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Dedication

| would like to thank my family and friends for their love and support during my journey
to reach this point. Without you, thigould not have been possible. For my privatehees; Dr.
Gray, Dr. Smith, and®fessor Stein for their guidance into developing me into the musician |
am today. To Dennis Wein, who saw potential in a student many years ago, and went above and
beyond tle call of a school band director to ensure | 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 ofhard 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 correctgiree habits and how to apptlyem. Including
an aticle that will focus on modeling and how mirror neurons in the brain help us prepare for a
new work.

The collecton of solos which | have writteabout will continue to grow over time. This
currentcollection will either be posted to my website, Jeffemnpee.com, adistributedin a
printed fashion.

On my website, | will be producing short podcasts or Youtube videos for students to
download and view. | will cover the basics of these works, identify difficult se;taifer
practice methods for successd give demonsations for students to use as a model

The etudes and exercises written from this book will expand with the solos thabl add t
this collection The goal in the future being compiling this information and material into a
methods bookdr high school and college euphonium players.

With this collection, | 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 foteachers 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 literaure.
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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 preaton on the selected solo, read through the pages
carefully and understand the difficulties that will be cominthwhe 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 gahddisten 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 procedsdot 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
goss 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 famamwesi ci an
So, it is important that musiciaget the most out of practi¢cene. However, many of these
hours are not spent wisegnd at the end of the session itaalized that just because time was
used to accomplish a set of goals, those goalsiineastmet. This paper will identify the most
efficient practice methasand 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
maste this piece of mus for an extendegeriod of time, it requires use of long term memory.
There are two types of long term memaigclarative 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 ofhets of information that
camot 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 aratefden the same neural areas,
and cannot be separated. Nondeclarative memory is the subdivision that contains a wide scope of
skills and mental operationBuster states that nondeclarative memory is a concept that is
difficult to understandTwo other nanes 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 spcific 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 jostDe&larative
memory would be working by understandingtructions such ashat streets to turn oand
what direction to headVith the individual consciously making these thoughts and decisions, the
declarative memory is currently being used. Howelvaster 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 membry

When a new skill is learned, it is not a freshly acquired skill, in redlity puild 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 Anssible.
example of this can be found in areeyday 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,
declarativeand nondearative memory play krge role Conscious effort to read the notes,
rests, rhythmss not needed because this information has been learned in the brain potentially
thousands of times bafe even working on this piecéhese experiences can go as far back to
learning not name$asic whole note and wholests, and all other informatidhat is taught and
learned upon those basic fundamentaiss 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 @epyé music that is not mastered.
Learning the note to note sequence, the stigkeoverall 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 soundphrase change compared to a way it was performed €arlier.

1 Joaquin FusteiMemory in the Cerebral Cortg@ambridge: MIT Press, 1995)-23.

2 Joseph LeDougynaptic Se(lNew York: Penguin, 2002),-4G.
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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 ompuer folder for an item such advéicrosoft word documentiowever, this is far from
how information in the brain is storethis type of information is stored all throughout the brain,
different details are stored in the appropriate sechmividual memories are formed by
synaptic connections, memories are not found in specific sections, they are the SHu#ions.
brain is divided into sections, that are called cortexes which are responsible for the different parts
of the information. Levitin gives 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, udahg words, pictures, and musichemotor
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 thBditaiof. these
cortexes have a section known as the homunculus, which a spedifc $& connected ta
certainbody part, such as index finger, the knee, and theTips 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 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 satisfactidre 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 mudite cerebellum plays an impant role in a type
nondeclarative memory, onotor 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 basketbalindkicking a football. Using the exarte ealier of the traveling persgn
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 thig/acm ups are an excellent
example for a musician, even an athletelhis 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 warm3ip

Underneath these cortexésanother layer dbran anatomy. The corpugttosum
connects both sides of the brain. Every cortex that has been discussed, can be found on both
sides of the brain. The corpuallosum allows for both sides to communicate, preventing the two
sides as acting as a separaterbr@heamygdalalocated just in front of the Corpus Callosum, is
a center that deals with emotions and fetine 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 translat® a human braithe same way as far as safety, an example walking down a
dark alley in an unsafe area, lzain also trigger emotions lyusic that is heardAn examplas
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 underdbgpus callosum in the center of brain

The different cortexes, such as motor, sensory bveertical layeror membrang
which gray and white matter can be fouiitie top and outer layer, is made up of gray matter,

which is neurons. This level thertex only communicates with itself, and not with other parts of

3 Daniel LevitinThis is Your Brain on Mugitew York: Dutton, 2006), S&L.

4 Lennart Hémer, The Human Brain and Spinal Cord: Functional Neuroanatomy and Dissection Guide
(New York: SpringetVerlang, 1983), 67.

5 Loudoux, 7676.
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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 neuramtgrconnecting

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 tothe 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 tafyeedin 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 dehdrites

What allows for information to be transferred from neurondoron 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 aesminal do not touch, leaving a gap between the
two and causing neurotransmitters to cross, which is known as the synaptinciethe
neurotransmitters have reached the post synapse, there are two different types of reactions that
can occur, an depaiaing 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 connduteid dex
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 deterrdina the amount of neurotransmitters being

SWEYS tSGUNI S abSdzZNE THné O[] SOGdINBE hKA2 ! yAGSNEAGE S

7 Ledoux, 892
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sent. A slower, single inpsburceof neurotransmitters beimgceived is known as temporal
summationwhere a single higher input néurotransmitters, or a lower input from multiple
sources is known are spatslmmation. The more neurotransmitters received leads to a stronger
charged reactiah

The neurotransmitters enter though what is known as dendrite spinesfovmdiom
synaptic activity. With more skills, or actions being sent, whiklead to the @velopment of
more dendrite spines, which will allow for more synapses to form, allowing for a stronger
connection in the desired actidn

With many repetitions, these synapses become stronger and stronger, making the desired
action easier, and in some eagsausing 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 alows for the brain to adapt to what is important and what is called aparconstant 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 difficulyot impossible°

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 uniliseeenually fade away. This is
known as synaptic pruning, the processatieving 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 practideas been incorrect. Over time and with many repetitions of

8 Petra2012
9 Petra 2012
10| edoux, 5665
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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, andstrengthened incorrect wa¥yJacobs 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!?

Learning new material not only takes many repetitions to strengthegrhbpses, but
sleepor restis also a key factor. During sleep what is known as consolidation hagens
activity that helps the brain adapthe information learned throughout the day is retraced
through the synapsgcausing them to strengthen, and @aging the base of past experiengess.
these routines are performed over and over, the brain goeglhagrocess known as priming.
However, for newly acquired motor skills sleep consolidation is not needed, just an offline
period, or time away from theew skills. This is due to being built off slsiithat have been
previouslylearned 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 daykaas we
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 prodf tihea brain adapted to these skills because they
were used on a regular basis

Synapses are not the only key factor in neurons transferring infornfi@torone to
another. Myelin, a substantieat wraps around the axon of neustso is responsible fohé

transfer of informationCroyle states that this serves almost as insulation for the neuron to speed

11 Ledoux, 443

2 Bruce Nelson, edAlso Sprach Arnold Jacobs: A Development Guide for Brass W\hasicians.
(Dexter, MI: Polymnia Press, 2006) 10

B3 Petra 2012
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up for sending process. Aa action is being repeated, the more myelin is formed around the
used neurons. It wraps in a way that looks like conneetesbgie links, with the space between
each bulge being known #se Nodes of RanvieMyelin is used for all skills, includingeading,
sports and music anslmost abundantatanearlyagen d i s st i | | plentiful
fifties. After the fity year mark, learning becomes more difficult, and myelin tends to deteriorate
faster with unused skilfs'

In the sports word there are two differerdys to practice that can translatehe music
world. Masspractice, where all practice is dedicateé¢ocomplishing a specific goal, and
random practice, where a few repetitions is spent on oak thpen moving to anothehen
eventually returning to the original goal. The benefits of ranslyhe practicing is that it gives
the synapses multiple workaudluring a practice session. Even though there may be many errors,
these will eventually be worked olMass 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, withubes a
disruption in the learning process, and means wasted time with little prdgresssda Wilson,
an Assistant ranking professor of cello, cites that the average attention span of an average adult
cannot last more thaahalf hour.With this in mird 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 fatigte

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

145+ yASE /28fS3 ¢KS ¢Hi@yliia 2REHsPHEI SNBSA@a KRAFQiGob sy, 2 NJ
2009) 8789

15al NI yRF 2Aftaz2ys at NI OGAOS aeiliK .dzZAGSNBRY /2YY2Yy YAadz2yOoSs
American Music Teacher no. 61 issue 6 (06/2012BZ30
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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 numbecgy ¢jsd, then after its
purpose is served, it is disposed®f

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 kads 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 practpasgagesSince 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 effect learning will take place. Break up the music into smaller
pieces, which will allow for more focus on smaller sections of masidreducing the
possibility having an unfocused run through. Coyle uses an exampis ofith the
Meadowmount summer muscamp heldn 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 The keys to having the most productive practice habits are focus, proper

technique, andproviding quality repetitions.

16 Fuster, 7678.
17 Coye, 9092.
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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 sometimeoyadicated, but
the answer is air. Having a steady air syppy 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 topidwmtore detail. Begin inhaling air with an open mouth,
saying the AOho syll able backwards. Some sugg
Imagine your lungs filling with air from the bottom first, to the sides, and up. For a visual
example, fill a 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 teacherss e t he approach of Awarm air, 0o
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 instruntenfwdl volume.As you
progess, this type of approach will become used for a larger portion of the range, until only the
extremes will require a different approach.

The or al cavity (Your mouth) should be sha
used to produce a big soundhout the risk of sounding thin, or nasally. By remaining open in
the oral cavity, and saying the fAoho syl l able

dar k, rich tone that is desired. Reand st t he
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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 mo ylabte. Begindbyibhaliog far gghtma ki n g
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 anang 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 yaveha 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 waunp. It is also a great way to improve range, ear training, and

modeling as referred to ihé 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 sttearhigher the
pitch, the slowethe 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
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stream. As the pitch drops, the aperture will widen, helping to relax theeau.spolume
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 buzzimgf gitch air stream
and middle register at a softlume will seenlight 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 energyercitement 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 airstreany lapproaching it without any equipment (Mouthpiece, horn) and
without buzzing, then progress to mouthpiece

drill is an excellent way to practice mastering your range.

Articulation

Articulation is shoule 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 thauglatn

stream is interruptedt never stops. A good syllable to us
are many variations on this from other qualit
as the basic. | persoovabhy a@&dsabol dependi nge o
articulation | desire. A | egato articulation

syllable does not pronounce the beginning of a pitch and will minimize the audible break
between pitches. Foramorepranoced, or accented articulation

needed. This more articulate consonant will help meet the clarity you desire. | think of the range
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of articulations on a continuum, ranging from a slur (No articulation) through marcato style
where he space between pitches is maximum. Even with mamxi 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 audibilgywillralso 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 iadhed.

Double and triple tonging wil/| need to be
syllable. Practice single tongue articulation exercise using these syllables. You must be able to
articulate clearly at a slow tempo, focusing solely on thetab#ss before increasing the tempo
and combining with the single tongue practice to create the multiple tongue action. You must be
able to magrwalking (kaka) before running (t&a taka or tata-ka). A good way to practice
away from the instrument 8mply 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, theseltriare 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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Jassifications

Class | 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 Il ®los
Sweet Betsy Sweet by Paul Haack

English Suite Transcribed by R. Bernard Fitzgerald
Suite in Aflat by G.F. Handel arr. By Donald Little

Andante et Allergo by J. GuRopartz arr. By A. Shapiro

Class Ill Solos
Arioso Gloria by Barbara York

ConcertPiece 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.dHerty

Air On The G String is paudf a collection of three works.hHE otheworks areMarch
(from AnnaMagl al e n a 6 s, ahdGladyy Wil bTiake My Portiori#29 Aria from St.
Matthew Passion). These works are all great for young players working to develop range,
dynamic control andgryforming experiencédir On The G Stringtays 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. Seanclogalu
library to find a recording, or evditowseYoutube.

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 narked 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 measubeitttto the rest on the down
beat of measure 5. Grow to a metade 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 itis in a
higher tessitura. The articulatiomarking will be a temptation to ignore, and slur all of the eighth
notes into one | ong passage. Avoid doing this
the slightest interruption to the air stream arsgltfie style of the work. (See Exercigerhe
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 v@aeking away from the air support
will cause your tone to stop, producing an awkward and unwanted break in the music.
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18

Be sure to take a full breathe at the breathe mark. Enter in measure 7 at a soft, but
energetic volume. Gradually grow through thescendo, 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 orbeats three and four. The motive jumps higher on beat four. Slightly
emphasis theflatandFs har p, t hese are Acoloro tones, or
dissonane to the music.

18 Measures &%
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Use the same approach for measures 9 and 10 when dealingenttiescendo,
decrescendo and articulation. However, beats three and four of measure 10 drop to a mezzo
piano. Measures-T1 should be approached as a single phrase that can be divided into two
smaller phrases;-8, 9-11. The rhythm and pattern of theseasures are the same, b th
pitches are different makingwthat 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 te Iplayed slightly softer.

F

S— e e e 1 i ! —
P 1 1 1 1 1 1 L—'-I
mf ———— P mp ——
5 P .
e —
p 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 theigatural neds 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 iplireseThe high mark of the crescendo volume
is mezza forte, and shiokbe 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 ea
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 fireadly play as written. (See Exercisg 2

19 Measures 78
20 Measures 711
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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 upbefbeat 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
supportedso 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 intervasetdpe
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 practicingettesapll be time and
rhythm of the half note being tied to the sixteenth nmteseasure 15The 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 need, play as written. (Sexxercised)

The Gsharp 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.ddere 19 and 20 offer challenges to rhythm due to ties and
articulating on the wpeats. 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.

21 Measures 1114
22 Measures 15817
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The pealof this phrase comes in measure 20 on tHaB 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 thatamicoarkings
and time. The final note of this section comes in measure 22, even though it is marked piano,
support this pitch for the whole duratid?ractice in a similar fashion as the previous section. For
the first week ignore the slurs and ties.y&si become more comfortable with the rhythm,
slowly begin to add the ties and slurs back into the music.

24

Take measures 2% to relax and mentally reset for the final section of the work. Study
the score to understand what the music is doing while g@teating. 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 okthe wor
Crescendo through the dotthdlf note to the eighth note motives that lead the down beat of
the next measurd&@he eighth notes of these measushould almost serve as an anacrunscs
the next measures using what is called an anticipation, or playing the pitch bieferepiected.
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25

Support the decrescendo in measurg/B0 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 thragh the crescendo. The down beat of measure 33 should be the high point of this
crescendo at a mezkarte level. The highest point of this piece should be at measure 34, the

28 Measures 120
24 Measures 2122
25 Measures 2730
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high D. The three eighth notes leading to this in mem83should be where thaescendo really
grows.Play with lots of energy in this section.
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26

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
musc ascends before descending. Measure 37 can be considered an ornamentation measure,
where its purpose is to make the endi-mignaof th
crescendo and decrescendo, and the sixteenth note motives. Practiesathise with a
metronome to gain masteoy the rhythmOnce this has beeacthieved, add the slight ritardando
to the last half of the meare while gently using a decrescemuo the final F.
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26 Measures 3134
2" Measures 3538
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Exercises
Exercise 1
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Use this exercise tm€us on developing smooth articulations. This soft style will be needed
throughout this work.

Exercise 2
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Use this exercise to focus on mastering the rhythm in measufies Practice slowly with a
metronome at first. When you have developed configgoegin moving the metronome to a
faster tempo.

Exercise 3
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Use this exercise to develop the ability to hear, and play large interval Téegpgoal here
should be to play cleanly from-C. Master the smaller intervals to eventually build the abiity t
play the octave leap.

Exercise 4

et e e e e

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 yomaster 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, &8id 36
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Sarabanda and Gavotta

By Arcangelo Corelli arr. Voxman

Sarabande and Gavotta is a short, two enwant 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 dir 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 ther8aanda, 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 stdy. But do not overblow, the conceriflat will be easy to play too loudly.

Largo
e
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P dolce ¢ legato 28

Think of the first eight measures as a long phrase, which is broken into two smaller
phrases, measuresiland 58. Be sure to fill up with air at the beginning of the pjened 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.
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P doice ¢ legato

29

Practice this opening phrase with a metronome, measures 3hane @ottedquarter
note. Be sure these are played with the correct length, the tendency to rush these are common.

28 Measures 12
29 Measures 111
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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 946 can also be approachasla large phrase, which is again divided into three
smaller phrases-90, 1312, and131 6. Use t he breath marks to fi|
p o i motthese brief phrases. Likiee first half of this movement, emphasis the notes that have
an accidetal. 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 secogeldaction, changes to a
mezzoforte. Be sure to follow this, it should be clear to ltkeners 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 shouloshpea&sure 14 with
the Fsharp This will bedifficult, because thereceding Gwill 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 durati 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 tfiatBvill be the
pitch you will be trilling to. (See exercis@ Even though you are toawe rapidly, be sure that
the trill fits the style of music. For this work the trill will be performed slower than many other
works. Itis also a device to help build intensity going into the last pitch of the movement. The
final note of the measure iga This lead into the nexteasure which contains a dottealf-
note on the same pitch. The final G in measur
final pitch early to give listeners a preview of what is expected to come. This is the canolusio
the Sarabanda.

ah

The second movement of this workoissk and upbeaflhe Gavottaa lighter work that
will challengeyour technical skillswith a demand for clear articulatiamSpproach this
movement as having two sections once again: measwas, And 2124.

30 Measures 1216
31 Measure 15
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Throughout this work there are staccato articulations. Many players approach these as
Ashort. o This causes you to stop the air stre
staccatos as separated. This will allow the air streazortinue and nevére stopped. Play these
notes witha 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 soundf a harpsichord compared to a piano. The single eighth note before measure
17 is often rafpemoec.t0o The aeftpminclkcal term is
tempo of the new section and with the same style. For this work, be theehargsBe sure the
sixteenth notes in measure 18 are clear. This will be a challenge because often these type of
passagesan easiljpecome muddled and unclear. Practice with a metronome to be sure the
rhythmis even and correct. The accesed in measurg3 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 measut8is used as an ending of the first phrase, and the beginning
of the next. Measures 19 and 20 should have the same stykaetires 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 éfull duration of the measure. Beat two holds two sixteantk
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.

Allegro moaerato

- >. >.
. o » . 1 aP fPr.f » . .
?] 8 L - 5. 1 4 1
OO W A i) ] ol 1 = 1 . L . 1 ) Se—
1™y L W 1T 1 1 1 N T T 1 11 1
v 7 1 1 ¥ 1 | "4 3
L4 T L4
mf’
— >
£ . Porapfefe,, f£3 .. e
- 1 I 0 PEI 0 T - - -
) 1 p— T 1 1 T 1 ) il ) ol 1 . .
1 — —— | 1 * em— 1 . | 1 1 1 | L) | B 1
e | 1 ) — | ! " 1 . 1 ?_ 1
or6so. f mf’

32

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 theime sdloist has the main material
on the first and second beats of these measures, but the piano dediverpdrtant 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.

32 Measures 121
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The anacrusis into measure 25 is the final dtrefache 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 masteeths. In
slight ritardandan 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.
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34

Throughout this solo the work uses repeats of large phrases. Be sure to approach each of
these phrases shtly different the second time from the first. This will make the music more
interesting for you, and the listeners.

33 Measures 2122 Solo part is written in C treble clef in the score
34 Measures 2828
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Exercises
Exercise 1
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Use this exercise to practice using a trill. For this work, measure 15 is where it will work the
best. Sincehis 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
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Use this exercise when starting to work on this piece. This drill will help traingauand build
your confidence in playing the opening. Begin by playing at a comfortable volume and decrease
the volume as you gain control.

Exercise 3
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Use this drill to master the large leap in measure$4l3 his drill begins with small interval
legps, but increases the distance from the first pitch to the second pitch during the next rendition.

Exercise 4
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Use this exercise to prepare for the Gavdttactice this exercise slowly until perfect. Pay
attention to the diverse articulation markings.you master this at slower tempi, begin to
increase the tempo.
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Apres un Reve
By: Gabriel Faure

Apres un Reve, whichtrahsat es t o fAoAfFterch|s afgre& warkafana
euphonumist looking to develop an excelldnhe, an exterell range intdhe upper tessitura,
and advancethusicality skills. It will also challenge the performer into deveigsolidrhythm
skills, such as duple, dotted, and triple rhythms, which are used throughout this work.

Before preparing this work, | resomend spending time with thellowing 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 e 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 Even at this soft dynamic\el, be sure to play with energy and
excitement. Be proud of your ability to play this pitch with excellent control.

And untini [legato]
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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 i\skill 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 tripletsThis will need a high level of concentration and confidence in your rhythm.
The tie from beat one to beat two (in measure 3) tsankee a tricky rhythm. When first
preparing this work, remove the tie to ease the counting difficultygSeeise?).

Theei ght h notes in measure 5 may seem fAsl|l owt
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 aclsddrse will add
some nice tone colors to your performance.

36

Ui

35 Measures 14
36 Measure 5
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The moving pitches of measure 6 through measure 7 can take on a slightly more driving
feel, which will resolve at measure 8.yRaxtra attention to the dottetlythm in measure 6, it
needgo 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.
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Take a large breath after measure 8, and treat measiifiea<9a small phrase. The
energy that wagsed in measures 6 and 7, should reemerge here, but with slightly more intensity.
The quartereighth triplet note motive needs to ddear that they are not dottekythms.The
Approachto measure 10 is the same as measueg&rding time. You may inseatslight
crescendo in this measure to emphasis the repeated Gs arshidug FThis passage will be
intense because of the repeated pitches and the colored tone, the crescendo will help bring this
out. The Bflat on the down beat of measure 11 shoulthleehigh 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 watk so fa
slightly emphasis the dotteguarter and eighth notes leading into mead@relrhe 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 reconemiémcdd 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.

37 Measures 68
38 Measures 911
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39

Measures 1-21 are similar to measures32 Even though this music is similar to when i
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 mga®1 compared to measure 6.
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Measure 24 should enter at @zmoforte dynamic, and once again have the driving feel
from earlier in the work. Pay attention to the quaeighth note triplet rhythms, be sure they are
noticeably different from the qile 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 2@alte B
A on beas one and two should serve as a resolution.
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The anacrusigito measure 27 begins a new section with fresh material. Measugds 27
should be approached as an ongoing crescendo, as stated earlier in this writing, focus on having

39 Measures 1215
40Measures 1721
4 Measures 246
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correct rhythm. This sion 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 mateesure9 also

helps by ascendithe music upward and movitige rhyhm 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 breatks to fill up with air to support your sound.
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The anacrusigito measure 32 needs to be played at a full volume and lead into the next
phrase which ends in measure 34. | recommend adding a slight crescendo on beats two and three
in measure 32, wbh peaks at the down ieaf measure 33. Play all of meas@®&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 to measure 35 through measure 38 can be approach as another brief
section.The crescendo to a meziayte 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.

42 Measures 261
43 Measures 3234
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44

Measures 39 through 42 is another small section, the last of having a rise of intensity and
dynamics. Use the crescendo to move towaedsure 41. Be sure the dotedhth-sixteenth
rhythm is correct. Thivill 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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Measuregl3 to the end need to have a soft and gentle approach. The listeners have
experiences a wave of spnd 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 ainstneaoated
to ensure the sound doest reak. Do not end the dottldlf notes early in measures 46 and 47,
but play them for the full duration.
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44 Measures 387
45 Measures 382
46 Measures 4248
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Exercises
Exercise 1*
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*=Bottom line is the beat pattern to set your metronome

Before beginning prepation 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

Euph _._—‘ 1 | I 11 T ||- T I ] ]

El‘lph. 7 o1 - I
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Use this exercise to practice the rhythm in measure tfeen 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

Conzonettdy Mozat is a joyful piece to play for an advanced underclassmen or an older
student working to improve on some aspects of playing. This piedapsesl from Mozarts
Ridente la Calmalook for professional recordings using the intermed tocal library to mode
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 downbeaf measure 3. Hold the dotteighth note for its full value, but
be careful not to hold it too long to cause a jerky nmotethe sixteenth note. (Serercise 1).

This rhythm will be common throughout shivork. The wide intervallieapswill also present
another challenge. Isolate tledgsaps to help train your eairthe correct pitches. (Se&ercise
2).

Larghetto Agaptea Dy M. voxman
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47

The sixteenth notes leading into measure 4 should be treated asratte#tie next
measure. | recommend putting a slight crescendo to help emphasis the arrival in medseire 4. T
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 writtéau will use this approach later for measure
16.
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Measures 47 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 buildtkwough 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 1Dlaareé used to set the feeling
for this section of the work. The second one should be played slightly stronger to give the music

47 Measures 14
48 Measures 57
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direction. The anacrusis into measure 12 should lead into the down beat that gives motion to this
phrase before it concludesnmeasure 13. The sixteenth note motive in measure 12 should be
approached the samasthe motive in measure 5.
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Measures 14 through 17 is the next phrase of this work. Approach this music with more
intensity. The higher tessitura will help convey thishe audience. Be careful not to over play
these pitches. Once again Mozart uses repeated motives. | recommend playing the second one
slightly stronger to set the stage for the next section of music.
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50

Measures 127 is the closing section of before texond part of the solo. The anacrusis
into measure 18 through measure 21 should be played at a fogezadynamic level. Use a
crescendo through this section. The material in measures 18 and 19 is once again similar. The
building dynamic level will helgive the music direction. Approach the motive in measure 20
the same as measures 5 and 12.
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[to next strainl
51

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 me2éuwenere 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 @@/lyl, isolate each eighth note to train your ear of
these reference pitches.

49 Measures 1015
50 Measures 1821
51 Measures 2283
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The anacrusigito measure 34 is a beginning of a reetion of the work. This section
should feel more movement and flow. The dynamic level is marked at a piano leveleisé car
not to let your rhythm slow down due the dynamic level. Use subdivision in this section to
carefully place the pitches the correct location. (Sexercised) Slightly emphasis the quarter
notes in measure 35 due to the accidental. Use a sligiceado for the leap in measure 36 to
give the music excitement.
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52

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. EmphasiattiralAn measure
40to strongly play the down beat in measure 41. The sudden dynamic change and motion in the
music will give this section a codié&e conclusion. Use this same approach in measure 43
through 45.
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In this final section use subdivision to ensure the cortgghms. Isolate measure 43
help secure the high G. (Seeercised).

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 tasdefertall, imagine yourself as a
vocalist performing this. Use a smooth singing style the resembles the qualities of a voice.

52 Measures 3437
53 Measures 3815
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Exercises
Exercise 1
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Use this exercise to focus on the rhythms in measure 3 and throughout the work. Be sure to
internally sibdivide when performing dotlerhythms.

Exercise 2
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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
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Use this exercise to focus on the sectiorhefrusic that begins in measure 34. Use the simple
subdivision to gradually build confidence to play more complicated rhythms.
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Exercise 4
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Use this exercise to prepare for measure 34. Begin with slow practice and gradually increase the
tempo. Playhis 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 Ba#lat of the second bass clef line through an
octave above. The greatest challenge will be the % 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 ithin this range, and technical skills with advanced time signatures.

The opening thirtysix measures should be viewed as a smooth and connected waltz.
Eventually feeling the dotteldalf note as the vehicle of the beat; otherwise one beat per measure
thatis 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 denfie has been built will you begin
to practice in one. Practice these exercises to help with the transition from pulsing the quarter
notes to thelottedhalf note. (See exercis@ When the solo part begins, crescendo and
decrescendo with the moving linkn example, crescendo in measures 5, 9, and 15. Answer
these measures with a decrescendo in measute$ls and 14.

PAUL HAACK
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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. Thecaitttion 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 m&asures 5
and 812.

54 Measures 116
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Be sue 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 momengsogdtible, spend time tunirygpur 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 measureahd a decrescendo in measured98o the down beat
of measure 20. Be careful of time on the beat
the tendency may be to rush the eighth notes.
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Measure 20 is the conclusion of this small phrase thiséreath 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 thdaccatoed pitches as having space between them, not as being short. Be
sure to play them with | ots of energy and sty
of each measure by putting slightly more weight, and holding the pitch for the fatiaofur
Keep the dynamic volume at a forte level through this section, use the same approach for
measures 227 as h measures 180. Isolate this style on a single pitch. This will help you
accomplish your desired style wherpbjing it to the music. (Seexercise?)

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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56

Section C (measure 28) until section D (meas6) 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 durirmgsts somehow becomes incorrect.

%5 Measures 1720
56 Measures 247. Note the solo part is in Treble clef in the full score
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The anacrusis, or i-mpormat éy keaadinngsi mt é p
new, slightly slower section that adds a new character to the work. The style is rubato, or smooth
as the beginning, but the rhytBrand 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 keyflat Biajor. Measure 37:

57

is an example of the articulations that will be featured throughout this section. -Deatup

section of each beat will require some extra attention. Theofiests marked with an accent, use

a stronger tonging syllable, such as-béatsao or
are marked with a tenuto, slightly put more weight on these pitches usihgrdiy, any more

tongue. (Seexercise3) Practice this section with a metronome to ensure that the eighth notes

are evenMeasure 36 is marked at a mezgano dynamic. | recommend inserting a slight

crescendo through this measure, inserting a slight decrescendo in measure 37, witietiteotip

beat one being the high point. A short crescendo through beat three of measure 38 tothe down
beat of measure 39 would also add a nice effect.
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smoothly, with rubato 58

Measures 38, 44, 45, and 50 all contain wh
from the first writen 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. glissandahat is played overlyast in a slower pieceill seem odd and
out d place, and visrersa. (Seexercised)

=

59

The anacrusis into measure 40 highlights t
section through an arpeggio. Even a crescendo is marked in measure 41, you can begin this in
measure 4(Be sure to blow through the dottldlf note in measure 41, and observe the
decrescendo in measure 42. Measures 40 through 43 should be approached as a small segment,

5" Measure 37
58 Measures 3639
59 An example of a Fall from the solo
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use the tenuto mings on the ufbeats of beats two and thrieelead into the measud. This
will help give this segment a sense of closure.
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Measure 44 is marked with an accelel@nand measure 46 has a ritardaiteese
measures will offer you an opportunity to var
t ake. 0 B e arsunderstandiry oflwlatyeu 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. Aftersteay has occurred, then begin to use the rubato
effect to find a version that you like.

L 108
| i

/

TP
&

1%

accel. . . . _ . . - - - - o + o o - - wt. . - . - .

61

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 dbwhrbeasure 49.
The tenuto markings in measure 49 and 50 help give the music a unique characteristic by giving
slight emphasis to the tipeats. Measure 50 can performed with a slight ritardantd his will
help the decrescendo and tlissanddbe moreeffective. Be sure to once again play the
glissandcevenly and with good taste. Blow through tissandao end the section with a gd
tone.
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60 Measures 443
61 Measures 447
62 Measures 4%1
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Once again score study is important for measures 52 through 59. The pianist has two
different styles satiis 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 dottetalf note being the pulse. When first bedirg 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 fastffeleand a slow one. This
will help the transition from three beats to perfargiwith a pulse of a sitgybeat while being
able to sudbivide the quarter nes. (See exercisg Bractice 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 thisao, 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 weekfgractice, 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 playingstwewtiba
bouncy style, and crescendoiagd decrescendoing with the musical lines.

The trplet eighth note and eighth tvaixteenth note figures will be difficult if not
practiced in a slow manner. Be sure to practice this by clapping, singing andgwvankhe
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 garter or two eighth notes. As you gain confidence, insert the original
figuresas written. (See exercis¢ 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 coalaine 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 sute practice this with a metronome to ensure you have learned the correct

63 Measure 59
64 Measure 62
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rhythm. There will be desire to rush through because of the sixteenth notes. | also recommend a
slight crescendo from the-tiat to the Eflat.

fast

[E] (4-=56) = _ P
e e e e e e = e e e == =]
— — T ] 1 =

iperfe cre ey p pEF
5 =——— = =_=
10 L-..J bd—é— .|

65

Measures 68 through 75 should bemached 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 miwes 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 needselpgdhe rhythm be even
and not rushed. | 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 throughdtitedhalf note of measure 75. Study the piano
part to once again understand what is happening, and to know when your next entrance is.

66

The next entrance comes after a fermata in the piano part. Let the piano pitch ring out
until it fades away. Thesuddenly enter at tempo. Try to give little notice to your audience that
you are abouttorent er . Thi s section is what some teacl
tag line to recap the ending. Quality practice with a metronome and details tbdhlatons
will be needed to help make this successful. Be careful of the rhythm in measure 83, it is new
and there may be a tegracy to rush through the dottgdarter. Slightly build energy through
this section until you reach the half note in mea8dreAfter the breath mark, you may increase

65 Measures 667
56 Measures 6875
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your volume to emphasis the small motive leading into measure 85. This should be full of
excitement and energy.

| recommend slowing the tempo greatly after the breathe mark to add an extra dramatic
effect. Enteion the third beat of measure 85 at a forte dynamic and crescendo to theflaigh E
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 confidentége sure to not over

bl ow and produce an wugly sound. Pl ay the pitc
acknowledge your pianist and take your bows.
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67 Measure 76 to the conclusion
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Exercises
Exercise 1
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Use this exercise to prepare for the work in general. Faets$ifting feeling the pulse of three
guarter notes to a single pulse of a dottatf note that has three subdivided parts. Begin
practicing this slowly, and gradually increase the tempo.

Exercise 2
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Use this exercise to prepare for the B section. Resga@ttention 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 conbination of multiple articulations and complex rhythm.

Exercise 4
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This drill should be used to master tjisssando Being by practicing slowly. Be sure to have a
smooth sound and not one that is bumpy or jerky. The tempo ghissandowill dependon the
tempo and style of the music.

Exercise 5
Euphonivm = M
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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 dodiédote pulse.
Internalize the sutivision.
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Exercise 6

Euphonium

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 Engli$ 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 technidaltyanding, 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 eyj

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-ufpmi,ck nt o me as ur ethelendsncy td be fate. MiaEstwill beefreom h a v e
wanting to have a longer than allowed pause after the pianduction. Practice by subdividing
the rests in measure 2.

Measure Zontains the basic articulations of this movement: Staccato, slurred, and
accered. Another challenge is having to play these different articulations consecutively over a
brief duration. Focus on the concerfl&t having space between it and downbeat of measure 3.
Emphasis beats one and two in measure 4. They are marked with dggetitese should not be
harsh. Think of a style to being one that is royal, or noble. The thought | 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 difficuid hear because of their short duration. The ascending line
also welcomes what would be an unwritten crescendo to the end point, theflagbrithe
downbeat of beat four. The dgeat of beat four should almost serve as an anacrusis into measure
4. Onceagain 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 dottequarter note to practice playing the pitches their correct duration.
Some teachemmay 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 inrmdassian
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. Thekpdahe 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 conceftaBon the ugbeat of beat three remember to
viewthestackao as having space, and not playing it

68 Measures 23
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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 noteslinnelp 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 orea8 to emphasis the ending
of this phrase. Avoid dag this by practicing the subdivisioa undersind the placement of the
dottedeightsixteenth note rhythm.

These opening eight measures contain a different techniques or rhythm and
articulation andnay 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 dyngadus
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 emitbut 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 diculation for eighth notes on beat three in measure 9. THeapof 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 aeterydto rush beat four into
measure 11. Even though the sixteenth note motive is decorating the downbeat, these notes still

69 Measure 5
O Measures 18
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need to be in time. (Sexercisel) Be sure to use a lot of air to help with the clarity. Pay close
attention to the articulation anking and the rhythm in measure 11. A lack of style will make the
music in this sen boring. Practice subdividirtpe 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 rte. Be careful to enter correctly and to play at a méase 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 imhpeats in the section.
Approach beat four through measure 16 the same as measurgsFdxus 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 125 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 pottraippropriate 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 ihne with the desired style. Practice thiscsion with a metronome and
suldiving 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
throughthese 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. Théegt of beat four in measu28 needs to be

I Measures 912
72 Measures 918
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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 ieawceen 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 tase the threaveek 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 learnedddegn

the dynamics and other desired style traits.

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 dynamianarking at measure 28 is meznote, | 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, ydevailile

3 Measures 198
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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&tdynamic is marked at a meZpate, tryto play this closer to a
mezzopiano,or perhaps a piano level. In measure 39 Vileg/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.

éé!ﬁf\ 'ﬁ"‘EEﬁff-‘;ﬁé"/ﬂ\

b o o e e e
= nf cresc. mf
N S S
F—=——etfeea L B

g
Mkt
!
*5*'%\
i

v
v
p\v
TTeY
1
i ]
™
2
v
v

T%
;
i
i
J{‘:

Movement Two
The second movement of thela titled, Aria (My Lovely Celiadoes 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 haa 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
guarter note. This marking means to play the note fallest value. (See exercis¢ Phesound
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 measiréeénpt 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 emain in time Steady air supply will be needed to support the musical line.

4 Measures 232
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75

Measure 7 will also allow for you to experiment with the use of a crescendo and
decrescendo. Use what you feel makes therbasical line. Play the dottdahlf notefor its
entirevalue,even if you chose tmsert a slight decrescendo. Take advantage of the breathe mark
before measure 9, (or any other breathe mark inidoee) Measure 9 uses a dottegthm, be
sure to be thinking of the sdivision of the eighth note to give the ndlbe 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 conebat.BVleasure 10, beat three has another
tenuto marking. Once again be sure tg/phas 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 condlatt &hich is also the end ofeh
opening section.

This opening can be viewed as two large sectiois;ahd 912. With each of those
being divided into two smaller sectionsf47-9 and 910, 1312. | find it useful to think of these
sections as sentences. Find ways to connect ieesens 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 tdkeep 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 condattvll produce ae 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. dinenuendo 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.

5 Measure 6
6 Measures 118
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The anacrusis into measuré 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
sedion. Pay attention tthe decrescendo and the ritardartbis will help give the section a
concluding feel.
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Measures 26 through 41 the solo part serve
adds color to the main musical material. In this sthle piano is playing the main musical
material. The dynamic level is marked piano, and this should be observed. While performing this
with your pianist, beure that their musical line tee prominent voice. Use a steady, cool air to
help produce a betful tone at a soft dynamic. Measure 28 will need isolated attention to play
the written decrescendo while thigches are ascending. (Seeercisel)
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Measures 3@3 are more active in this descant part. Be sure to play the notes to their
fullest vale. 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 Soxsodineand even. Be
sure to sublivide theeighth notes to give the dottediarter 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 carefutlounting 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 suppting voice.

"Measures 121
8 Measures 269
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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 maifkiee. Take the same approach as the first time with
some slight variations of your choosing to help make th&ienateresting. A recommended

example of a variation that you can use is emphasizing the crescendo and decrescendo in

measues 1721. Also make the ritardanto measure 19 more dramatic during the final time to
help solidify the conclusion.

Movement Three

The third movement titleBastoral (Greensleeves 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 thksEruneGreensleeves

even

mor e

recogni z abWhatChildis This e

Chri

st mas

Car ol

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 notesradeeat. The

®Measures 221. Solo part in the score is written iFflgt treble clef.
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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 movementmnany times the rhythm of dottezghthsixteentheighth note
rhythm is used(Measure 11 is a great example). Practice this rhythm on a single pitch to help
secure the time. The tesigcy will be to hold the dottexote and rush the sixteenth.

E/.
;

The piano once again sets the tone of the opening of the movement. The movement
shoud be gentle in feel, and smooth in articulation. When practicing this work in the early
stages, use a metronome todivlde the eighth notes. Quarter notes and sixteenth notes will
often suffer from bad time. Once you have mastered this, practice withetionome clicking
the beats we and four while doing the sdivision in your head. This will be feeling the pulse in
A2, 0 instead of fA6.0 Use a steady air stream
musical line with the direction of musfrom measures-40. The opening dyamic level is
marked at a mezzmano, 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 tbelp 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 théststop,
play this section with lots of energy. This will help you give a livelier performance.

Anaantino

80

81

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 energgadssf loud. Use fast, cool air
to support the tone quality. Practice playing
have gained confidence with your ear, and your ability to play this pitch on demand. Maintain
the forte dynamic level untildat two of measure 15. Decrescendo until the conclusion at
measure 16. Measures 15 and 16 have accidentals, once again slightly emphasis these pitches.

80 Measures 11
81 Measures 115
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Observe the breathe mark before measure 17, take a large enough breathe so you can make it
through the ed 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 endctibthe se

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 atibeisland slurs during the second
week. Once these aspects have been mastered, begin to add dynamics and other stylistic traits
you desire.

foury T WP s
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Measures 4 through 20 can be divided into two large sectidliy, @nd 1320. Each of
these can be separatetbitwo smaller sections-8&, 912, and 1316, 1720. Keep this in mind
when determining your musical outline to help make the music flow for your audience.

The solo part does not-enter until measure 25, and as the descant voice of the
ensemble. Apmach 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 happeminige primary voice: the piano. Gérve
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 kp sigoport 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 isoring, 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 thisémding to the down beat of measure 36.

82 Measures @4
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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 rkan measure 38. You will need a lot of air to support your sound and
sustain through #hritardanto. Practice this ritardantith your pianist to be sure your ensemble
works together for the performance. Play this section gently, with a tender eftbet mnisic.

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

83 Measures 2540. Solo pdris written in Bflat treble clef.
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dynamics slightly more to help make the music interestingrédasmmended to make the
ritardantoin 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 % and does not contain rhythms that will be overly difficult estar. 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 sokatrber
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 whbeey theed to be. Using force will create a poor
tone.

Approach measuresZb6 as one large section. This large section is then divided into two
subsections;-12, and 13226. The first subsection can then be approached as two small phrases;
4-8, and 912. Treat the second subsection in the same manner: meastkésal 1726.
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The piano plays a short interlude in measure24£21The solo part enters at measure 25
and once against assumes the descant role. Like the earlier movements, support theghano w
is providing the main melodic material. The dynamic marking is piano, which will require more
air support than whahay be expected. Too litthar support in this movement will lead to notes
not speaking, or breaks in the slurs. Use the crescendiearescendo markings to help give the
music shape. Slightly emphasis thenatural in measure 38. This accidental will give the music
an extra tone color.

84 Measures 124
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This last section can also be approach as a single large section divided into two
subsections. Ae first section is measures-28. This subsection consists of two phrases2@5
and 2932. The second subsection is measure4Ba&lso consists of two phrases:33 and
37-40.

The solo returns to the beginning of the movement. Like the previousmants,
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 titledFinale (Begone DIl 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 tiet sets
tempo and style of the movement. The anacrusis into measure 5 will be challenging because of
the staccato articulation. Approach this as
short will make it sound awkward and out of character. Mea&utte®ugh 12 should be
approached with the same style. Staccato notes should feel light and bounhgyinand
pecky. Play the dottequarter notes marked with accents as having weight through the whole
duration. The tendency will be to have a harshcatat the start of the pitch and quickly back
off. Measures 7 and 11 should be practiced slowly until mastered. THershure pattern is easy
to struggle with. When beginning preparation on this movement, remove the slurs to gain an
understanding of thrhythm. Be sure to play these passages evenly and smoothly.

85 Measures 2540
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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 saythirds a

Ahappy pirate song. o | personally Ilike that a
last time rit. Meno mosso @

Fine P legato —
87

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 sectid0)(®8&eds 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. Empteassés with accidentals, they
add color to the music and serve as the leading tone in this section. Approach mea28res 25
28-32 as subsection in the movement. The dynamic level builds leading to high point of this
minor section in measure 33.

At block 4, or measure 33, the emotion of the music should be one of triumph, or in the
process of overeuning a difficulty. Practice subviding the eighth note so the picip sixteenth
notes will be in time. Pl ay tonfelenceoMuiotainthis Co6s a
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

86 Measures 116
87 Measures 1726
88 Measures 2733
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rallentando in measures 39 and 40. Thisshguldv e t he audi ence a feel
numbered.
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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 quicke 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.

89 Measures 340
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Exercises
Exercise 1
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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.
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This exercise is dggned 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
i . - ™ ‘Q - 2 # E‘
. : et 1 [ = | | 1 1 | | I | - |
Euphonium Hb—-—’l’l " — ‘ i } :  —— i ‘ i — i i i
ﬂg-_:—_ —p mp—————p mf_i__f_____‘pp
— /-r-—'-__-_‘—*- '/’-____‘_\‘---_
’ . . . e £ e o £
=y FH— | H H I I I —
Euph. 75> I ! H H ' 1 — I —
mf——— P mp —————p  owmf  pp

This drill isdesigned 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 becoreecarofortable,
decrease the dynamic level to make the drill more challenging.

Exercise 4
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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 notearfitet two measures,
then have the same click represent a dafteatter in measures3!

Exercise 5

Euphonium 750 i i — — S s e s - —
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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 thikvegin 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 AFlat

(From Sonata No. Il for Flute)
By George FriderictHdandelArr. Donald C. Little

Suite in AFlat by George Friderielandel was originally for flute. The differerce
between the flute and the euphonium are enormous. Howeaay members of the audience do
not understand this, and most likely will not takes thto consideration. ®not let this put fear
into your abilites, as challenging as this piece may be, it will feel even greater after you have
mastered it! This solo is recommentfor advanced sophomores, juniors, or stusi¢émat meet
the class Il standards

For an authentic performance style, become famili#lr thie music of @orgeFrideric
Hardel. The best way to do this, is by checking out audio materials, s@hsaDVDs of the
music ofHandel or other composers of the Baroque style.

This piece can be approached in three different sections; 1) bein¢gegnoAdection 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 tetbpening 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 semsevaiment. Be sure to give the ron
slurred eighth notetheir 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 beatsof thineea
are different when compared to measure three. These differences should be emphasized to make
the music interesting and to draw attention of the listeners. Measiresllsoffer challenges in
playing the correct slurs and articulation. These mregswill 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 sixteemibte rhythms in this section will tempt you to rush, or
play theg pitches with a poor sound. If needed, isolate these figures separately and focus on
playing them evenland with a good tone quality.

%0 Measures 23
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The anacrusis into measure 8, or section A, can be treated as a subsection of the opening
portion ofthe solo. Theendency wi | | be to rush each of the
fever, 0 and want to play this section beyond
section at an extremely slow tempo. This will help develop your ear to knotpitttzes 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 thisgaie¢hat much more difficult. (Seexercise
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 oontext. Focus on each pitch, producing a quality sound, and
smoothly transitioning to the next pitch. A helpful practice technique | recommend is taking
extreme pitches and moving them (down or up) imoetave that is comfortabl®lay 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 pitchestwill be
tense up the neck, chest and torso. This will only hurt the gysthrough 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 fihig
2 o Shee
e e !

h__ 1 | .
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An important element to this section (measures 1 through 819 mttention 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, emulahegising 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.

%1 Measures 19
92 Measures 1213
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Measure 21 also includes another stylistic element that is not a dynamic, but an
embellishment called a trilMany students will focus too heavily on this and cause them to take
it out of context. Think of it as a simple
does not take all of the attention. The trill is a rapid movement betweenkedprote, and the
note adjacent above it within the key, in this examplef@aBThe trill should only last as long
as the printed ythm, in this example, a dottexighth note. It is even recommegttto land on
the printed pitch, and use only a fractiof 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.

o g . -
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The three sixteenth notes leading in measure 22 can be considered an anacrusis. Measures

22-31 is tte 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 #eetions 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 excitemé measure 31. Udke ritardantan measure 31 to
emphasis the change in rhythm and to emphasis the clodiiagy A

The anacrusis into measure 32
the work will allow you to show off your lyrical style of playing, doelutiful tone quality. Do
not be intimidated by the meter. Consider
eighth note will receive one beat, instead of a half of beat in 4/4 or 2/4 meter. Overall, this

98 Measure 21
%4 Measures 2281

begins the
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section shoul d breofeasy smbdthl aodiighiragiculatiore,eahd,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 dotteeighth note into thsixteenth 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 sectionisqi et and smooth, use easy articulations
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 thesépitdoenot
overemphasis them out of context.
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Measures 42, 44, 51, and 52 have an embellishmemirkas an appoggiatura. (See
exercise2) Do not be overwhelmed by them, but approach these as double grace notes that are a
fancy addition to the mits 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
outwhat works best for a performance.

Letter F, or measure 46 is the beginning to the closing section of this second
Amovement . 0 Bring more energy into this secti
for the listener. The last four beats of meashB is the final phrase. Use the crescendo in
measure 54 to grow energy and excitement. Emphasistia¢uEal 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 alve the music. Keep this energy through the regtemeasure, and use the
ritardantoto move the music to the final measure of the section.

% Measures 3245
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Movement Three begins in measure 57. This movement is a fast tempo closing that will
leave your audience snmt 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 duglempound meter. This is because it should be approach to
having four Amaino beats that each contain th
section could be to give each eighth note a full beat. Focus on glawithrough the slurs, and
not tensing your neck, or body muscles to make this happen. If at first the slurfiltatt?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 mased 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 slurredne 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 theugationthat 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.

Allegro (J. =96) 1} i

97

Measures 5563 are repeatk 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

% Measures 465
97 Measures 5767
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same pitches and rhythms. The anacrusis into measure 61, or letter G is the first introduction to a
ss accotoed articulati on. Do not approach this
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 l@stfs the beginning of the final
subsection of the movement. Approach measureda8 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 fullrgg@nd work wth 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 affteratie marks.
Be sure to always subdivide and play each pitch its full value. It is reconeahiévad during the
early stages, and even close to performance time, to just clap this rhythm. This will reinforce
correct time. Another great way to practicesthecion is to actually play the sdivision of the
eighth notes.

% Measures 6771
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The anacrusis into letter J should be played with lightness and excitement. Measure 77
and measures &2 contain a sequence. The sequence in measure 77 is a two beat motive that
lowers a diatonic step, while the sequence in measur82 & 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 audierssetié printed dynamics to help you
give the music direction.

The last two mesures are marked with a ritardanddich gradually slovg the pace of
themusic To perform this in the correct style, do not begin the ritardando until the last measure.
Begin t in the early part of the measure, but drastically increase its effect to the end of the
measureThe tenuto articulation means to play these pitches connected, with only a slight break.
Anything less would constitute slurring the pitches. Play thess motk extra weight, this will
help emphasis the closing of the work.
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%9 Measures 7176
100 Measures 7782
101 Measures 8385
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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 secticaise ia to t
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 helppkieus, and reinforce quality habits.
No matter what tempo you practice, aim to have correct practice.
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Exercises
Exercise 1
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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

Euphonium — A0y —4

Lan

4
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Euph. 7550 ! 4 i i | i t ! & 1

Use this exercise to gain confidence using an appoggidttstauld be light and interrupt the
beat as little as possible. Like many other ornasjeghe 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 notesuBethere is a noticeable difference
between the slurred, and the legato articulated pitches.
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Andante et Allergo
By J. GuyRopartz arr. A. Shapiro

This work is a great piece for player who is wanting a solo to challenge their abilities, but
are not rady 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 whemged to enteafter 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 theoojpimity 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 dottdd/thms in measures 4 and 5 too snappy. They shouldtivee,
but not militarily-like crisp. The crescelo 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.

Enter into measure 11 with the same apploas 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 justramgeat a soft dynamic. (Sexercisel). Blow through
the slurin measure 12, the peak of the crescendo should come at the down beat of measure 13.
The Gflat may require more air than expected due to the fingering combination of valves two
and three.
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Score study will once again be needed for measurdd 1Be sire to understand where
you reenter into the work.

102 \Measures 47
108 Measures 1614
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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
smooh and evenPractice the dottethythms 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 harmonge Measu
21 the focus should be on the concert G, use t#lgaFp ag® means to led intihis pitch.

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 chapdéamgeg duple eighth
notes, and triplet eighth notes correctly. Practice singing and clapping this rhythm away from the
instrument. After this has been mastered, begin plaiyion the instrument. (See exercige 2
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Measures 26 and 27 have a small sege, 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 artiglations in measure 29 should allow for maximum duration of those pitches.
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104 Measures 15L8. Solo part is written in C treble clef. (Nmansposing)
105 Measures 183
106 Measures 246
107 Measures 2631
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The forte dynamic at measure 30 should be maintained for the whole durations and
through the first twdneats of measure 31. The anacrugis 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 andrall 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 awayhe 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.

o

—

)

4-1-

|4
v
g

1

1 | ) ¥ S i
T A T

108

!

L ’/-?- - — % }. - » 5
P == EErE==——|
! =
P T espress. — —_— P 109

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 thedgampto play heavy. The dotted
sixteenththirty second note rhythm found throughout this sectioohss measure 53 will have
a tendency to rush.

Hi

An excellent way to practice these measures is to remove the dot, andatregédhes

sixteenth notesThese rhythms will require much air for clarity. If not played precisely, this will
cause your linégo sound mumbled and unclear. Measure$&%will present a rhythrohallenge
because of this dottathythm 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 qogte

111

108 Measures 3135
109 Measures 348
110 Measure 53

111 Measure 5556
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Measure$7-60 uses rhythms that are found in the material until measure 73. Proper
subdivision will be eeded to ensure that the dotghthsixteenth rhythm sound as written,
and not sound as a triplet figure. Practice these rhythms by singing and clappyrfgoanvene
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 53
62. After the rhythms have been mastered, focus on theeatalsl 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 hig 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 withethieut 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 helppdoconfidence. (See exercisg Bse the
decrescendo in measures 72 and 73 to lthisgsection to a close.
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The solo has three measures of rest arghters 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 musidgliskills. Practice with a metronome to unsure that your
time is smooth and even. Measure 79 may presertethptation to hold the dottegharter note
too long. Slightly emphasis the-fat in measure 80, and theflat in measre 81.

112 Measures 5760
113 Measures 5879
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The piano takesver from measures 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 sedection will lead into a new section which begins at me&ire
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 mea®1 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. Thenlatstr&d, will be the lead
in note to the nebsection. 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 8912 is a new, full of energy, exciting section. Before beginning wgriim
this section, be sure to have mastered the trigiittedtriplet rhythm. (Seexercise4) 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 8®nters with at a forte dynamic marking, but quickly backs dovengiano
level. The music uses a steady crescendo from this point until the end of the section in measure
112. | recommend perhaps starting at a pianissimo level, this will give you moreagoow
into the ending fortissimo level at the conclusion. From measure 89 through 96, the music can be
divided into two measure segments. Tinet measure having the dottedythm, while the
remaining three beats being triplets. Use this approackpractice slowly. The music is littered
with accidentals, remember that accidentals carry through the entire measure, and stop at the bar
line. Some examples:

3 FPY Y -

fp e cresc. poco a poco 116 117

While practicing slowly, be sure that the triplets are even. Approadottedrhythms wih
separabn on the sixteenth notes.

14 Measures 781
115 Measures 889
116 Measures 890
117 Measures 9798
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Measure 98L05 changes from this pattern to a single measure pattern:

?E.?Eéagilﬂa .

' 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 8iigiccent 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 duringis 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 beoaphed 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.

118 Measures 9798
119 Measures 92108
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The general direction of thontinuacrescendo should be slow from measure9B9
faster from masures 9805, 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. Measures1PB/is similar to the beginning of the
work, but in a diffeent key. The dynamic marking is piano, and should be havetke ge
approach. Watch the dottedythms 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 reated 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 brie§sation closes in
measure 128.

Andante (Comme a Debut)

—— P

i/ g P espressivo —

Measure 129 is a recap of the allegro section. The sdi@tion to details with the
dottedrhythms 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 preus 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 vdiaxe
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 thissedtion in measure 140.

120 Measures 104120
121 Measures 114133
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122

Measures 141 through 158 is a recap of the smooth, melodic section ofeseégur
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 stgection until measure 158. 8tuthe 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 thesadhon of the Allegro measures 89
through 112. The music uses the two measure motive, like tinbegof 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 largamentéegins the final push to the end of the work. The dynamic is marked
atfortississimo, and should be the fullest, and strongest point of the piece. Be careful not to
overdo the volume. It will be easy to blastseem tasteless. The marcatzents should have a
strong start to each pitch. Use attention for the tie from meadir0171. Practice this section at

122 Measures 122144
123 Measures 14858
124 Measures 14872
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a softer dynamic level to train your ear of whdthes are correct. The ritardamiomeasure 175

should last through measure 176, and give the impression that the piece is about to conclude. The
Allegro section in reasure 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. Thiausle the rest to

be extended, knoakg off your time.Use an accelerando measure 182.

Pia largamento A Allegro

allargando
cusm

125
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, anc mase focusednd full
tone.

125 Measures 166.84
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Exercises
Exercise 1
~ ~ -
= Foh = | )
6}: | I:) 3 - - - e
=
prp prp rp prp

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. Workl towa
controlling your sound at the softest of levels. Be sure to start your sound with the air stream, not
the tongue.

Exercise 2
ium : T i i i i i i i i i i i i i i i i i
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This exercise to is for the section at measure 24. Practice slowly with a metronome and
understand the difference in rhythrmatlwveen the duple and triplet eighth nofs.sure to begin
with slow practice. It may be useful to approach this by clapping or singing the rhythm.

Exercise 3
~ o 2 2
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This exercise is written to help build confidence in playing large intervallic leapsl| bewil

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

Euphonium o s i ]

Euph.

Use this exercise before preparing the section beginning at me8sies8re that triple
rhythms are even, and the dottdrythms 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 recommeaded fora playerwith the class tapabilities. It is not technically
demanding, but piires great control in the mid-upper register of the instrument. It is a work
that will allow for you as a student to work on your lyrical playing. Many playeyehjs
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 duplepocumd 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 fAblack note fever.

gentle pace. Observe the dynamic markpigno. If this is not performed at a low enough
volume, it will be difficult to show contrast later in the piece.

In measures-2, | recommend giving each beginning pitch of each segment, a slight,
hardly noticeable emphasis. As a performer, thistvelp you push this sequence along.

2=96

—
3

—

punpr 3
vy e B
p

1 126
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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 yauear tohear the pitches. (Sexercisel).

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 pitcheshe 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.

mp 127

The dynamic increses in both measures 6 and 10. View measube$D, and 1013 as
smaller subsections. Each giving the listener more intensity at each focal point.

126 Measures 15
127 Measures @


















































































































































































































