notes to decorations. Experiment with how you perform this each
time. Make it fun and interesting!
Exercise 5
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This exercise is designed to help with feeling of a pulse on each individual beat, to a pulse that
contains multiple beats. This will be a skill needed when working on the section at measure 52.
Practice by have your metronome click each individual beat. After building confidence with this,
adjust the settings so it clicks only twice per measure.

Exercise 6

This exercise is written to help with rhythm in measure 94. Approach the staccoted eighth note in
this section the same as a sixteenth note. Be sure that this note is shorter than the other notes, but
the counting should remain the same to help keep your rhythm on track.
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Rhapsody
By James Curnow
Rhapsody for Euphonium by James Curnow is one of my favorite euphonium solos in the
repertoire. It gives the performer an opportunity to showcase beautiful lyrical lines, and excite
listeners with fast paced technical passages. This work will push the limits of many young
players, but the struggles this piece will provide are worth the satisfaction of a great
performance.
The anacrusis into measure 1 to measure 7 is marked Rubato; Quais Cadenza. This
means the performer is alone, and can move the line as he or she pleases. Do not play this
opening in strict time, but freely to evoke emotion from the lines. However, when first learning
the work it will be useful to practice with a metronome, then adding your own style after you
have learned the music. Use the dynamic markings to help give ideas of how to treat the music.
The breathe marks should also be viewed as phrase markings. The second phrase in measures 1-2
should be slightly louder than the first. Slightly emphasis the highest note in each phrase to help
give the music direction. The phase in measures 2-3 is the most intense of this opening. I
recommend slight rubato on the descending eighth notes. The sixteenth notes in measure 4
should be played quite slowly. Avoid the temptation to play them as marked. Instead use a
ritardando and decrescendo approach to give the phrase a sense of closure. Be sure to support the
low notes in measure 4, it may seem like you are playing them louder, but due to the lower
tessitura they will not be heard as easily. This final phrase from measure 5 to 7 will set the tone
for the next section of the work. I prefer to use rubato in measure 6 until the last eighth note,
where I will play it in time to set the tempo for the next section.
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The Andante Moderato section should have an overall easy and gentle approach. This
will be an opportunity to show off your musicality. The challenge in measures 9 and 11 is the
articulations. Be sure not to slur too many notes, and support your air stream to connect the
pitches marked with a slur. There may be a temptation to hold the dotted-quarter note too long,
be sure to subdivide. Each phrase should progressively get slightly louder with the rising
tessitura. The crescendo in measure 12 should set the dynamic level going into the next phrase.
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Measure 13 and 14 have large leaps that jump into the high range of the euphonium. Isolate these
to train your ear of the needed pitches. Be sure to stay relaxed and not to pinch off your air
stream. (See exercise 1) At the end of this phrase, gentle lower the volume, but be sure to still
support your air to produce a quality tone. Study the score to understand the piano part during
measures 16 through 18.
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Section B, or measure 19, uses similar material to the previous section, but at a quicker
pace. The mezzo piano dynamic should stay constant through measure 22. Use the breath marks
as phrase markings. The tenuto markings on the down beats of measures 20 and 21, signify the
end of a smaller phrase. Be sure to slightly emphasis these, and that the down beat of measure 22
begins the conclusion of this section.
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The next sub-section of the work is measure 24 through 31. The material in the solo line
works closely with the piano line. The solo plays more of a descant part, or secondary line, to the
piano producing the main theme. Before practicing this section, be sure to master playing even
triplets. When this is done, practice this section slowly, be sure to focus on articulations and
accidentals. Crescendo through the moving triplets, and descend when you start the whole notes.
Measures 30 and 31 are the end of this section, but should grow with intensity and volume to
lead into the next section. (See exercise 2)
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The Allegro con spirito section, which is marked section C, at measure 32 is the section
where you will be able to show off your technical ability. Even though the tempo is marked
much quicker, avoid the temptation to play it too quickly. A slower tempo with correct notes and
articulations is more impressive than a faster, sloppier version. Study the score to understand the
piano part leading up to the soloist entrance. When first working on this piece, practice the first
week slightly quicker than half tempo. This may seem boring, but this will support good learning
habits that will allow you to play the work at tempo easier.
The entrance at measure 37 needs to be clean, well-articulated, and at a forte volume. The
overall feeling of this section has to be high energy that is moving forward. Practice this section
slowly, and with a metronome. The subdivision of the sixteenth notes may give a temptation to
rush through the section. Also pay attention to the concert E-flat. Study the piano score to learn
the music in the piano part from measures 40 through 42. Measure 43 enters with a brief motive
that will lead into the next sub-section of the work. Practice this measure slowly with focus on
the articulation. The Concert G in measure 44 should seem to sing out above the music. Use the
phrase from measure 43 to build up to this pitch. This should be fun and exciting to play.
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The brief motive in measures 46-47 should have gentle approach until beat three of
measure 47. These last two beats should be accented and grow into the next measure. The
anacrusis into measure 50 should enter at a strong dynamic level. Attention will need to be paid
to the articulations, and the rhythms. To help master this section, when practicing, remove the
ties and slurs. This will help you learn the subdivision. The downbeat of measure 51 should be
strong, and seem to finish the previous motive. Beats three and four of measure 51 to the first
two beats of measure 52 will need to be practiced with a metronome. (See exercise 3). The
octave leap will need to be isolated to ensure that your ear is trained to play the correct pitches.
Use the accents on the lower octave to help build intensity leading into the leap. Use beat four of
this measure to lead into the motive in measure 53 and 54. Approach these two measures the
same as measures 46 and 47.
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Letter E, at measures 58-60 should be approach as measures 37-39. Focus on clarity,
rhythm, and having an exciting energy. Slow practice will help you master the different
intervallic leaps. Be careful of the accidentals as well.
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Measures 61 through 65 also uses previous material. Use slow practice in measure 64 to
focus on articulations and accidentals. Approach each beat separately when first practicing. As
you master these small motives, begin to connect them to make a growing phrase that peaks in
measure 65 at a full forte.
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Measures 66 through 68 is similar material to the closing of the cadenza of the opening of
the piece leading into the first section. This section is not marked as a cadenza like the opening,
but you will be able to use some rubato. Study the score to understand how the solo and piano
parts work together. Practice with your accompanist to find a way that fits your liking. Some
rubato will be tasteful, too much will seem out of place.
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Measures 64-72
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Section G, beginning in measure 69, continues using similar material from earlier in the
work. This is from the section after the cadenza. Approach measures77-81 as measures 19-22.
Use the breathe marks as phrases, and use a gently smooth style. Use fast, cool air going into the
upper register in measures 79 and 80. Slightly emphasis the last eighth note in measure 80, and
use the crescendo in 81 to help build excitement for the next section. Study the score to
understand what the piano part is presenting and to know when you enter again.
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The soloist re-enters at measure 88. This section, measures 88 through 92, are used to
transition to the next segment of the work. This section should be approach as four separate
segments, each divided by a breathe mark. When first approaching this section, use slow practice
to focus on the accidentals, and articulations. For the first week of preparation, practice the
chromatic sixteenth note runs as eighth note runs. Each phrase should gradually increase in
dynamics, and tempo.
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Section I is the beginning of the end of the work. The tempo should be brisk at this point.
The style should be clean, articulated, and accented. The chromatic runs in measures 95 and 98
will need to be practiced slowly to master the many accidentals, and avoid the temptation to rush.
When beginning these motives, reduce the dynamic level to help build energy as you ascend in
the run. When you have made it to measure 99, keep the energy strong and exciting. Be careful
not to overblow on the higher pitches. Play the eighth note in measure 103 for its full value.
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162

Measure 107 once again uses material that is similar to earlier used music. Use the same
smooth approach until beat three of measure 108. Here the style should become more exciting,
with careful attention paid to the accents. The rhythms in measures 109 and 111 will need to be
practiced with a metronome. It may be helpful at first to remove the slurs and accents, and over
time to gradually implement them until you are playing the music as written. Approach the
chromatic motive in measure 112 the same as measures 95 and 98. Slow practice will be key to
mastering these passages. Measures 115 and 116 should be approached like earlier material.
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Letter L is the final section of the work. The marking Molto rall. e maestoso means to
dramatically slow the work down. The style here should be heavy, with emphasis put on the
accents. A slight ritardando can be used on the final two beats of measure 119 to help emphasis
the ending of the work. Hold the concert G at a strong dynamic to the conclusion of the piece.
Use a steady air stream to help produce a great tone.
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Exercises
Exercise 1

This exercise is to help prepare you for measures 13 and 14. Begin by slowly practicing this drill
until you can internally hear the pitches. An excellent way to practice this is by singing. As
confidence and skill increase, move the tempo in a faster direction.

Exercise 2

Use this drill to prepare for section which begins at measure 24. Use the first measure of this
exercise to feel the full triplet rhythm. The following measures omit parts of the triplet motives.
Even though you do not play a note on every subdivision, be sure to feel it when counting.

Exercise 3

Use this exercise to prepare for the section which begin in measure 52. Use slow practice, and if
necessary remove the slurs. Be sure the non-slurred notes have clarity and do not sound stuffy.
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Lyric Suite
By Donald White
Lyric Suite by Donald White is a difficult work that would be ideal for a future music
major. The work consists of four movements, however expecting a high school student to
prepare all movements is unlikely. Most state solo and ensemble competitions only ask for two
of the four movements for performance. The combination being one slow movement,
(movements 1 or 3) and a fast movement (movements 2 or 4).

Movement One
The opening movement is slow with a dark timbre. The overall range is ideal, but in a
few spots will require an advanced level of mastery. The key signature has no accidentals;
playing B-natural and E-Natural may be a challenge at first, along with reading the other
accidentals. The slow tempos and light piano accompaniment allows the soloist to focus on
producing a full, beautiful tone. Due to the mysterious nature of the movement, finding a solid
time structure may be difficult. It is suggested that score study is done alongside preparing this
work. Understanding the piano part will help the soloist perform in time, with measures 1-2, and
7-8, where the soloist is alone. Playing in time will also help your accompanist follow you.
Approach the opening section quietly, focus on making this opening a section that will be built
upon.
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Measure 14, or section B, the piano begins a new section of the piece with a sextuplet
rhythm. Here is an example of where prepared score study is needed. Practice counting this
rhythm, so when the section begins it is easy to follow the piano part and understand the tempo.
Be aware that the tempo slightly increases, giving the work a pushing ahead sense to the
audience. A common mistake will be to rush the notes. With the solo pitches being sustaining,
the piano part will present a temptation to move ahead at a faster tempo. Be sure to understand
this. The euphonium line from measures 15-19, should be one smooth crescendo and
decrescendo that seems to be floating over the sextuplet piano line.
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Measure 21 becomes more aggressive, and shifts to a higher tessitura. The main issue
will be producing a quality tone that is not pinched. Do not approach the staccatos as being
“short,” but rather as having space. Be sure to blow through the G, and release on the down beat
of three. Once again, do not view the staccato as “short,” but as putting space between it and the
next pitches. Ear training will help in the remainder of the measure, and this section. In measures
21 and 22, students will want to jump to low when going for the D-sharp. Think of this leap as a
major third, written as an awkward, diminished fourth. If needed, isolate these sections to help
train your ear. Measure 23 is the highlight of this movement with the high B-natural. Many
students will strain to play hold this pitch. Be sure to stay relaxed, using fast cool air. Use these
exercises to improve tone and pitch not only for this passage, but for any piece of music you play
in the future.. (insert drills)
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The descending run in measure 24, can be performed in a slight cadenza style. Before
doing this, these pitches must be practiced until a high level of mastery is achieved. Once again,
view the staccatos as opportunities to provide space between the different pitches. If necessary,
when practicing, isolate pairs of pitches to focus on ear training. It is also recommended to play
these pitches on a piano. As the segment begins to fall into the lower tessitura, support your
sound with thick warm air. You may feel that you are playing these notes louder than what you
actually are. But this is only because of the low frequencies which do not allow these notes to
“sound as loud” as higher pitches. Play the triplet-sixteenth note run with lots of energy and use
the trill to taper off into a silence, seeming as an ending to this section.
Measure 28 can be approached as another “mini-cadenza.” The intervals are awkward,
mostly inverted half steps. To help with learning this section, group the notes in pairs, and drop
the second pitch down an octave. The pinnacle is the high B-flat, which quickly descends to an
F-sharp at a piano dynamic marking, leading into section E, which is in the same style as section
B. The approach to this section should be the same as section B, be careful for what could be a
tricky rhythm in measure 34. Be sure to focus on producing a big, quality tone that seems to float
above the active piano line.
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Measure 39, or section F returns to the opening style of the movement. The sustained
pitches need to follow the written dynamics to help them achieve their desired effect, and solid
counting to keep the ensemble of you and your pianist together. In the final bar of the movement,
hold the pitch for at least three beats before fading away into silence. Overall, the mood for this
movement should be mysterious. This will help give the movement the needed character for this
work.
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Movement Two
The second movement will be an opportunity to display technical abilities with
technique, range, and articulation. Flexibility will be needed to move from one tessitura to
another. Proper ear training during the early stages will assist in mastering this movement.
The opening eight measures of piano solo sets the style; a light, awkward, but enjoyable
mood. The solo begins in measure 8, or letter A. The opening dynamic marking of piano needs to
be observed, but do not enter at such a soft level that note will not speak. Gently crescendo
through the line until the E in measure 10 is the peak. The awkward intervals of this passage will
require isolated practice to train the ear of what to listen for. Isolate these measures by pairing
each grouping of notes. Take these out of time and sustain them until you are confident that you
have learned the intervals. There are many staccato markings throughout the work, and they
begin here. As in the first movement, think of these markings as putting space between pitches,
not as playing notes short. Use a metronome to keep the rhythms even. This will be a challenge
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due to the staccatos. It may be helpful for the first week of practice to solely focus on the rhythm
and articulation. Begin by practicing this section slowly, and gradually increasing the tempo.
Once close to performance tempo, return to a slower tempo to add the written dynamics.
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Measures 13-16 will offer challenges with rhythm. The sixteenth notes tend to be rushed,
and the descending line on beat two of measure 16 will have a natural decrescendo. Approach
this section with a full, open sound. Keep the dynamic marking at a mezzo piano, but your sound
still needs energy. Support measure 16 by blowing through, almost seeming to crescendo on
beat two into measure 17, a new section.
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Measure 17, or section B, can be considered a recap of the opening portion of the
euphonium solo. Use the same approach, but play at a stronger dynamic level in measures 17-19
to make the material more interesting for the audience. The rest of this section is also similar to
the opening. Be careful with rhythm, and finish the section strong. This will help set the tone for
the piano to go into the next section of the work.
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Even though from section C to D, is a piano feature, it is important to have studied the
score and understand the piano part. Counting is always great, but knowing the part to which you
are counting rests will install a confidence of knowing exactly where the music is. It is possible
to forget where you are in the rest, a simple moment of losing focus could introduce a panic of
being unsure of when to enter.
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The D section is to be approached as a variation of the opening movement’s material.
However, this segments begins in the low tessitura and will require more control over pitch and
tone quality. It may be necessary to isolate measure 41 to focus and gain confidence playing the
low F. If playing the low F is challenging at first, play the B-flat and gradually expand your
range by descending by half steps. (See exercise 2) Be sure to blow a steady stream of air from
the F to the B-flat. Measures 44-48 need to have careful attention paid to the rhythm. This is
much like the earlier section of the movement, but never become lazy with the basics. That is
when avoidable mistakes occur.
Measure 48 may require special care. The first fundamental issue will be the rhythm. A
common mistake is to play the sixteenth notes unevenly. Clap or sing the rhythm out-loud to
help with the mastering process. The next detail needs to be on the articulation. Play the rhythm
on a single pitch, after, insert the appropriate articulations. Do this until desired tempo is met,
then repeat this process at a slower tempo but with the correct pitches. Be sure to blow through
the passage on beat two in measure 48. Pay attention to the clarity between the F-sharp moving
to F-natural on the down beat of section E.
A great way to practice this section it to play it at around half tempo for a week. Focus on
subdividing and playing the correct tempo. The next week begin to add the dynamics and
articulations. Do not add them all at once, but perhaps focus on slurs first, then add staccatos and
finally dynamics. The third week of practice play as written, but under tempo, and progressively
increase the tempo to performance speed.
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Section E is a recap-like section of the material of D. Perform this section with slightly
more energy and a fuller sound. This will help with the draw the interest of the audience. Have
confidence in yourself in measure 51 when going for the high E. Remember to stay relaxed, and
use faster air to produce a beautiful tone. In measures 52-53 pay attention to piano dynamic
marking to give the music contrast.
Measure 54 introduces new material to the movement. Be sure to play C-Sharps in
measure 55, and F-Sharps in measures 56-57. Anytime an accidental is written into a measure, it
carries through until the next bar line, where it no longer has any effect. This section should
approach as to build excitement for section beginning at letter F. Work on building a smooth
even crescendo that will peak heading into letter F. Use the sixteenth note motives to build
excitement, it is ok emphasis these, or put more “weight” on them. This will help push the music
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to the next beat. Measure 58 will most likely need to be practiced slowly. The descending run on
beat two will allow you play at a louder dynamic. It will seem louder because of the low tessitura
the range is in. Also pay attention to the accidentals and articulations.
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Letter F reintroduces material that is similar to the earlier theme, but written at yet
another pitch level. The dynamic level should be part of the consistent crescendo that begins in
measure 54. Play this section with confidence, and pay attention to the accidentals. The D-flat in
measure 60 is the same pitch as the C-sharp in measure 61. This is a case of two different notes
that are the same pitch. You will learn more about this in your theory courses down the road.
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The high F-sharps in measures 61-62 will need to be support by a fast, cool air stream.
Stay relaxed to produce a warm beautiful tone. Practice measure 62 down the octave if at first
the range is a challenge. Playing this segment in a comfortable octave will allow you to learn the
pitches. Be light on the articulations. It is natural to want to tongue too hard in the upper register.
The high G should be the “high point” of this section.
Measure 67, or section G, is a new character for this work. The rhythm will need to have
your total focus. Be sure to practice even sixteenth notes when beginning to prepare this section.
Slow practice at first will develop a sense of even rhythm that will be beneficial for the more
complicated sections. (See exercise 3) Measure 67 is a great example of using this approach.
Take away the slur and play the dotted-eighth note as three sixteen notes. The common problems
facing dotted-eighth notes is players holding them too long and crushing the last sixteenth, or
rushing the entire rhythm.
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The piano dynamic will aid in providing a new character for the audience. Even though
the marking is at a soft dynamic, be sure to use enough air to support your sound and give you
response issues. Think of the dynamic marking for a suggested level of energy instead of a literal
dynamic. Measure 70 will create a temptation to breathe on the down beat. Do not fall into this
trap. Instead breathe during measure 69, where you have the full two beats to take in a full,
relaxed breath.
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If Measure 70 is practiced with solid focus, this could help make the rhythm learning
process easier for the rest of the movement. Isolate this measure by clapping the rhythm.
Entering at the appropriate place will be the challenge. Practice this at a slow tempo, and
gradually increase as your skill level improves. Being playing this measure by using a single
pitch, (ignoring the slur to focus on the rhythm.) While doing this process, be sure to pay
attention to the slight crescendo. This should be used to lead into the sequential material at
measure 71, similar to what was introduced at letter G. Measures 71 and 72 will need attention
on the correct rhythm and articulations. Beat two of measure 73 decrescendos into new material
that is full of complicated rhythms. When first practicing this section, remove the ties to hear the
subdivision of the beats and understand how the ties connect them. The tendency will be to hold
the ties too long, and getting behind the beat. This section is where energy really becomes
noticeable, and builds tension of what is going to come next. The crescendo will help create the
needed energy that will peak at letter H. Measure 79, provides difficult rhythm, articulation, and
flexibility. To perform this measure successfully, isolate each aspect. Single out the wide pitches,
clap rhythms, and focus on articulations. Measure 79 should also serve as a point leading into
measure 80. The energy is peaking here with old material written in a higher sequential manner.
Even though measures 80 and 81 are exciting, be sure not to force the pitches. Let the fast air
stream produce quality tones.
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178

179

Measure 82 enters at a softer dynamic level, using less excitement but similar material.
Let the articulations, the direction of the line, and the crescendos to help create excitement. Uses
the lessons learned from the previous section to carry over when dealing with difficult rhythms.
Avoid holding the ties too long and crushing sixteenth notes in route to the eighth notes.
Approach this section with a large, smooth crescendo setting up the section that begins at letter I.
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Beat two of measure 88 through measure 97 should be treated as the peak of the
movement. Enter this section at a strong dynamic level. The high tessitura of the pitches will
help you present the music at a high energy level. Focus on correct rhythm and articulation. Be
sure not to decrescendo through this line, even though the written music moves in this manner.
To match the intensity of the lower pitches with the higher ones, you may feel like you are
playing the lower ones at a louder volume. Do not be fooled by this, for the higher pitches will
naturally sound louder to the audience, hence the lower ones will need more support. In
measures 94-95 be sure that the articulations are clean, and that the crescendo is focused on
leading into measure 96. The repeated material in measures 94-95 is used to create intensity.
Make the crescendo smooth, beginning measure 95 where the previous material ended. Even
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though the F-sharps are marked with a staccato, allow them to sound as full as possible. The last
one should naturally lead into the high G trill in measure 96. Be sure to blow through this pitch
and the trill to help heighten the effect.

181

The solo euphonium part does not re-enter until measure 104, but be sure to have studied
the score so you understand the piano part. The material is similar to the opening of the
movement, consider this a recap, or returning to the original material. Enter playing at a piano
dynamic, and blow plenty of air through the crescendo. The high E should be the peak of this
phrase. Once again, approach the staccatos as space between the notes, not short pitches.
Focus on subdividing the beat in measures 107-111. The tendency will be to rush the
sixteenth notes leading to the down beat of the next measure. Measure 111 contains a difficult lip
slur. Isolate this beat, slow the tempo down and focus on hearing the correct pitch. If using the
normal fingerings for the C and A-flat is too difficult to perform at tempo, consider using the
alternate of valves 1 and 3 for the A-flat. No matter which fingering you decide to use, this
excerpt will be difficult to master. Crescendo during this beat to help lead into section L.
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The material at letter L is similar to earlier music of the movement. Again, focus on the
rhythm, dynamics, and correct articulation. Measure 113 is another example of the D-flat and Csharp written as different notes, but the same pitch. Blow fast cool air to hit the high G in
measure 114, the dynamic marking is only a mezzo forte. This pitch is easier produced than you
may think. Keep an open throat and stay relaxed to produce a beautiful tone. Use the same
approach for the anacrusis into measure 116. This measure is the final valley of the music before
it begins to build to an exciting finish.
Letter M is the beginning of the final push to the conclusion. Play this section light, with
energy, put more emphasis on the down beats of both beats. The staccato marking on the upbeats will help put space between these notes to put the needed weight on the downbeats. The
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energy becomes more apparent in measure 120 with the introduction of the sixteenth notes. Even
though the excitement is building, be sure not to rush the tempo.
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Isolate the ascending runs in measures 122 and 123. Practice slowly, and gradually
increase tempo as your mastery improves. The B-double flat is the same pitch as an A. Do not be
fooled again by an enharmonic pitch. When first learning this piece, practice these arpeggios as
eighth notes, or in half time. After a week of this, begin to add in the articulations and crescendo.
After this has been mastered, then begin increasing the tempo toward performance speed.
Letter N is the final measures before the grand ending. Emphasis the E-flats on the down
beats, the sixteenth notes should be used to create energy approaching the down beats. Use the
natural space between the staccato E-flat and the following sixteenth note motive to build
intensity. These measures should be a final push of the crescendo to the up-beat of beat two in
measure 125 which introduces the final E-natural. Be sure to take in plenty of air when possible
during the final measures. Hold the final note at a strong dynamic promoting a high level of
energy.
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Movement Three
The third movement offers you a chance to present your lyrical abilities in a dark,
mysterious mood. The tempo is slow combined with a soft dynamic. The opening eight measures
is a piano solo that sets the dark and mysterious tone of the work. Be sure to study the piano part
prior to performing, and rehearsing this movement.
The euphonium solo enters at measure nine at a pianissimo dynamic. The tendency will
be try to enter at too soft a level, causing the note not to speak on the instrument. Be sure to
support the sound with relaxed, warm, slow air. The crescendo from measure 9 through 12 is a
small, but important one. During these measures, slightly emphasis the quarter notes to help with
the momentum of the music. The quarter notes are also only a half-step away from half notes
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they share the measure with. This is will add a natural intensity to the music, emphasizing the
quarter notes with help this effect be noticed by the audience. At measure 12, sustain the mezzo
piano dynamic until the marked decrescendo at measure 15.
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Take a breathe before measure 13, approach measures 9-12 as a small phrase, and
measures 13-16 as the next small phrase. Use fast cool air to help with support with the delicate
high pitches of E and F. The interval of a major fourth between the E to B will require you to
blow through the instrument. Isolate these pitches to help master the interval and build
confidence. Also practicing this down an octave will help develop the aural mastery as well.
Measure 14 has a rhythm that may seem difficult when first approaching this movement.
Subdivide the eight-note pulse to understand when each pitch moves. B to F-sharp will be
another interval that may cause you to struggle. Be sure to blow through the B down to the Fsharp. Start the decrescendo after you have arrived on the downbeat. In measure 15 put a slight
emphasis on the accidentals, this will help the chromaticism intensity as the decrescendo works
toward letter B.
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The music at letter B, or measure 17, is the same as the beginning of the solo. Except the
dynamic marking is increased to piano. Be sure to make this notifiable. Approach this as being
stronger, having slightly more energy than the opening. Playing it exactly the same the second
time around will bore your listeners. Measures 21 through 24 is the most active section of the
movement up to this point. Resist the urge to rush, practice this section with a metronome and
subdivide the eighth note pulse. Another challenge of this section will be to keep the crescendo
even until measure 24. The moving eighth notes after the dotted-quarter notes in measures 22
and 23 will need special attention. They will have a tendency to decrease in volume because they
are lower in pitch and shorter in duration. Also use these notes to push the momentum into the
next phrase.
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Measure 24 is where this section begins to end. The three pairs of eighth notes are once
again sets of chromatic half steps. This will help intensify the movement of the music as the
volume decreases. Be sure to focus on the smoothness of the decrescendo and not to have bumps
because of the disjunct placement of the pairs of eighth notes. Take a breathe after beat two, and
approach beat three as an anacrusis into measures 25. Have the decrescendo that starts in
measures 24 lead into less movement material at measure 27. Once again use the quarter notes to
push the momentum to the end of the section. Even though it is not written in the music, a
ritardando is recommended for added musicality and expression. Be sure to work on this with
your pianist. Understand the piano part of these measures, this will help you understand what is
happening in the music and make tasteful musical decisions.
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Letter C is a new “character” in this movement. The piano part serves as a motor to move
the melodic material along. At letter D enter at a pianoissimo dynamic level. Be confident on the
entering pitch, even though the dynamic marking is soft, use plenty of cool air to support your
sound. Measures 34-36 contain a combination of a quarter and a half note, with the two pitches
being a half-step apart. Put emphasis on the second note of each of these measures. Measure 37
serves as a landing point of this brief section.
The downbeat of measure 38 is the beginning to a new sub-section. With the half step
change of direction from the previous measure, emphasis the A-flat and crescendo to the G. This
is also another example of half step movement, this time inverted as a major seventh. Use fast air
to play this interval, a common mistake is to play the D instead of hitting the G. Practice this
interval by singing and playing it on a piano. There will be a natural tendency to back away from
the C leading into measure 39. Be sure to play this pitch stronger than the preceding C, as the
crescendo calls for it. The C-B is another example of another inverted half step, along with E-flat
to D, and G to G-flat. Keep a strong air flow to help support the dynamic increase through this
line. Measure 40 is the highlight of this section, and of the secondary character of this
movement. Even though this is the highpoint, the dynamic level is only at mezzo forte. Measure
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41 is the start of the final section of this secondary character. Much like the start of this section,
the half step motives are frequent. Emphasis the moving note of each measure, (i.e. B-flat in
measure 42, F-sharp in 43). A slight ritardando would be appropriate on the last half of measure
44 leading into letter E. Be sure to work this out with your pianist during rehearsals leading up to
the performance. Be confident in the leap from D to C-sharp. A common mistake is under, or
over shooting the C-sharp. The piano part, starting at section E finishes the new character while
reintroducing the original. Do study the score before meeting with your accompanist to
understand what is happening for the whole work.
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Letter G is a recap of the opening of the measure, take the same approaches. Use cool air
to help support the soft volume and emphasis the moving pitches. Measure 58 serves as the peak
for the first crescendo, and also as a starting point for the material that follows until measure 65.
Measure 59-64 is a high energy section that goes into the higher register of the instrument. If
needed, first practice this section down an octave to help train your ear of what to listen for.
Some tricky rhythm sections to pay close attention to are tied eighth notes to downbeats of the
following measures (Measures 59-60, 61-62). Practice these at first without the tie. This will help
you internalize the time, making the addition of the tie easier to count when applied. The slur
markings help give the music momentum by pairing pitches together. Even though articulation is
needed, use a smooth articulation that hardly separates the moving line. If hearing and playing
the correct pitches in measures 63-64 is difficult, practice this section by just playing the down
beats. As you grow more confident, begin adding the other pitches until the whole excerpt is
mastered.
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Measure 65 is the final stretch of this section. The range drops into the lower tessitura of
the instrument. The light piano scoring offers you the opportunity to have some artistic
creativity. Even though you have this freedom, use it tastefully and appropriately. From Letter I
though letter J is driven by the piano. Score study should be done so you know what the piano
line is doing while you are counting rests. Measure 73 is the beginning of the conclusion, and
also contains an augmented 7th interval. Use fast, cool air to have support when approaching this
leap. Slightly emphasis the G-flat, it will give a strong sense of chromaticism being a half step
away from both G and F. The piano scoring is again light, and will allow for you to draw out the
emotion of the closing measures. Understand the piano part will help you do an effective job of
learning how to pace this section. As you descend in range, follow along with your dynamics.
Hold your final A out until the piano part has concluded, and gradually, and smoothly let the
pitch fade away.
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Movement Four
The final movement of the work offers that greatest technical challenge. With slow
focused practice, the difficulties presented can be mastered and allow for a rewarding
performance. The opening nine bars are introduced by the piano. Once again, score study will be
useful while preparing this piece.
Measure ten quickly introduces a list of issues to be concerned about; time, articulation,
and clarity. With these issues reoccurring through the piece, slow practice cannot be
recommended enough. Began your practice by subdividing the eighth note to distinguish the
slurs from the staccato markings. Remember not to play the staccato pitches “short,” but rather
as space between the pitches. Even though the musical line moves up and down, be sure to
increase the volume through the crescendo. This will help with making energy with the music.
The upbeat of measure 10, beat 2 (Concert C) can be emphasized leading into a brief motive that
springs to the high point of the phrase. Support these high pitches with fast, cool air.
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Lining up the eighth notes in measures 14-18 will be critical to the clarity and time of the
piece. It is recommended for the first week of practice to remove the different articulation
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markings to focus solely on time. Some of the sixteenth note rhythms may also need to be
reduced to help grasp the time. Once you feel comfortable with this begin adding one articulation
at a time until they are all added. During the third week of practice begin to insert the dynamic
markings and other characteristic traits you feel are appropriate.
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Measure 19 will provide a temptation to rush. Practice just playing the notes on the down
and up beats, as this is mastered begin adding the other notes. Approach this measure the same
way as the last section. During the first week of practice focus on the notes and rhythms, during
the second week begin to add the different articulations. Finally, during the third week of
practice begin to increase the tempo toward performance speed.
Measure 20 offers a unique rhythm variation. Even though the meter is 2/4, the solo part
has a feel of 3/8. While during a performance it is important to help present this character
change, it may be helpful to learn how the solo and piano part fit together without the slur
markings. When first learning this work, use the first week of practice to remove the slurs and
staccatos and focus on the rhythm and pitches. During the second week of practice begin to
gradually apply the written articulations. Also begin to approach this section with a triplet feel,
or a dotted-quarter note pulse. View each group of three notes as a unit. Keep the eighth note
pulse the same so the tempo will not vary. (You will also use this same approach in measures 4142, and 137-139 later in the work.) To help portrait this feel, slightly put more weight on the first
note of each group of three. This will help the audience feel the rhythmic difference in the music.
Even though it is not marked, a decrescendo in measure 23 is encouraged to allow the piano line
to be featured.
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Study the score so you understand what is happening in the piano part from measures 25
through 30. Even though counting rests needs to be done, it will provide you will extra
confidence in case you became unsure during a performance.
Measure 33 the solo part reenters with a change of character. A soft dynamic is marked in
the part and is needed to help make the effect successful. Entering on the upbeat of count one can
provide rhythm difficulties. Practice ghosting an eighth note on the down beat to help feel where
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the correct entrance is. To help gain mastery of the syncopated rhythm for beat two, play the
quarter note C as two eighth notes during the early stages of practicing. (See Exercise 6).
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Measures 36-45 is a recap of earlier material in the movement. Rhythm will need to be a
point of attention in measures 36 and 38. Be sure to enter on the upbeat of count one. Do not
rush the sixteenth note motives. Practice these measures as having an eighth rest, followed by
three eighth notes. Once you feel comfortable when to enter, add the remaining pitches. (See
exercise 4). Another tendency to rush will be in measure 40, avoid the “black note fever.”
Measures 41-45 have the same rhythm technique as measures 20-24. Use the same practice
methods to master this section. However, instead of playing a decrescendo, do the opposite and
end the section strong.
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Measures 46-56 will be easy to count thanks to the steady eighth note motives in the
piano line. It is still recommended to study the piano part to understand what is happening in the
music. When the solo part reenters in measure 57, it begins a different, more sustained character.
The F-sharp in measure 58 often gives players intonation issues, be sure to isolate it and check it
with a tuner. Stay relaxed and keep your air stream moving quickly to help produce a beautiful
tone. Approach the staccatos notes in measure 59 as having space between the pitches. Avoid
playing them too short. This will cause the music to sound forced and unpleasant. Frequent
metronome practice for measures 60-65 will help build solid internal time. The up-beat of beat
one in measure 60 will have the tendency to rush and compress the sixteenth note motive. You
may slightly emphasis the down beats of measure 61 and the beat one of 62. This will help give
the music energy. In measure 62, the style of articulation changes, emphasis the up-beats and pay
close attention that this is a noticeable change in the music.
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Measures 64-72 are part of major crescendo that brings great excitement to the music.
The pitch line in measures 65-68 descends, it will be important to be sure that your volume is
increasing. Another way to approach this is to sustain a strong volume level through measure 68,
and then begin to crescendo. As the pitches become lower, especially in measure 68 the sound
frequencies become more difficult to hear. There also will be a tendency to over blow these
pitches. Be sure to support the air and blow through the pitches.
The sixteenth note runs at the end of this phrase (measures 69-70) may present a
challenge with clarity and evenness. Isolate these measures and practice slowly to train your ear
of the pitches, and the appropriate articulations. Once again, do not think of the notes as short,
but as having space between them. The high point of this phrase come at letter G (Measure 71).
Support this note with fast moving air and an open throat. If hitting this pitch is providing a
difficult obstacle, practice it down an octave until you have mastered hearing the correct pitch.

198

Measures 75-80 is comprised of similar material used in previous measures. Take the
same approach with the time and articulations. Slow practice for measures 75, and 78 to become
comfortable with the fast passages and the articulations. The dynamic level begins at a mezzo
piano and ends with a mezzo forte. Be sure to use a slight crescendo. Measures 83-87 are similar
to the previous segment. Once again, use the same approaches, but this segment is a dynamic
level stronger throughout. This, and the previous segment are being used to set up a grand arrival
at measure 90.
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Measures 44-65
Measures 66-71
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199

200

The entrance at measure 90 is using material that is similar to that of measure 58. There is
slight variations on the rhythms and the overall dynamic. The earlier section was a softer
character compared to this version. This needs to have a large amount of energy and excitement.
The material will be familiar to your active listeners, so the change of character is important to
help make the music interesting. The sixteenth note motives in this section will need slow
practice to help secure the correct articulations. Playing too fast of a tempo will cause them to be
sloppy and unclear. Score study of the piano part will help you understand how the two voices fit
together. This will help with the ensemble and give you the ability to make better music with
your pianist. Measures 96-98 have a written crescendo that begin at a Forte that ends with a
fortissimo. Avoid the tendency to overblow the sixteenth notes motives in exchange for volume.
There may be also an obstacle with tempo, either with rushing or slowing down. Practice this at a
slow tempo to focus, and master all of these aspects.

201

199

Measures 72-82
Measures 83-87
201
Measures 88-108
200
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Measure 108 enters with material similar to the opening of the movement. This section
(108-121) uses material from different sections of movement up to this point. From measures
108-110 focus on clean articulations, the crescendo and the syncopation in measure 110. With
the large leap from E-flat to A-flat, there may be a chance to overshoot this pitch because of
letting the crescendo overtake your focus. Practice measure 110 down an octave to focus on the
rhythm, and mostly the pitch with more ease. The up-beat of beat two in measure 110 can be
viewed as an anacrusis to measure 111. Play the quarter notes with full value and at an equal
volume. Use slow practice to master the appropriate articulations in this section. As well as the
sixteenth note passages. There may be a tendency to want to push through these too quickly due
to the excitement you are feeling during a performance. Remember to stay relaxed, and with
quality slow practice before your big day, you will most likely have success. Measure 118 once
again used the awkward meter-like change. Be sure to keep the eighth note tempo consistence
and maintain a solid dynamic level until the conclusion of the last pitch in measure 121.

202

Measure 129 re-enters at a piano dynamic level on the up-beat of beat one. This is soft
light character that should be maintained until measure 133, where the volume of the section
begins to increase. Slow practice will be needed for the sixteenth note motives in measures 131,
and 133. There will be a tendency not to enter correctly and to compress the time where these
pitches sounds more like grace notes instead of written notes. The low E in measure 140 is the
arrival point of this section. The crescendo that begins in measure 134 needs to be even
throughout these measures until the low E is reached. Close attention should be paid to the
articulations, and clarity, especially in measure 135. The crescendo will be most difficult in
measures 136 through 138 because of the large leaps and the different tessituras the notes fall in.
Practice this section slowly to help build the needed evenness. Once you have arrived on the low
E, be sure to sustain it for its full volume for the whole duration.

202

Measures 109-126
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203

Measure 148 is the beginning of the final section of the movement. The dynamic level is
at a mezzo piano. Attention needs to be paid to the rhythm of measure 147, being sure the
sixteenth notes do not seem as grace notes, and the slur placement in measure 148. The
crescendo peaks at a mezzo forte level in measure 152. This slur may be one of the easier ones in
the work as the solo line ascends in pitch. The sixteenth notes motive in measure 151 may
require some isolated attention for clarity and tempo. Also practice the leap from the A-natural to
the high E in measure 152. You may want to practice this down an octave to help train your ear.
(See exercises 7 & 8.)

204

Measure 156, or letter P is the next phrase on the way to the end. Like previous sections,
use slow practice to master the different articulations. Beat two of measure 159 should be
isolated to help master the awkward fingering needed for the pitches. The E in the same measure
before leaping to the B-natural in measure 160 should also be practiced. Be sure to train your ear
for this interval, as a natural desire will be to undershoot to the G.
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Measures 127-142
Measures 143-153
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205

Measure 162 is the entrance that will be deliver the movement to its final section. It once
again uses material from earlier in the work. Be sure to maintain a full volume to keep the energy
in the music present. Focus on having clean sixteenth note motives and understand how your part
fits together with the piano part. Measure 171-172 will be the highlight of this section as the
sixteenth note motives happen consecutively while ascending to a high G at a Fortississimo
level. Focus on the tempo, there will be a desire to rush this section, which could make the whole
section unclean, especially the articulated notes. The sixteenth note motives can be divided into
pairs or slurred or staccatoed pitches. These groupings are all separated by the interval of a minor
third. Be sure to train your ear to hear this while you are working on this with slow practice.
When you have arrived at the high G in measure 173, maintain the volume until the work is
complete. Have lots of energy and excitement in your sound.

206

205
206

Measures 154-162
Measures 163-174
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Measures 174-176, and 178-179 can be viewed as brief codas, or short tag lines to extend
the end. Focus on the articulation and clarity. During these final sections while holding the high
G, you may want to consider adding vibrato to your playing. This will add more color to the
music and make it more enjoyable to listen to.

207

207

Measures 175-182
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Exercises
Exercise 1

Use this exercise to prepare for measure 23 in movement one. Be sure to stay relaxed and use a
fast, cool air stream. Play at a comfortable dynamic level, then practice playing soft for extra
control.
Exercise 2

This exercise is for the D section in movement two. Keep a solid air flow through each passage
and an open oral cavity. Use the type of air needed to fog a mirror. Be sure not to drop your jaw
too much where it affects the sound.
Exercise 3

Begin practicing this exercise with a metronome at a slow tempo. Work toward gaining the
ability to internalize the subdivision. This drill is focused on improving the section of measure 67
in the second movement.
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Exercise 4

Use this exercise to focus on developing clean rhythm in measure 36 of the fourth movement.
Practice by clapping the down beats, and singing the subdivision. This will help you develop the
skills to internalize the subdivision when you begin to play the passage on your instrument.

Exercise 5

Use this exercise to develop the ability to play large ascending leaps. The smaller leaps will help
build your confidence and train your ear of what to listen for. Practice slowly, and gradually
increase the tempo. Before practicing on your instrument, sing through this exercise.

Exercise 6

This exercise is for measure 33 of movement 4. Practice with a metronome to gain confidence in
the rhythm. In the latter half of the exercise pay attention to the eighth note rest. It will be easy to
hold the rest too long.

Exercise 7
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This exercise is designed to help you prepare for measure 148 in movement 4. It reduces the time
so it is easy to internalize, and fills in the space of the rest. Begin with slow practice and
gradually increase the tempo.

Exercise 8

Begin practicing this exercise by singing. This will help train your ear to hear the interval at
measures 151-152. After you have mastered this by singing, begin playing it on the instrument
slowly.
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