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Instrument Characteristics: Acoustical Considerations 

 

The Oboe 

In an orchestra or wind chamber music group, we tune to the oboe, not because it 

possesses the most stable pitch but because of its timbre, which is so easily discernible. 

The oboe, like the bassoon, is a double reed instrument with a conical bore, and its lowest 

note is nearly an octave higher in pitch than the clarinet’s. The reed is made from tube 

cane, split into three pieces, and chopped to the proper length with a guillotine. The cane 

is then planed, and then the inside of the cane is gouged to extremely precise 

measurements. The gouged cane is then folded in half and shaped on the sides. The 

shaved cane is then secured to a brass staple, or conical metal tube. Then the blank is cut, 

producing two reed sides, which can vibrate against one another when supported by the 

musician’s embouchure. Further scraping and clipping can customize the reed to the 

player’s taste for response, pitch, resistance, and tone color.  Arthur Benade provides 

very clear outlines of the mechanisms of wind instruments, and in his book, Horns, 

Strings and Harmony, he isolates each wind instrument’s sound production capabilities. 

Here he illustrates that changing tension in the embouchure alters the very shape of the 

reed itself, since it is made from such flexible material, and that this not only affects the 

air flow and timbre but can also change the volume and shape of the cavity 

significantly.21 This can be a great advantage when seeking flexibility in timbre, color, 

pitch, and volume, but it can also be a great disadvantage when dealing with 

uncooperative cane or sub-standard reed-making abilities. The narrow bore and reed 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
21 Arthur H. Benade, Horns, Strings and Harmony (New York: Anchor Books), p. 199. 
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Lower range has less projection, and intonation issues in playing with others due 
to lack of overtones. 

 Mid-range is rich and thicker in sound. 

 Higher range is more difficult to get out, especially in softer dynamics; here there 
are intonation issues. 

 Lowest register can be flat. 

 Middle register is reliable. 

 Highest register can be sharp. 

 Diminuendos tend to end flat. Louder dynamics tend to go sharp. 
 
Articulation: Single, double and triple  

 
Oboe 

Key: C, Treble Clef 

Shape: Conical bore 

 Bell at end of bore opposite double reed 

 Air column inside pipe functions as a resonator, reinforcing the vibrations of the 
reed and amplifying them with reactive vibrations. 

Issues with range, intonation:  

 High range is often sharp, but can be flat in the wrong hands due to the unstable 
nature of the range. 

 Low range is often flat. 
 
 Middle range is the most resonant. 

 Tone color naturally penetrates. 

Articulation: Single tongue, occasional double tongue  

 
Clarinet 

Key: B  and A most traditionally, Treble Clef 

Shape: Cylindrical 

 Bell at opposite end of mouthpiece with single reed 
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Dynamic control: Ease of dramatic contrasts between ppp and fff 

 Over blows at the twelfth rather than the octave 

Issues with range, intonation:  

 “Throat tones,” in general lack projection, clarity. 

 Markedly varied tone color among the three registers: 

  Lowest octave, or “Chalumeau” register: round, dark quality; 

  Mid-register is the least defined, penetrating high register, least reliable in 
tone-quality; 

  High register to “altissimo” range: notable for clarity and range of tone colors; 

  Highest altissimo register less predictable and requiring difficult and awkward 
fingerings. 

Articulation: Single tonguing, occasional double tonguing 

 
Horn 

Key: F, Treble, Bass Clef 

Shape: Conical (truncated cone); coiled around, with additional tubing which is 
cylindrical in shape at one end; large bell at the opposite end of the funnel-shaped 
mouthpiece; valved rather than keyed (as other woodwind quintet instruments) 

 Insertion of the hand into the bell alters pitch by manipulating the shape of the 
airstream. 

Dynamic control: Mutes commonly used 

Articulation: in low register, single tonguing is easiest; double and triple tonguing 
can be used in addition in mid-register. 

Issues with range: Lower register: lethargic and difficult tone-production. 
 
 The lower the tone, the less predictable the outcome.  

 
Bassoon 

Key: C, Treble, Bass, Tenor Clef 

Shape: Conical 

 Pipe doubled back on itself, connected to “bocal” for double reed 



 68

Issues with range, intonation:  

 Lower register is difficult to project.  

 Student players often “bite” the reed, producing sharp tendencies and unreliable 
response. 

 Top of staff “B ” and ledger line “F#” tend to be flat.28 
 
 Often used as the “Bass” for the woodwind quintet. 
 
Articulation: Single tongue, occasional double tongue; very short staccato 

 

 
How Do We Hear Ourselves? 

This may sound like a simple question, yet the mechanics that enable us to hear 

ourselves, and those around us, are quite complex and therefore can sometimes be 

misleading. We have already examined how the instruments themselves produce sound. 

How does the environment in which we hear these instruments affect what we actually 

hear? Arthur Benade explains this phenomenon clearly in Fundamentals of Musical 

Acoustics: 

 Any point in the room where the ear might find itself has its own relationship 
between source strength and measured sound pressure, this relationship being 
different for every frequency component that may be emitted by the source. 
The vibration recipe that relates the amplitudes of the partials in our 
(instrument’s) tone at a listener’s ear will therefore differ wildly from point to 
point in the room. One’s right ear might, for example, be at a spot where the 
collection of room modes excited by the first partial combine to give a 
particularly large amplitude, yet at this same point the pressure amplitude 
associated with the second partial might be very small. At the location of the 
left ear, the situation might be reversed.29 
 

28 Ibid., p. 237. 
29 Arthur H. Benade, Fundamentals of Musical Acoustics (New York: Dover 

Publications), pp. 197-198. 



 69

He goes on to explain that one’s body is able to make sense of this paradox by 

forming “a kind of averaged amplitude . . . based upon the different signals received from 

the two ears.”30 

This understanding is helpful to us as wind players, since collectively the range of 

partials inherent in our instruments is quite broad. Understanding and making sense of 

this when we work together helps us understand our place in the overall balance of the 

group and therefore our ability to blend in timbre. 

With all this information in mind, how does tone quality fit into this science of 

dynamic range, frequency, and harmonics? Basically, and in simple terms, a complex 

tone, such as the type of tone we produce through our musical instruments, is made up of 

a combination of simple tones, which, isolated, each represent a different amplitude or 

frequency. These simple tones are what we refer to as the “partials” of the complex tone 

we hear. Each instrument produces its own characteristic sound, or “tone,”31 as a result of 

the vibration pattern of these complex tones. The goal of the wind performer is to 

maintain such steady embouchure and air support that this vibration repeats exactly the 

same, indefinitely. Of course, since we are human beings, such an ambition is not 

possible to maintain indefinitely, but it is the ideal. The reason that these vibrations need 

to repeat identically in order to maintain a consistent tone is that each of the partials relate 

to each other and are coherent to our aural process through their frequencies. Backus 

states:  

 Their frequencies must be integral multiples 1, 2, 3, 4 and so on times the 
fundamental frequency of the vibration.  If the fundamental frequency were 
100 cycles per second, for example, the partials would have frequencies 100, 

30 Ibid., p. 198.
31 Backus, The Acoustical Foundations of Music, p. 95. 
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200, 300, 400, and so on cycles per second. Only if this is true will the 
waveform be the same for consecutive cycles, since at the end of one cycle 
there will have passed exactly one vibration of the fundamental, two of the 
next partial, and so on so that the waveform can repeat.32  
 

This is important to understand when thinking about tone color, because it is these 

partials and this specific relationship of fundamentals which are known to us more 

familiarly as “harmonics.” It is these harmonics that we listen to in order to fit in and 

around when blending balance and matching pitch. 

On the subject of pitch, Backus and Benade both have demonstrated through their 

research and publications that, the lower the frequency, the less sensitive our ears are to 

discerning audible differences in pitch. This also can be said of extremely high 

frequencies in many cases. And though sound frequencies are a tangible, physical force, 

our perception and ability to relate them to one another can be subjective, affected by 

external environmental factors. This alteration of perception via situation or atmosphere 

means that one specific frequency might not always possess the same perceived “pitch.”33 

 

Air 

The basis for all other things, air is the fundamental, the underlying artery of the 

woodwind quintet, feeding timbre, color, intonation, articulation, and even rhythm. How 

is this taught to each instrument? How does each of us breathe? How much delay, how 

much preparation should we anticipate with each instrument?  

As human beings, and especially as wind players, it would seem logical to think 

that we all know how to breathe. And as performers, it would also seem logical that 

32 Ibid., p. 96.
33 Ibid., p. 112. 
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breathing is something that we can do in the presence of others. Yet the issue of air and 

breath is one that we constantly study, teach and practice in a variety of different ways 

throughout our lives. This issue comes into sharper focus when anxiety or adrenaline is 

added into the mix. 

Physiological Effects of Stress on Breath 

One logical way to address the potentially paralyzing effect of stress on the mind’s 

ability to perform an otherwise comfortable skill is to examine the simplest and most 

essential functions of the body. Breath is the necessary element, which sustains life 

through being the subway system in our bodies, affecting the distribution of nutrients, 

blood flow and neurological transmitters. When we forget to breathe, or when this breath 

is interfered with, our body ceases to function properly on all levels. When combined 

with the additional challenge of attempting to perform creatively and communicatively 

on a wind instrument, this obstacle becomes even more relevant. In Glenn Wilson and 

David Roland’s article on performance anxiety in The Science and Psychology of Music 

Performance, reference is made to Beck and Emery’s discussion revealing the underlying 

causes leading up to the perception of an anxiety-producing situation. These are listed as: 

1. Overestimating the probability of a feared event; 

2. Overestimating the severity of the feared event; 

3. Underestimating coping resources (what you can do about it); 

4. Underestimating rescue factors (what other people can do about it).34 

34 Glenn Wilson and David Roland, “Performance Anxiety,” in Richard Pancutt and Gary 
E. McPherson (eds.), The Science and Psychology of Music Performance (New York: 
Oxford University Press), p. 49. 
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The perception of threat therefore propels us into survival mode. Our bodies perceive 

a threat (much as though we were under attack), and instinctively we react to defend 

ourselves. This “emergency system,” as Wilson and Roland explain,35 sets off alarms 

within our bodies, which increases heart rate. This, in turn produces “increased activity of 

the lungs and [the] widening of airways” and “a feeling of breathlessness. .  .  [T]he 

redirection of body fluids such as saliva into the bloodstream produces a dry mouth 

sensation, and the activation of the body’s cooling system produces sweaty palms and 

forehead.”36 

The Performer’s Brain on Air 

Our minds are not at peace when we perform. Very seldom do we free ourselves 

to perform the music we know. More often, we subconsciously sabotage our performance 

with obstacles; hurdles of doubt, fear, and insecurities render our minds into sizeable 

magnets for distractions. 

When running a marathon, most of those who have the will to finish will do so, 

provided they have trained sufficiently. In contrast, those who humor the questions “Can 

I finish?” or “What if I slow down?” are predictably destined either not to finish or to do 

so rather poorly. Olympic psychologist Felicity Heathcote advises:  

In the marathon the concept of a fast start is not important, but rather the idea 
of pacing oneself. The athlete must get into a correct rhythm, neither too fast 
nor too slow, and adjust this for bursts of speed whenever necessary. In fact 
this is rather like a decision making process which balances intuition with 
action, when the individual is aware of those around but is not affected by 
them. There is no time for hesitation, even in a marathon.37 

35 Ibid., p. 47. 
36 Ibid., pp. 47–48.
37 Felicity Heathcote, Peak Performance, Zen and the Sporting Zone (Dublin: Merlin), 

pp. 91–92. 
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The performer’s mind operates in a similar fashion, and the level of necessary 

focus is the same. 

An interesting diagram against which to compare this is contained in Dorita 

Berger’s book, Toward the Zen of Performance; Music Improvisation Therapy for the 

Development of Self-Confidence in the Performer. In the book, Berger discusses at length 

the “role of the performer” and the “act of performance.” She paints the scenario of the 

performer as a collaborator in the resulting performance, and states that he or she must 

be aware of the necessity to work with the composer and the audience to produce any 

performance. She exhibits a diagram portraying the performer as the initiator of the act of 

performance, and the factors that function together to create a musical performance. This 

demonstrates the huge canyon between one and the other, at the same time showing how, 

for a moment in time, this myriad of experiences comes together to produce a single 

unique event. 

Breathing with Purpose and Awareness 

When we breathe to play a wind instrument, we should not breathe as we would 

in our normal day-to-day activities. As we carry on our lives, we are not required to have 

an awareness of how, physiologically, our bodies work in order to process oxygen. We 

simply inhale and exhale instinctively. 

When we are preparing to play our instruments, however, we must quickly fill our 

lungs with a large quantity of air, and then release it slowly, with evenly measured speed, 

volume, and direction. Each one of these actions requires knowledge and skill in order to 

be effective. For example, if we inhale rapidly from the wrong part of our lungs, we do 

not fill them, rendering it difficult, if not impossible, to properly control the exhale as 
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described above. This manner of breathing is unlike any other we may use in our lives. It 

cannot be compared to speaking or exercising, and can only be compared to Lamaze 

breathing taught in child-birth classes, in which the mother is taught to breath in through 

her nose, deeply, filling her lungs, holding that and then exhaling slowly through the 

mouth, measured evenly through counting to ten. This reference can be useful to us as 

wind players, in order to orient ourselves to the sensation of filling our lungs properly. 

The very act of breathing in through the mouth confuses this natural connection between 

nasal inhalation and deep breathing. In emergency situations, EMTs advise patients to 

breath in through their nose in this manner, as it is the most rapid way of delivering 

oxygen to the body and prevents the hyperventilation that rapid and shallow breathing 

from the mouth can induce. It is a good point of reference, therefore, for wind players to 

breath in through their noses in this manner, aware of the sensation in their lungs, before 

practicing long-tone warm-ups.  

When we inhale properly, Everett Timm, formerly of Louisiana State University 

states, “our diaphragm moves downward and the lower ribs move upward and 

outward,”38 producing a stretching sensation. He goes on to explain that, while we are 

engaged in the act of playing, we must inhale quickly, and this very fact can obscure our 

ability to access all three portions of our lungs, the top, middle, and abdominal sections. 

This is problematic, because we need to access all three. The danger in catching quick 

breaths is that we can lose focus on how we need to breath as wind players vs. normal 

“catching-our-breath,” and we can easily and inadvertently create obstacles for ourselves, 

such as pulling in the lower portion, or abdomen, filling only our middle portion or chest 

38 Timm, The Woodwinds, p. 4. 
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cavity. We can further cut off access to even this chest cavity by raising our shoulders 

when we inhale, filling only the top portion of our lungs.39 And, just as we must be aware 

of our intake of air, we must take care in our exhale, having flexibility to alter the shape 

and elasticity of the aperture of our embouchures, corresponding this with the 

maintenance of firm abdominal muscles. This firmness establishes a core and foundation 

for the spinning of our air as we propel it outward through our embouchure. If we support 

this abdominal area too little, there is not enough resistance for our air to spin from the 

aperture formed in our embouchure, and the sound will not project or ring with the color 

and vitality we strive for, leading to lack of control in phrase length and intonation. This 

is especially true for the flute, oboe, clarinet, and bassoon. Here, as Timm states, “the 

upper register will not speak, or if it does, it will be flat . . . [and] the response to attacks 

will be slow.”40 Conversely, if we support too much in the abdominal cavity, we 

compress this pressure too much, resulting in hazardous resistance and inflexible tone-

quality. Pinching the embouchure produces a choked-off, forced sounding tone, and sharp 

intonation (especially true in the flute) can further exacerbate this. By consciously 

rendering the opening of our mouth and throat during our inhalation and filling our lungs 

in all three portions of our lungs (beginning at the bottom with our abdominal cavity), we 

inadvertently open the passageway for the exit of the air. Breathing in this manner frees 

the embouchure to direct the volume of air supported up and outward from our 

diaphragm, unobstructed by inadvertent contraction of the upper portions of our lungs or 

throat. 

39 Ibid., p. 4.
40 Ibid., p. 5. 



 76

It is the responsibility of every wind player to plan where to breathe, and to mark 

this into his or her music. Every breath that we take consequently affects not only our 

ability to sustain phrases but our phrasing and interpretation of the composer’s intent with 

regard to phrasing and development. An ill-placed or unplanned breath can destroy an 

otherwise beautiful, or at the very least logical, phrase. When playing together as a group, 

it is imperative that each member be in tune to the breath placement of the other members 

of the group, in addition and in relation to his or her own. When in question, discuss 

breaths and plan just as you would plan any other musical decision. This may not always 

result in breathing at the same time, as we would obviously do when playing the same 

line or in unison; in fact there are many instances when, in order to produce a seamless 

line and continuity of passing one phrase to the next, we must alternate breathing among 

ourselves. Whatever the decision, the music should dictate the breath, not the other way 

around. We would never want a composer’s ambitions and intent to be miscommunicated 

as a result of our own physical limitations. 

We must also be aware that, as mentioned in the section above of the role of air in 

anxiety, our body’s requirements for air vary according to the situation we are in. The 

body actually processes oxygen at a faster rate when nervous, hence the rapid heart rate. 

The result is that, while we may be able to sustain long phrases by ourselves or in 

rehearsal with the group, when in performance mode, we will need a greater reserve of 

air to sustain the same length of phrase. We must plan for this ahead of time in our 

practice. 

Understanding Proper Breath Support By Sensation 

Breathing is obviously something we already know how to do naturally, so much 
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so that we never think about the mechanics involved. Once we begin to analyze this 

reflexive act of natural survival, we suddenly realize we actually have no “idea” what we 

are doing. If we were asked to describe the act of walking and then try to walk using our 

own step-by-step instructions, we would likely fall over from the complicated 

coordination actually involved in what our body knows how to do all by itself. In fact, 

much of learning how to breathe as wind players actually involves stripping away all the 

unnecessary obstacles we inadvertently put in our own way for the sake of “control.” 

Instead of attempting to answer the question, “How should we breathe?”, we should ask 

ourselves, “How does it feel when we are inhaling and expelling correctly?” 

First, we must acknowledge the close kinship we share with singers with respect 

to breathing and support. The following is an excellent test-exercise adapted for winds 

from an article by singer Leontine Hass in the singing journal, Voice Council Magazine:  

1. Place your hands on either side of your waist, feeling the bottom rib with the 

thumb and forefinger. While you inhale, imagine lengthening and widening your 

body, pushing you hands on either side outward first and gradually engaging the 

large triangular muscles extending over the back of your neck and shoulders. 

Have your mouth form an “Oh” shape, and feel cold air hit the back of your throat 

as you inhale. 

2. Try singing using a “V” sound, going from the lowest pitch all the way to the 

highest. The higher you rise in pitch, the stronger and higher your support has to 

be. Yes, you must sing it! Don’t be embarrassed. Pick a private place where you 

won’t worry about someone hearing you. Students are often shy about doing this, 

but it is the quickest way to “find” that sensation of support, and will save month 
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or years of analogies and mental acrobatics. How can we sing through our 

instruments if we can’t, or aren’t willing, to sing without them first? Practically 

applied, in wind playing, this can be translated into the correlation shared with our 

dynamic ranges, from fullest to softest.  

3. The pelvic floor should feel as if it is rooted downward toward the ground. 

Nothing should feel strained. 

4. Imagine you are holding ski sticks and now push your elbows down. You will 

now feel these muscles engage.  

The awareness of the sensation of engaging these muscles is the foundation you 

can rely upon when in performance, practice, or just getting prepared mentally and 

physically to perform, whether during long rests or waiting backstage.41  

This emphasis on awareness is one that emerges repeatedly in the study of breath, 

meditation, and performance. In fact, it is a central, unifying theme in books such as The 

Inner Game of Music42 and Awareness Through Movement43. 

Breath connects all aspects of our musicianship 

Related to this issue of breath and awareness, meditation is one of the most 

widely referenced devices used by performing musicians. Zazen is a multi-level 

organizational form of sitting meditation in the Zen tradition, which involves the 

41 Leontine Hass, “Support Your Voice, Breathing I,”  Voice Council Magazine (Jan. 30, 
2011), http://voicecouncil.com/support-your-voice-breathing/. 

Barry Greene and W. Timothy Gallwey. The Inner Game of Music (New York: Anchor 
Press)  

Moshe Feldenkrais, Awareness through Movement: Health Exercises for Personal 
Growth (San Francisco: Harper) 
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counting and following of breaths. In this process, a concentrated approach to the act of 

inhaling and exhaling is essential. Katsuki Sekida explains that there are three ways of 

doing this: 

1. Count both inhalations and exhalations. When you inhale, count “one” inwardly; 

when you exhale, count “two” and so on up to ten. Then return to one again and 

repeat the process. Perhaps at first it may be helpful to whisper the count 

inaudibly, or even audibly. Then, except for occasions when you feel the need for 

audible counting, concentrate on the counting inwardly, stressing your vocal 

chords, but not making any sound. 

2. Count your exhalations only, from one to ten, and repeat. Let the inhalations pass 

without counting them. 

3. Count your inhalations only, letting the exhalations pass without counting them.44 

Sekida points out that, of the three methods, the first one is intended for 

beginners, and they increase in level of expertise as one makes progress through the list. 

He suggests: 

When, in the first method, you have said “one” with your inhalation, and begin 
to exhale, if you try to say “two” immediately, you will experience an 
oppressive feeling in your chest, though it may be very slight. This results from 
a negative effect. . . [T]his is avoided quite naturally by allowing a little bit of 
breath to escape from the lungs before you say “two.” Why the pain in the 
chest? When you stress the vocal chords, whether you utter a sound or not, an 
extra tension, somewhat stronger than in an ordinary exhalation, will develop in 
the lungs, and if much air remains in them, a pain will be felt in the chest.45 

Sekida further illustrates how this method of counting breaths can lead to a new 

level of awareness. The practice of following the breath is one that involves the attentive 

emptying of the lungs. Here one is instructed to concentrate on the act of inhalation and 

44 Katsuki Sekida, Zen Training, Methods and Philosophy (Boston: Shambala), p. 8. 
45 Ibid., p. 62. 
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exhalation. While exhaling, one should breathe out naturally at first, but as the desire to 

inhale approaches, one should squeeze the respiratory muscles in an attempt to simulate 

the stopping of breathing.46 This should be followed by the continued expulsion of air in 

tiny little exhalations from the top of the lungs. The purpose of this method, from the 

meditative perspective, is to take notice of what one is doing and to focus to the point of 

the exclusion of wandering thoughts that may invade the consciousness. In personal 

experience, however, I have found an additional benefit of expanded lung capacity and 

the knowledge that our lungs absorb much more oxygen than we are aware enough to 

utilize. It often takes a surprisingly long time to get to the point of completely emptying 

the lungs, and our desire to take a breath before this happens seems to stem from the 

condition of unconscious breathing to which we have conditioned ourselves through 

habit.  

 The wandering thoughts mentioned above are a significant component, 

coincidentally, to the “fight-or-flight” response our body produces under the stress of 

performance. Sekida discusses these thoughts as they appear in two forms: the type that 

appears unexpectedly and disappears quickly, and the type that is more involved and can 

produce a sort of “narrative” in our mind. The first one can be hearing a siren or a bird, or 

it can be a quick invading thought such as “I am performing well” or “I just made a 

mistake.” The second can be more akin to daydreaming and involves some reflection, 

such as remembering a teacher’s advice or a criticism or wondering what type of grade or 

review one might receive from a performance. Such thoughts will occur inevitably; 

attempting to shut them out will not be successful, but awareness of how to stay on track 

46 Ibid., p. 64. 
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and not allow these invasions to adversely affect the outcome are what will make this a 

useful mental and physical training exercise. 
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Articulation and Group Rhythm 

The “articulation” of expression 

It might help wind players to keep in mind that our string-playing colleagues 

often use the concepts “phrase” and “articulation” interchangeably. In fact, Merriam 

Webster’s definition of the word “articulation” includes “a: the act of giving utterance or 

expression, b: the act or manner of articulating sounds, c: an articulated utterance or 

sound; Synonyms: expression, formulation, phrasing, statement, utterance, verbalism, 

voice, wording.”47 Wind players especially have a tendency to obsess so much about the 

physical mechanics of the separation and connection of notes that we often tend to forget 

the musical meaning behind manner and groupings of notes in the first place. When we 

think of someone as an “articulate” speaker, is this in reference to the mechanisms he or 

she uses to deliver speech, such as enunciation and clarity of diction? More likely, we are 

referring rather to the effectiveness and efficiency of the speaker’s communication and 

delivery of ideas. In spoken dialogue, we impose the necessary groupings of words and 

stress appropriate inflections in a natural effort to convey meaning. So why do wind 

players lose this connection between the term “articulation” and the act of articulation? 

We are so focused on the tool, which is, of course, our tongue, that for us “articulation” 

and “tonguing” often become interchangeable terms, with little or no awareness of how 

this specifically relates to “phrasing.”  

When reading aloud from printed text, our words take on different character, 

mood, and meaning, depending on how we choose to deliver the words we see. The same 

is true for the notes before us on the page. We all know that these notes are not 

47 Merriam-Webster online: http://i.word.com/idictionary/Articulate. 
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themselves music but the visual representation of what we the performers, the 

interpreters, must digest and comprehend in a manner that allows us to communicate the 

composer’s intentions to an audience. This necessary and pivotal role puts us the 

performers in a precarious situation. Hermann Keller, musicologist at the Württemberg 

Conservatory of Music for many years, wrote a fascinating commentary on the subject in 

his book, Phrasing and Articulation.  He poses the reality of the problem introduced by 

mere black notes on a page, frequently drawing comparison to printed words. He argues 

that,  

[i]n language, even in the boldest, freest poem, the meaning will always stand 
in the first place; the meaning outlines the contours, the shading is given by 
the delivery (the expression). In music on the other hand, especially in the 
newer music, this situation is often reversed so that the expressive elements 
(tone color, tempo, dynamics, articulation) affect us more powerfully that 
does the content accomplished with a simple conveyance of the content.  
 
He goes on the quote Klaus von Bülow:  

“A merely pure, merely correct performance is worth only as much as a 
spelling in sound. It belongs with the rudiments. Clear enunciation is still not 
understandable declamation; meaningful declamation is still not sensitive and 
therefore expressive eloquence. An art of performance in musical language 
must above all be grounded in the working together of these three factors, in 
which each higher element depends upon the lower.”48  
 
For many of us, the problem of meaning and communication arises when we try 

to define first for ourselves, as the interpreters, “What is a phrase?” Keller illustrates the 

uniqueness of music in this regard, and points out that there are limits to the parallels we 

may draw linking language to music. For example, in music the punctuation is not always 

clear. Phrases can collide, morph into new ideas or be interrupted altogether, instances 

which can formally be referred to as phrase-end concealment, when the boundaries 

48 Hermann Keller, Phrasing and Articulation: A Contribution to a Rhetoric of Music 
(New York: W. W. Norton), p. 11. 
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between two phrases are blurred so that one serves as a bridge to the next, phrase linkage, 

when the last note of one phrase marks the first note of the next, and phrase elision, when 

the final note of the first phrase is not even heard.49 Keller suggests that in this way, 

music serves as the mode of communicative expression going further than spoken 

language. He says,  

Everything language cannot express with the help of punctuation signs—
height and depth of pitch, duration, tempo, dynamics, rhythm, articulation—
music is able to bring to expression through its notational system and 
additional signs, although, in most curious fashion, music has refused to create 
for itself a system of punctuation marks similar to that of language.50 
 

In my experience as a teacher, I have borne witness to the detrimental effects that 

overlooked or lackadaisical approaches to articulation can have on musical meaning and 

“phrasing,” so much so that Keller’s attitude toward the subject rings especially true, that  

[t]he feeling for the variety of expressive possibilities of articulation arose and 
grew in the seventeenth and eighteenth centuries nearly simultaneously with 
the feeling for tempo and dynamics. But whereas these latter elements relate 
to music as a whole, articulation is to be viewed as a function of melody. For 
our conception of articulation, therefore, the conception of melody is of 
decisive importance.51  
 
With this knowledge, we should think of articulating together as a group as a 

means of “articulating” our collective musical ideas and comprehension of melodic 

meaning. The fact that we as wind players use our tongues and manipulation of air in 

order to do this is superfluous. The manner in which we articulate needs to be refined and 

sophisticated; that is to say we need to know what we are doing and in most cases listen 

to and watch ourselves critically for countless hours in order to eliminate and prevent bad 

49 Ibid., pp. 23, 24. 
50 Ibid., p. 14. 
51 Ibid., p. 32. 
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habits. This is work we do alone or with the guidance of our instructors and is specific to 

each of our instruments. But we must remember the reason behind the need to do so, and 

that is to supply our palette with all the colors and ingredients necessary for rich, 

meaningful expression. 

The markings of articulation often give us pause. We must acknowledge that 

much of what we play from the classical period has been edited extensively, and 

therefore it is always advised to become familiar with the Urtext edition of any score that 

is available. This is so that we can be as informed as possible and so that we can compare 

this with editions we may like as well as with our own musical sensibilities and 

understanding. Slurs might have been grouped in one performer’s edition completely 

differently than in another’s. Repeating variations may allow one variation of legato and 

another of staccato, for example. If the piece was written in an environment where the 

performer was expected to decide these things independently, then it is up to us as 

performers to make an informed and appropriately tasteful decision.  

Keller states eloquently that “only in legato playing does the flow of melody gush 

forth without finding resistance, without dissipating some of its flowing strength in 

passage through the notes, which welcome it and lead it further, retreating humbly into 

the background; thus the legato is the only conflict-free expression of the melodic line.”52 

As wind players we need to heed this description as advice, as inspiration to connect long 

legato lines with air (and, therefore, life) in between, connecting the notes to one another.  

Staccato is the punctuation, the act of separating, defining, or adding some sort of 

conflict, whether humorous, decisive or angry (to name just a few possibilities) to that 

52 Ibid., 33. 
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expression. And in between staccato and legato lie a vast array of possibilities.53 These 

include but are not limited to dots with slurs, wedges, sforzandi, and subito dynamics. 

There is also the issue of determining the difference between wedges and dots, and rests 

after dotted values.54 Keller so “articulately” states what I labor over with my students: 

that these rests, dots and wedges all serve their purpose to “suggest the isolation of 

notes.”55 

It is up to us as informed musicians to decipher, digest, and comprehend the 

meaning behind these markings and to refine our skills and technique continually in an 

effort to accurately convey the music accordingly. 

 

Collective Warm-up 

The pre-college or early college wind quintet should have a ten-minute, collective 

warm-up routine before each rehearsal, which can be modified or varied each time but 

which encompasses aspects of unified listening to issues such as tuning, articulation, 

rhythm and color—three- to five-minute exercises for each area. The arrangements 

included in this document are specifically geared toward such listening skills. Each one 

has been carefully selected to maximize practice efficiency. If one exercise from each 

section is practiced daily, with awareness, all of the aspects discussed in this curriculum 

will be covered, and in a short time. This can prove to be substantially more effective 

than an attempt to combine these individually or by hours spent without a specific goal in 

53 Ibid., p. 34. 
54 Ibid., p. 47. 
55 Ibid., p. 47.
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mind. Daily practice of these exercises, in ten-minute increments, will gradually establish 

productive instincts for each player and for the group as a whole, while focusing some 

attention on some of the most difficult wind writing in Western music: Beethoven’s and 

Brahms’ symphonies. While many great composers wrote wind parts that we cherish, 

little can compare to the collective complexities in intonation, rhythm, articulation, 

dynamics, and balance posed by these two composers. The Bach Chorales section is 

specifically geared toward tuning, balance, and color. The Rhythmic Scales are geared 

toward articulation, rhythm, and instrument-specific intonation tendencies, which may 

vary according to range and scale degree, as well as reinforcement of familiarity playing 

in every key. It is especially important to practice these slowly, no faster than the tempos 

marked, for this reason. Slurs must be completely connected, with each note fully leading 

to the next. Each arrangement is annotated with guidelines regarding specific pitfalls and 

special considerations.  

 

Dynamics 

One of the most overlooked elements of music can often be one of the most 

expressive. Just as some say that people over twenty can’t hear certain frequencies, it 

might also be argued in jest that those under twenty can’t see printed dynamics. Younger 

players, or those who are simply less experienced, tend to have a range of mp to mf, at 

best. Every element in music is essential to the expression of what is printed on the page. 

Without dynamics, music is boring and automatic sounding, without passion or meaning. 

A performance played without dynamics is no more “music” than a paint-by-numbers kit 

is a real “painting.” Extreme and subtle dynamic shifts are called for in the Rhythmic 
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Articulation by Key exercises. These must be followed strictly. A shift from pp to f back 

down to p must yield three different dynamics! The lack of skills and flexibility to adjust 

quickly and artistically to these markings in music makes a performance, quite literally, 

un-dynamic. 

 

Performance Etiquette 

It would be nice to think that the most important thing about our performances is 

how we sound. After all, this is what we spend all of our time working on and perfecting. 

The reality is that, while our sound and musicianship are the crucial basic elements of 

performance, the way that we present ourselves before, during, and following the event 

creates the atmosphere that enables the performance in the first place. The best 

performance can easily be sabotaged by poor stage presence, grimaces, awkward bows, 

or a host of other unforgivable etiquette faux pas.  

A younger student or less experienced player may not even think about the issue 

of stage presence until he or she is already on stage, unaware of how to appear in front of 

an audience. A more experienced player may think she or he is projecting one image, 

while creating another. 

We must keep it simple. The more complicated we make it, the more ridiculous 

we will look, so it is best to keep that in mind. Follow these simple guidelines: 

1. Remember first and foremost that your audience is made up of people who 

want to hear you and who want you to do well. They have no reason to wish 

otherwise. They are happy to be there to hear what you have to play for them. 
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As the performer, you are obligated to share in this. Be happy to play it for 

them. 

2. Walk out on stage normally, with a smile, dressed appropriately. Show respect 

for your audience by looking nice and well groomed. When you arrive at your 

chair or stand, simply look forward and bow briefly. 

3. After applause has subsided, savor the brief moment of silence. You need time 

to prepare the “sound” of the space to embrace what you are about to fill it 

with, and the audience needs time to get ready to accept it fully and 

attentively. 

4. From the moment you begin, each note should be embraced and welcomed. 

Even the wrong ones. No performance is 100% “correct.” If it were, it would 

lack the excitement of a live performance. The last thing your audience wants 

to see is a grimace or a scowl from a performer, revealing that they are angry 

with themselves. That is painful to see, and takes away from their enjoyment. 

Such behavior is actually self-involved and does not do justice to the music 

being played. Your audience is not holding clickers, tallying each squeak or 

wrong note. If a mistake was even noticed, it is just as quickly forgotten, as 

they are now back to enjoying what comes next, as you should be. There is no 

place for personal reflection during performance. 

5. When you are finished, bow with a smile. Then exit the stage and immediately 

return for another brief bow, if there is still applause. The walking and the 

bowing are all very matter-of-fact. Hesitating, giggling, and shrugging are not 

appropriate nor is taking your time or blowing kisses. 
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Etiquette in performance, like etiquette in everyday life, extends beyond the 

moments on stage to after the performance as well. Remember to accept praise and 

criticism gracefully, and to give it to others graciously when you are attending a peer’s 

performance. And remember that the line that separates performance from everyday 

musicianship is a blurry one, sometimes impossible to discern. The respect and 

professionalism you show on stage should be how others see you in the rehearsal room, 

or in the lesson seat, as well. We reveal these aspects of ourselves even before we set foot 

in the room, as punctuality is essential to our survival as employable musicians. An “on-

time” musician is a late musician. We must always be at least fifteen minutes early, as a 

sign of respect for others, so that we are prepared, warmed up, and ready to play at the 

rehearsal/lesson start time, and, as a courtesy to ourselves, so that we are prepared and 

relaxed enough to play our very best.  

 

Individual Practice (Smarter not Harder!)  

and How to Carry These Habits Forward to Rehearsals 

One lesson most of us learn the hard way, if we are lucky, is that practicing is a 

multi-faceted, ever-evolving art form in itself. This time that we spend working to perfect 

our craft is perhaps the longest relationship we as musicians will have in our lifetimes. 

Many of us collectively spend more solitary time, in intimate contact with our 

instruments, than we will with any person, pet, or hobby. Yet we are constantly searching 

for the unattainable: perfection and complete mastery. That is because when we practice 

our instruments, we are not merely learning how to use a tool properly. We are on a quest 



 91

of self-discovery, and as we change and grow as people, the experiences we bring to the 

practice room also change, ebbing and flowing along with the stresses and joys of our 

daily experiences. The relationship we have with our instruments is constantly changing 

because our relationship with ourselves as human beings and as musicians also 

continuously evolves. 

It is for this reason that we must treat the time we have together, with our 

instruments and with our ideas and experiences, with a great deal of respect. This is time 

that is not to be wasted or taken for granted. While a student in a conservatory setting 

may have hours every day to practice, this is a luxury not afforded to all once the 

responsibilities of school, life, and work all set in. 

Setting Goals 

Many people keep journal records of the important events of their lives in daily 

diaries or special notebooks, and it is this author’s perspective that we musicians would 

serve ourselves well to do the same in our practice, chronicling our victories and defeats 

every step of the way. So much of successful musicianship comes from a “two-steps-

forward, one-step-back” approach that we need to be able to look back at the path we 

have taken and recognize how we got there. This helps us be better teachers, to our 

students and, more importantly, to ourselves. When settling in to accomplish something 

productive, we must have a clear goal in mind, and in order to know whether we are 

indeed working productively toward this goal, we must be able to look back objectively 

at our work to know how far we have come. We cannot see progression or digression in 

our own playing until habits are firmly engrained through countless repetitions in time, 

but we can monitor our work through the notes we make about our ideals, goals, 
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epiphanies, and stumbling blocks.  

Write down your goal before you begin playing, and write down how long you 

have to work on this: is it one hour or is it only twenty minutes? When you are finished, 

take a moment to jot down how it went, if you felt successful or stumped, and why. Write 

down epiphanies from your lessons here too, and look back from time to time to 

remember them. If you write them down as soon as they occur, you will later have the 

luxury of rediscovering these rare and special motivations anew. 

When To Fit It In? 

Musicians lead complex lives, filled with irregularities and variety. We must be 

flexible and accept that we may not always have the same block of free time every day. If 

we know that we work best in the early morning and are able to clear this time each day 

for practice, this is a wonderful ideal. But when that early morning class or doctor’s 

appointment must be scheduled, it is important to understand why the morning works 

better so that we can do our best to replicate those conditions at another time during the 

day. For example, many musicians I know enjoy early morning practice because their 

minds are not yet filled with the stresses of the day. Later in the afternoon we may have 

encountered a myriad of obstacles getting in the way of clear, fresh thinking, such as 

traffic, bills to be paid, deadlines to be met, lingering thoughts about previous social 

encounters, etc. If we are not able to practice until 4:00 pm, when we have these thoughts 

in our minds and are already tired and stressed, we must create a moment of 

decompression before practicing.  We need at least enough time to breathe, remembering 

the posture, poise, and focus that we need to play our instruments and to try to work 

through the mental challenges the music before us demands. Dr. Noa Kageyama, faculty 
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member of the Juilliard School, affirms these same sentiments in his own championing 

work with musicians and conservatories around the country. He shares much of these 

valuable insights on his website, The Bulletproof Musician.56 

 

Where to fit it in? 

We must be free to blow freely and unapologetically. Many a student is worried 

about disturbing his or her fellow family members or of sounding “bad” and therefore 

plays with half the air necessary in an effort to play quietly. Remember that everything 

we practice becomes further embedded in our style of playing; that is to say, it becomes a 

habit. Bad habits are very difficult to correct, and we can hardly expect to go into a lesson 

or rehearsal playing with a full sound and rich tone if all week our practice has been sotto 

voce. We are wind players, after all. I once had a student who lived in an apartment, with 

neighbors who expressed their lack of fondness for her late-night practicing.  She came 

into a lesson, embarrassed to play a difficult passage, slamming her fingers up and down, 

as if trying to squeeze the correct notes out, saying she had practiced it over and over and 

was convinced the only way she would be able to play it well was with magic. For wind 

musicians, that “magic” is almost always “air,” which we need to remember to blow 

through our instruments. It always takes more than we think to fill our sounds with 

richness and to give our fingers the freedom to relax and do their jobs of merely covering 

and opening holes. By changing her practice time to earlier in the day, she was able to 

create an environment where she could blow freely and “magically” noticed her 

technique improve. 

56 Noa Kageyama, The Bulletproof Musician, http://www.bulletproofmusician.com. 
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Designate a spot in your room or house for practicing, a quiet corner where you 

have everything you need for productive practice such as reeds, oil, music, pencil, 

metronome, tuner, etc. Most important in this setting, however, is a good chair and a solid 

stand, since these items are crucial to the balance, posture, and support needed for air, 

sound, and technique and cannot be taken for granted. 

 

Helpful Resources 

Earlier we examined the symbiotic relationship musicians’ air and breathing can 

share with Zen meditation, and Madeline Bruser’s book, The Art of Practicing, draws 

similar parallels between meditation and the awareness necessary in our practice. In it she 

explains meditation’s role in the genesis of her own practice reformation and resulting 

book, stating,  

Meditation was simple. I sat still and focused on my breathing in order to 
develop an awareness of ordinary events in the present moment. This 
discipline slowed down my chattering, goal-oriented mind. I learned to relax, 
not to worry so much about the past or the future, and perceive present events 
more clearly. . . [T]his relaxation and awareness cultivated during meditation 
spilled over into my work at the piano. I found myself taking half-minute 
breaks. . . Subtleties I’d never noticed before—about the movement of my 
hands and the harmonies in the music—became striking and engaging. 
Gradually, I developed a new understanding of the physiological mechanics of 
playing. I also found that listening more attentively improved my physical 
coordination.57 

Bruser’s book encourages a healthy approach to practicing, striving to separate us 

from the typical attitudes many of us share, which often define our expectations in an 

unrealistic way. She outlines a ten-step approach to practice: stretching, settling in, tuning 

to your heart, basic mechanics, the spark of inquisitiveness, three styles of struggle, 

57 Madeline Bruser, The Art of Practicing: A Guide to Making Music from the Heart 
(New York: Three Rivers Press), pp. 2–3. 
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simplicity, pure perception, spontaneous insight, and the dancing body. These steps work 

together to create an atmosphere of calm and focus, re-connecting us with the joy of 

meeting our instruments each and every day, and to remind us that playing our 

instruments is a joy and a privilege and should never be beaten down to the labor of 

drudgery and frustration we often create for ourselves. This awareness and mindfulness is 

an act of respect we show toward ourselves, which we must cultivate in order to allow 

ourselves to meet the expectations we each have.  

The beneficial connection between mind and body is not restricted to Zen 

meditation. There are many other disciplines and studies which highlight the importance 

for such awareness, not just for the benefit of musicians but for many areas, including 

simply the day-to-day maintenance of ourselves. Some of these include the Alexander 

Technique, Tai Chi, and books such as The Inner Game of Music, The Inner Game of 

Tennis58, etc., just to name a few. In his book Awareness through Movement59, Moshe 

Feldenkrais explores the awareness and connection of body and mind through different 

exercises.  

This look into our practice habits directly relates to the curriculum, which follows. 

Each of the elements described above must be considered when setting out to practice, 

either individually or as a group. The exercises provided are each meant to efficiently 

combine several important “target” areas of study. Detailed attention must be paid to each 

element in an exercise, as described in the introductory directions, not just the most 

obvious, and with equal priority. In truth, this is how we should address all the music that 

we play, all the time, and in this sense these are exercises in that particular skill, as well. 

Greene, The Inner Game of Tennis 
59 Feldenkrais, Awareness through Movement
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Chapter IV  

 
 Approaches to Exercises and Delivery of Curriculum 

 

How to Approach this Curriculum’s Exercises 

This curriculum is divided into four parts: 

1. Warm-ups and Tuning 

2. Scale Patterns 

3. Rhythmic Articulations in Each Key 

4. Arrangements of Orchestral Excerpts 

It is important to use each exercise as a multi-layered exercise, addressing a 

variety of musical issues simultaneously. Please do not let any aspect of the exercise or 

its instructions (preceding or imbedded) go overlooked. If each player approaches these 

exercises with awareness and comprehensive diligence, he or she will be practicing in the 

most efficient way possible, improving simultaneously on multiple levels and cultivating 

the most agile and versatile of “chops.” Please adhere strictly to tempo markings. Playing 

these exercises faster than they are marked will not help reinforce the good habits the 

player is striving for, although slower tempos will. It may appear, at first glance, that 

these exercises are ambitiously advanced for the pre-college level player. However, these 

can and should be broken down and adapted for any level of player and for any 

combination of players within the overall instrumentation. Having a full quintet is not 

obligatory in order to benefit fully from the substance of the exercises. Longer exercises, 

such as the scale or rhythmic articulation exercises, can be sectioned off into manageable 
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portions. Sections can be omitted temporarily and returned to once the level of playing or 

understanding makes them appropriate. Further, if younger players find the range too 

high or low in portions, adjusting down or up an octave is perfectly acceptable. This 

matter is especially relevant in the horn parts. 

 

The Importance of Communication 

Making music with one another involves successful communication skills. In 

order for each one of us to make up one ingredient of the whole we want to achieve, we 

must understand our role, and everyone else’s, in that recipe. This understanding comes 

from knowledge of the music (the score as a whole as well as our own parts), listening 

skills, and the ability to “feel” the rhythm, tempo, and each subtle nuance within the 

music together, collectively. 

To establish this sense of communication, you must determine whether or not the 

players are making eye contact, how much they are doing so, and if it is at the right times. 

Are the players comfortable with movement? Communicating in group music-making is 

done through movement, so each player needs to come out of his or her shell and feel 

confident physically demonstrating his or her ideas. It must also be established that 

certain moments call for cues, such as beginnings, endings, ritardi, mutual entrances, 

cutting off of fermatas, etc. This role may need to shift from person to person or largely 

stay the same. Whatever the case may be, this needs to be decided early on in the 

rehearsal process. When beginning a piece, everyone should be sure to have eye contact 

with everyone else in the group, breathe audibly together, and move along with the 

person designated to cue so that the beginning is absolutely together. Try this multiple 
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times so that you can be confident that it will happen purposefully, not accidentally, each 

time. When playing together, remember that you as a group must move together while 

playing. Don’t be afraid to move toward each other when you share a role (melody, 

accompaniment, countermelody, etc.).  

 

Warm-ups and Tuning, Bach Chorale Arrangements 

Use these exercises to wake up your ears and your lungs. These are practiced 

slowly so that every aspect can be heard: 

1. Is the attack of the very first note together? 

2. Do the lengths of all articulated notes match? Are re-articulations exactly 

together? 

3. Does active blowing represent every dynamic level? Is there still a vibrant 

core to the sound at the softest dynamics? Is air being blown through the notes 

and through phrases? 

4. Here, fermatas are for checking in on tuning. Who has which part of the 

chord? The root? Third? Fifth? Identify this together while playing. What is 

your responsibility on your chord member (for example, if you are on the 

third, which way do you adjust)? 

Ask what member of the chord each person is playing, and determine the 

tendency of each. Do you hear when it is not in tune? If it is not in tune, tune 

from the bottom up. 
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Scale Patterns 

These exercises were designed to cover a wide range of issues within a short span 

of time. Therefore, it is critical that each player, whether practicing these individually or 

as an ensemble, adhere to the editorial markings strictly. These scale patterns, practiced 

accordingly, will not only develop fluency in all keys but also will develop articulations 

of group rhythms and quick, dramatic and subtle dynamic contrasts as well. 

While practicing together, you must determine together whether or not there is a 

wide enough range of dynamics, if everyone is following the printed markings, or if the 

group begins too loudly or too softly to accurately execute the printed dynamic markings. 

Are issues with register rendering these markings difficult or problematic? Do different 

dynamic ranges pose different issues with intonation? Balance? 

 

Rhythmic Articulation Exercises in Each Key 

These exercises were adapted from (with permission from Hal Leonard, as 

indicated on the music) and inspired by Robert Starer’s excellent book Rhythmic 

Training. In these, I have purposely chosen those rhythmic patterns that seem the most 

perplexing to players within an ensemble setting. I require all players to play them in 

unison because I believe we must isolate these issues in order to determine whether or not 

we have an accurate understanding of the basic rhythm itself and then, carrying it further, 

whether it will sound “together” if five people are playing it in unison. This will only 

happen if the following criteria are met: 

1. Do the notes begin together? 

2. Do they end together? (This aspect is commonly overlooked.) 
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3. Are there different articulation lengths in the group? 

4. Are the instruments’ characteristics preventing the articulation from 

happening as intended? 

When playing these together, you can play each part individually for one another, 

listening carefully for these details. Choose a member to blend with, and come together 

as an ensemble, all matching that instrument. This may require flexible adapting skills, as 

you may not instinctively produce the same sound on your own instrument. After you 

feel you are truly together, choose another member to emulate. This will help in 

developing a uniform articulation and an awareness of what is needed in order to blend 

with these beginnings and endings of notes. Ultimately, this will also create a better 

collective sense of pulse and rhythm. 

When rehearsing these exercises together, be sure to adhere to the marked tempo, 

and stop to point out noticeable dragging or rushing. If these issues do crop up, try 

singing (on “tah”) the rhythm together while conducting, in order to isolate the 

underlying source of instability. If the problem persists, put instruments down, stand up, 

and “step” out the beat while singing it again as a group. 

 

Orchestral Arrangements 

These exercises were selected and arranged on the basis of their inclusion of the 

issues addressed above, but in the practical setting of classical performance and with the 

added components of melody, countermelody, and harmony. When practicing these, 

remember the skills practiced above, and rely on your ears to hear one another for 

balance, tuning, and togetherness. You must get to know the piece, that is, listen to it with 
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a score. Know what is happening in the orchestra so that you know your role. Then, when 

rehearsing, whatever your role, practice subtly “cueing everything.” You must show what 

part you have, individually or shared, in addition to playing it. 

When listening for these aspects, be sure that you can always find the melody. 

Play a game with one another where you only play if you think you have the melody, and 

once this is agreed upon, add the accompaniment. Is the accompanying line supportive 

harmonically? Work together to create shape to your phrases. Be aware of this shape at 

all times, in the larger sense of the entire piece or movement, as well as the smaller 

individual phrase. 

This kind of active listening helps build the structure so that each player knows 

his or her place in the conversation. As a young player, I was taught an important rule of 

thumb: in chamber music playing, roughly thirty percent goes to playing, and seventy 

percent goes to listening. 

With respect to the melody, take care to make every phrase a conscious one, and 

make sure the melody and supportive material agree; this includes dynamics, inner pulse, 

and shaping, but extremely important are the articulations and ends of notes. Your 

communication-building will help you learn diplomatic solutions for agreeing, and 

sometimes compromising, on these issues. 

After establishing this, you must also agree upon who is in charge of the rhythmic 

pulse. In other words, who is the motor? How can you keep the pulse moving steadily, 

and keep it from dragging or rushing? This is where the issues of movement and feeling 

an inner pulse as a group collectively are so vital. 
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As in the previous exercises, remember to match. We must be able to match 

articulations, match ends of notes, and match each other’s timbre when appropriate. We 

must also know what the musical terms mean, together. Be responsible for knowing 

these. Don’t guess, and don’t rely on someone to tell you. If you don’t know, be the first 

in your group to find out, and don’t hesitate to share this knowledge. 

 

Chamber Music Coaching Fundamentals 

Whether coaching a group or performing as a member of a group, an instructor 

faces the same fundamental issues regardless of playing ability; these areas have reached 

different levels of attention and mastery, which parallel the group’s level of experience to 

some extent. 

As a coach or as a member of a group, always ask the following questions: 

1. Can you hear it? The first order of business is to help the players hear 

outside themselves. In the beginning, students can be so focused on their own 

individual playing that they fail to be aware of their part in the larger whole 

and, therefore, of the communicative aspect of chamber music making.  

2. What to listen for: Who has the melody? Who has the rhythmic drive, the 

motor? Is there a counter-melody in between? Who is playing “together”? 

This kind of targeted listening requires repetition and, in your group’s case, a 

softer dynamic as a whole. If you try to listen “in their shoes,” without a score, 

you must work harder to discern these roles, and this will help it be it easier to 

explain to them how to listen likewise. 
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3. Communicate: Who is giving the cues and where? Try having them all “cue 

everything” to one another. This can also help them open their ears as well as 

their eyes and showcase in more concrete terms that they are indeed “in it 

together” and rely on one another. This also helps enliven those members of 

the group who are typically slumped in their chairs, prisoner to the print on 

the page before them. 

4. Rhythm: The root of most group rhythmic problems is the waxing and 

waning sense of inner pulse. This is especially evident when trading off tied or 

longer rhythms and trills. They should know which part runs the continuous 

motor and should begin working on skills that enable the “group” feel of this 

together. This necessitates motion, and the most attainable sense of motion is 

in their feet. They can get up and “march” the beat while clapping the rhythm, 

and the coach’s clapping should be the loudest and most relentless. After 

“marching” out the rhythm, they can beat while seated normally again, this 

time alternating their feet tapping (an abbreviated march which continues 

while playing) and repeat, without break, the targeted passage. This 

continuous “drilling” helps instill a group sense of pulse and helps encourage 

motion. Is the intake of breath interfering with the pulse?  

5. Articulations: Are the articulations of notes together, at the beginning and at 

the end of the note? These issues can interfere with group phrasing and can in 

turn interfere with motion and pulse. Articulation with other winds is related 

to timbre!!!! Have them articulate the same passage separately to demonstrate 
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Appendix 1 

Interview Questions 

 
For the Pre-College/Secondary School Wind or String Program: 

1. Are your students required to take private lessons? 
2. If not, what percentage takes private lessons? 
3. What access do students have to private instruction, i.e., please describe the 

pool of instructors. 
4. For wind players: Please describe your approach to teaching the following 

aspects of playing: intonation tendencies of individual instruments, rhythmic 
accuracy, tonguing styles and issues of individual instruments, legato, register 
break issues. 

5. What about instrument care, breath, air support, air speed, direction, and 
control (including long tones)? Scales and arpeggios? Performance etiquette, 
stage presence? 

6. For string players: Please describe the approach to teaching the following 
areas:  intonation tendencies (and the relation of intonation to bow 
management and fingerings), rhythmic accuracy, legato, register issues, bow 
management, tone support and phrasing (including long tones). Articulations, 
attacks and releases instrument care, scales and arpeggios? Performance 
etiquette, stage presence? 

7. Do your students take group lessons or have access to master class settings? 
8. What theory instruction do your students have access to?  
9. What chamber music experience do your students have?  

10. What benefits do you see in chamber music? 
11. Is their chamber music experience organized by your band/orchestra/school 

program or by students themselves?  
12. What kinds of groups are formed? (What instrumentation?) 
13. What coaching arrangements are accessible to students (regular coaching or 

ad-hoc), and how is repertoire chosen for the students? 
14. What performance experience do your students typically take advantage of 

(solo or chamber music)? Which opportunities do you encourage (ensemble, 
solo, chamber groups, formal, informal, etc., and how often)? 

15. Does your school program have any pedagogical relationship (lessons, 
concerts, master classes, clinics, etc.) with a neighboring collegiate or 
conservatory institution?  

16. If so, can you describe this relationship and how it benefits your students and 
your program? 

17. Can you name the top five problems, challenges, and obstacles you face with 
your students as a large ensemble that you think could be improved with more 
one-on-one instruction? 
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The following questions pertain to your core of dedicated “musicians,” the strongest 
players in your program. 

18.  What percentage of your students is able to function as independent 
musicians? 

19.  What percentage, or how many of your students might potentially pursue 
careers in music? 

20.  How many go on to study music in college? 
21.  What differences in confidence, independence, and responsibility do you 

notice in those who participate in chamber music of some sort? 
 

Collegiate Instructors 
For Universities, Colleges or Conservatories Offering Collegiate Degrees: 

1.  Is your curriculum listed online? 
2.   Is there a specific criterion that your entry-level freshman must meet for 

admission into your program? Can you please describe this? 
3.   What areas of strength do you see from students from your regional pool? 

Areas of weakness? 
4.   Do you have a curriculum list available before admission (if not available 

online)? 
5.   What previous experience does your incoming freshman typically have with 

performance? What previous experience does your typical incoming class 
have with playing chamber music? 

6.   How much emphasis does your program place on chamber music? 
7.   At what stage in the degree is this introduced (freshman, sophomore year, fall 

or spring semester, etc.)? 
8.   What performance opportunities are encouraged for your students? Are any 

opportunities discouraged, and if so why? 
9.   What benefits do you see in chamber music? 

10.   What percentage of your students is able to function as independent musicians 
at the time they enter your program? 

11.   What are the ensemble requirements for your freshman class? 
12.   How would you describe the experience level of your freshman level wind 

player compared to that of the freshman level string player? Are there 
noticeable discrepancies? Similarities? 

13.   How much previous experience does your incoming class have with standard 
orchestral repertoire? 

14.   Is this practical experience from playing with an orchestra, familiarity with 
excerpts or both? 
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Appendix 2 

 

Group Repertoire 

 
Three Instruments 

 
Beginner 
 
Arcangelo Corelli: Air and Dance 
Flute, Oboe, Clarinet 
Predictable melodic progressions make this approachable for the beginner with ambition. 
Violinistic writing presents some technical challenges for the wind player, but these are 
repetitive and once practiced would present a fun challenge for a beginning ensemble. 
 
C. W. Gluck: Gavotte 
Bassoon, Clarinet, Flute 
 
Franz Joseph Haydn: Dance in F Major 
Flute, Clarinet, Bassoon 
Approachable for beginners 
Rewarding to play 
Players take turns trading off melody. 
 
W. A. Mozart: Divertimento No. 1 in B  Major, K. 439a 
Flute, Clarinet, Bassoon 
 
W. A. Mozart: Divertimento No. 3, K. 439b 
Flute (or Oboe) Clarinet, Bassoon 
 
Dmitri Shostakovich: Preludes 
Bassoon, Clarinet, Flute 
 
Igor Stravinsky: Pastorale 
Flute, Clarinet, Bassoon 
Reworked from a work originally for voice 

 
Intermediate 
 
J. S. Bach: Canonic Fugue from Musical Offering 
Oboe, Clarinet, Bassoon 
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Melody with counter-melody supported by harmony, one for each voice 
Medium difficulty 
 
J. S. Bach: Fifteen Three-Part Inventions 
Flexible instrumentation for combinations of flute, oboe, clarinet and bassoon 
 
Jacques  Ibert: Cinq Pièces en Trio 
Oboe, Bassoon, Clarinet 
Shares characteristics of his woodwind quintet 
Energetic and melodic 
Somewhat challenging 
 
Sigfrid Karg-Elert: Trio, Op. 49, No. 1 in D Minor 
Oboe, Clarinet, Horn 
 
Friedrich Kuhlau: Allegro, Op. 20, No. 2 
Bassoon, Clarinet, Flute 
 
F. A. Kummer: Trio in F, Op. 32 
Bassoon, Clarinet, Flute 
 
W. A. Mozart: Allegro Brilliante from Divertimento No. 6 
Flute, Oboe, Clarinet 
 
W. A. Mozart: Serenades Nos. 1–5 
Flexible instrumentation 
Moderately difficult 
Intonation difficulties 
 
Gioachino Rossini: “Largo al factotum” from The Barber of Seville 
Flute, Clarinet, Bassoon 
 
Robert Schumann: Suite 
Bassoon, Clarinet, Oboe 
 
Antonio Vivaldi: Sonata in G Major (with Piano) 
Bassoon, Clarinet, Oboe 
 

Advanced 
 
Violet Archer: Divertimento No. 1 
Oboe, Flute, Bassoon 
 
Malcolm Arnold: Divertimento, Op. 37 
Flute, Oboe, Clarinet 
Diatonic, straightforward melodies 
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Fun to play and listen to 
 
Georges Auric: Trio 
Oboe, Clarinet (in A), Bassoon 
Upbeat and light 
Brilliant tempi and rhythms  
 
Ludwig van Beethoven: Scherzo, Op. 9 
Oboe, Clarinet, Bassoon 
 
Ludwig van Beethoven: Trio, Op. 87 
Flexible instrumentation for Oboe, Clarinet and Bassoon 
 
Ludwig van Beethoven: Variations on “La ci darem la mano” 
Flute (or Oboe), Clarinet, Bassoon 
Good crowd pleaser, encore or light piece 
 
Eugène Bozza: Suite Brève en Trio 
Bassoon, Clarinet, Oboe 
 
Elliott Carter: Canon for Three, In Memoriam Igor Stravinsky 
Flexible instrumentation 
 
Paquito D’Rivera: Habanera 
Flute (or Oboe), Clarinet, Bassson 
Latin Style 
Technically challenging and unpredictable 
 
Jean Françaix: Divertissement 
Oboe, Clarinet, Bassoon 
Technically difficult and demanding of all three players, but clever and humorous 
Fun to play and listen to 
 
Karel Husa: Deux Préludes 
Flute, Clarinet, Bassoon 
Quite challenging for the performers 
Not always tonal 
 
Darius Milhaud: Pastorale 
Bassoon, Clarinet, Oboe 
 
Gabriel Pierné: Bucolique Variée 
Bassoon, Clarinet, Oboe 
 
Walter Piston: Three Pieces 
Bassoon, Clarinet, Flute 
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Heitor Villa-Lobos: Trio 
Bassoon, Clarinet, Oboe 

 
Four Instruments 

 
Beginner 
 
J. S. Bach: Air from Suite No. 3 
Flute, Oboe, Clarinet, Bassoon 
Easy 
 
J. S. Bach: Bourée 
Flute, Oboe, Clarinet, Bassoon 
Melodic and straightforward 
Moderately easy 
 
Ludwig van Beethoven: Minuet 
Flute, Oboe, Clarinet, Bassoon 
 
Ludwig van Beethoven: Two German Dances 
Flute, Oboe, Clarinet, Bassoon 
 
Arcangelo Corelli: Allemanda 
Flute, Oboe, Clarinet, Bassoon 
 
François Couperin: Cantus Firmus 
Flute, Oboe, Clarinet, Bassoon 
 
Max Reger: Abschied 
Oboe, Clarinet, Bassoon, Horn 
 
Franz Schubert: Menuetto from Fantasie, Op. 78 
Bassoon, Oboe, Clarinet, Horn 
 
Carl Stamitz: Quartet in E , Op. 8, No. 2 
Oboe, Clarinet, Bassoon, Horn 
Melodic and tonal 
 
Antonio Vivaldi: Allegro 
Flute, Oboe, Clarinet, Bassoon 
 
Antonio Vivaldi: “Winter” from The Four Seasons 
Flute, Oboe, Clarinet, Bassoon 
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Intermediate 

Antonin Dvořak: Humoreske 
Flute, Oboe, Clarinet, Bassoon 
Good feature piece for the flute 
 
Alvin Etler: Fragments 
Flute, Oboe, Clarinet, Bassoon 
Somewhat jazzy 
Tonally centered 
Fun to play 
 
George F. Handel: Bourée and Hornpipe 
Flexible instrumentation 
 
George F. Handel: Sarabande from Suite XI 
Flexible instrumentation 
 
Franz Joseph Haydn: Allegro con Brio 
Flute, Oboe, Clarinet, Bassoon 
Four-part writing  
Adapted from his String Quartet No. 4 
 
Hugo Kauder: Quartet 
Oboe, Clarinet, Bassoon, Horn 
Conservative and traditional 
 
Scott Joplin: The Ragtime Dance 
Flute, Oboe, Clarinet and Bassoon 
Fun to play and listen to 
Great for fun programs or playing for schools 
 
W. A. Mozart: Adagio and Allegro 
Flute, Oboe, Clarinet, Bassoon 
 
W. A. Mozart: Quartet in A Major 
Flute, Oboe, Clarinet, Bassoon 
 
W. A. Mozart: Quartet in G Major 
Flute, Oboe, Clarinet, Bassoon 
 
Max Reger: Fugue, Op. 56, No. 2 
Flute, Oboe, Clarinet, Bassoon 
 
Gioachino Rossini: Andante and Variations 
Flute, Clarinet, Bassoon, Horn 
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Peter Schikele: Seven Bagatelles 
Flute, Oboe, Clarinet, Bassoon 
Humorous and fun 
Moderately difficult 
 
Franz Schubert: Ballet Music from Rosamond 
Oboe, Clarinet, Bassoon, Horn 
 
Igor Stravinsky: Pastorale 
Oboe, Clarinet, Bassoon, Horn 
Flexible instrumentation 
Reworked from a vocal composition 

 

Advanced 
 
Ignacio Cervantes: Six Cuban Dances 
Flute, Oboe, Clarinet, Bassoon 
Can be played for a variety of settings, such and concerts and contests, but also for 
schools and audience pleasers 
 
Frédéric Chopin: Nocturne, Op. 15,  No. 1 
Flute (or Oboe), Clarinet, Bassoon, Horn 
Moderately difficult 
 
Jean Françaix: Quartet 
Flute, Oboe, Clarinet, Bassoon 
Virtuosic writing for all instruments 
Clever and witty, with Françaix’s characteristic childlike charm 
 
Jacques Ibert: Deux Mouvements 
Flute, Oboe, Clarinet, Bassoon 
A work that was adapted from a version originally for two flutes, clarinet and bassoon 
 
W. A. Mozart: Cassazione 
Bassoon, Oboe, Clarinet, Horn 
 
Niccolò Paganini: Paganini Variations 
Flute, Oboe, Clarinet, Bassoon 
 
Sergei Prokofiev: Fleeting Moments 
Flute, Oboe, Clarinet, Bassoon 
 
Sergei Prokofiev: Fleeting Moments 
Bassoon, Oboe, Clarinet, Horn 
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Anton Reicha: Variations for Wind Quartet 
Flute, Oboe, Clarinet, Bassoon 
Traditional writing and melodies 
Pleasing to the ear and to play 
 
Gioachino Rossini: Quartet in F (or The Six Quartets) 
Bassoon, Flute, Clarinet, Horn 
 
Johann Strauss: A Suite from Die Fledermaus 
Oboe, Clarinet, Bassoon, Horn 
 
Heitor Villa-Lobos: Quartet 
Flute, Oboe, Clarinet, Bassoon 
Difficult and abstract 
 
Heitor Villa-Lobos: Three Fairy Tales 
Oboe, Clarinet, Bassoon, Horn 
Difficult 
 
 

Woodwind Quintet 

 
Beginner 
 
J. C. Bach: Blasersinfonien Nos. 1–6 
Beginner 
Simple melodic lines 
Basic intonation and ensemble issues 
Varying degrees of challenge between Nos. 1-6 
 
Franz Danzi: Quintets in B  and F Major, G, E and D Minor 
(Most Danzi quintets are excellent material for intro into woodwind quintet playing) 
Beginner to intermediate 
Standard ensemble issues 
Intonation 
Straightforward rhythms and tempi 
Technically moderate 
 
Edward Elgar: Adagio Cantabile 
 
Edward Elgar: Andante con Variazione 
 
Edward Elgar: Harmony Music 1 and 2 
Beginner  
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Excellent for intonation and introduction to chamber playing 
Simpler melodic lines 
Basic ensemble issues 
 
Franz Joseph Haydn: Quintet 
 
Franz Joseph Haydn: Menuet 
 
Franz Joseph Haydn: German Dance  
 
Franz Joseph Haydn: Presto 
(Selections above are from transcriptions by Fritz Muth and can be found in Albert 
Andraud’s collection of Twenty-One Woodwind Quintets) 
Beginner through intermediate 
Rewarding transcriptions from classical period 
Standard and basic ensemble issues 
 
Darius Milhaud: La cheminée du Roi René 
 
Darius Milhaud: Two Sketches for Woodwind Quintet 
 
Robert Muczinski: Movement for Woodwind Quintet, Op. 16 
 
Jean-Philippe Rameau: Tambourin for Woodwind Quintet (transcribed by Lee M. 

Lockhart) 
Beginner 
Excellent for targeting standard issues of balance, intonation, ensemble issues 
Rewarding and fun to play 
Great intro pieces 
 

Intermediate 
 
Adolphe Deslandres: Three Pieces for Woodwind Quintet 
Intermediate 
Matching articulatons (staccato and accents, etc) 
Standard but exposed intonation issues 
Rewarding and light music to play 
 
Edward Elgar: Six Promenades 
Intermediate to advanced 
More complex rhythms 
 
Alvin Etler: Quintets No. 1 and No. 2 
Intermediate to advanced 
High level of challenge 
Complex meter and rhythms 
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Technically demanding 
 
Jacques Ibert: Trois Pièces Brèves 
Intermediate 
Excellent intro into WW Quintet playing for versatile intermediate players 
Interesting music, fun to play 
Standard ensemble issues 
Much attention to timbre and intonation 
Staple in WW Quintet repertoire, which will be revisited later as musicians 
 
Rudolf Jettel: Quintets No. 1 and No. 3 
Intermediate 
Excellent intro into WW Quintet playing for versatile intermediate players 
Interesting music, fun to play 
Standard ensemble issues 
Much attention to timbre and intonation 
 
Charles Lefebvre: Suite, Op. 57 
Intermediate 
Begins with exposed intonation and timbral issue 
Melodic  
Offbeats in 9/8 section and 3/4 Trio movement 
Finale is somewhat virtuosic 
 
Gabriel Pierné: Pastoral Quintet, Op. 14 
Beginner to intermediate 
Lyrical and sustained  
Not technically challenging but requires attention to intonation, timbre and balance 
 
Anton Reicha: Op. 88, No. 4, Introduction and Allegro in D Minor 
Beginner to intermediate 
Straightforward rhythms and ensemble issues 
 
Anton Reicha: Op. 91, No. 4 in G Minor 
 
Anton Reicha: Op. 100, No. 1 and No. 6 
Intermediate 
More complex rhythms 
More virtuosic technical passages for each instrument 
 
Henri Tomasi: Quintet  
 
Henri Tomasi: Variations sur un thème corse 
Intermediate 
Complex enough for challenge but not overly daunting for intermediate player 
Syncopation 
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Lyrical, extended lines 
 
Alfred Uhl: Four Pieces for Woodwind Quintet 
Intermediate 
Excellent intro into WW Quintet playing for versatile intermediate players 
Interesting music, fun to play 
Standard ensemble issues 
Much attention to timbre and intonation 
Staple in WW Quintet repertoire, which will be revisited later as musicians 
 
 
Advanced 
 
Malcolm Arnold: Three Shanties 
 
Malcolm Arnold: Quintet, Op. 2 
Advanced 
Difficult ensemble issues 
Rapid and complex meter changes and rhythmic issues 
Reasonable for accomplished ensemble looking for a challenge 
 
Samuel Barber: Summer Music, Op. 31 
Advanced 
Difficult ensemble issues 
Rapid and complex meter changes and rhythmic issues 
Reasonable for accomplished ensemble looking for a challenge 
 
Ludwig van Beethoven: Op. 71 (transcribed from Sextet) 
Intermediate 
Significant intonation considerations 
Articulation matching 
Condensed four movement work 
Rewarding music to play 
Significant in wind repertoire 
 
Lucio Berio: Opus Zoo 
 
Eugène Bozza: Op. 42, Variations sur un thème libre 
Somewhat advanced 
Level of challenge high 
Multiple meters 
Interesting music 
Reasonable for intermediate to advanced players in looking for a challenge 
 
Ingolf Dahl: Allegro and Arioso for Five Wind Instruments 
Very advanced 
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Metric difficulties and complexity 
Hemiola, syncopations, rapid articulation and dynamic changes 
Somewhat virtuosic 
 
Paul Hindemith: Kleine Kammermusik, Op. 24, No. 2 
Advanced 
More challenging rhythms and delicate intonation/balance issues 
Much attention to timbre and intonation 
Staple in WW Quintet repertoire, which will be revisited later as musicians 
 
György Sándor Ligeti: Six Bagatelles 
 
Darius Milhaud: Divertissement 
 
Darius Milhaud: Woodwind Quintet 
Advanced 
More complex rhythms 
More significant ensemble issues 
Rewarding music to perform 
 
Carl Nielsen: Quintet 
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Appendix 3 
 
 

Curriculum Synthesis by Instrument 

 
The following lists represent a synthesis of publicly available curriculums from top music 
programs in the United States. The information supplied is not intended to be unique; 
rather, it is meant to serve as a streamlined yet comprehensive resource for you in your 
self-teaching and to help guide your curiosity for those tools considered most valuable in 
the area of your particular instrument. Sources used to compile these lists consisted of 
colleagues and friends, published books as cited in the bibliography, and online sources. 
All of these sources were combined and cross-referenced to determine those pieces which 
occurred the most frequently and then additionally reviewed by professional teachers and 
performers on each instrument.  

Published sources included: American School Band Directors Association, The New 
ASBDA Curriculum Guide, A Reference Book for School Band Directors, New York: 
Belwyn Mills, 1997; Larry Block, Ray Cramer, Eugene Corporon, and Richard Miles, 
Teaching Music Through Performance in Band, Vols. 1-3; Joseph Casey, Teaching 
Techniques and Insights for Music Educators; Richard J.  and  Thomas W. Goolsby, The 
Teaching of Instrumental Music; Phillip Farkas, The Art of French Horn Playing; Edwin 
V. Putnick, The Art of Flute Playing; Gene A. Saucier, Woodwinds, Fundamental 
Performance Techniques, second edition; Sawhill and McGarrity, Playing and Teaching 
Woodwind Instruments; Barbara Secrist-Schmedes, Wind Chamber Music, For Two to 
Sixteen Winds, An Annotated Guide; William Spencer and Frederick A. Mueller, The Art 
of Bassoon Playing; Robert  Sprenkle and David Ledet, The Art of Oboe Playing; Keith 
Stein, The Art of Clarinet Playing; James Thornton, Woodwind Handbook; Everett L. 
Timm, The Woodwinds, Performance and Instructional Techniques;  Frederick W. 
Westphal, Guide to Teaching Woodwinds, fifth edition, and  Woodwind Ensemble 
Method for Teacher Education. 

Online sources included websites of the following: Eastman School of Music, University 
of Michigan, University of Florida, University of North Florida, University of North 
Texas, Louisiana State University, Northern Arizona University, Indiana University, 
Boston Symphony Orchestra, Seattle Symphony, Chicago Symphony Orchestra, 
Metropolitan Opera, Detroit Symphony, Cleveland Symphony, Milwaukee Symphony, 
Winnipeg Symphony, San Francisco Symphony, St. Louis Symphony, Jacksonville 
Symphony Orchestra,  Toronto Symphony, Pittsburgh Symphony, Philadelphia 
Symphony Orchestra, Tucson Symphony, and Min-Ho Yeh’s Teaching Handbook.  

Additional reviews of these lists were requested from colleagues and peers at the 
University of Virginia, National Symphony, University of North Florida, Detroit Opera, 
and freelance musicians active on the audition circuit. 
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How to use the lists: It is recommended that you choose a certain number of each 
component concurrently with each other section, but consecutively by level. There are 
enough pieces in each list to go through and mix and match multiple times over, yet it 
must be noted that this list does not extend beyond the advanced level into very advanced 
or professional, although many pieces are of course main staples from within the 
professional repertoire.  

 

Flute 
Etudes 

Altes 
Celebre Method Complete (Vol. 1) 
Celebre Method Complete (Vol. 2) 
Twenty-six Selected Studies 
 
Andersen 
Op. 15 Twenty-four Etudes 
Op. 21 Twenty-four Studies 
Op. 30 Twenty-four Etudes 
Op. 33 Twenty-four Etudes 
Op. 37 Twenty-six Small Caprices 
Op. 41 Eighteen Studies 
Op. 60 Twenty-four Grand Studies (Vol. 1) 
Op. 60 Twenty-four Grand Studies (Vol. 2) 
Op. 63 Twenty-four Technical Etudes (Vol. 1) 
Op. 63 Twenty-four Technical Studies (Vol. 2) 
One Hundred Posthumous Studies 
 
Bach, J. S. 
24 Selected Studies  
 
Bantai-Kovacs 
Selected Studies for the Flute (Vol. 2) 
 
Berbiguier 
Eighteen Etudes 
 
Bitsch 
Douze Etudes 
 
Briccialdi  
Studies op.31  
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Boehm 
Twelve Etudes Op.15 (M. Moyse) 
Twenty-four Caprices Op.26 
 
Bozza 
Quatorze Etudes Arabesques 
Dix Etudes sur des Modes Karnatiques 
 
Cavally  
Melodious and Progressive Studies, Book 1 
Melodious and Progressive Studies, Book 2 
 
Casterade  
Douze Etudes  
 
Chopin/ Moyse, M. 
Twelve Studies after Chopin 
 
Czerny/ Moyse, M. 
25 Études de Virtuosité d’après Czerny 
 
Dermersseman  
Fifty Études Melodiques, Op. 4  
 
Donjon  
Eight Études de Salon  
 
Dubois  
Treize Études 
 
Furstenau 
Six Etudes (M. Moyse) 
Exercises Op.15 (M. Moyse) 
Twenty-six Exercises, Op.107 (Volume 1) 
Twenty-six Exercises, Op.107 (Volume 2) 
 
Gariboldi 
Thirty Easy and Progressive Studies 
Etudes Mignonnes, Op. 131: Broekmans and Van Poppel. 4, 5 & 6 
Studies, Op. 132  
 
Genzmer 
Neuzeitliche Etuden (Volume 1) 
Neuzeitliche Etuden (Volume 2) 
 
Hugues  
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40 Studies, Op. 101 
24 Studies, Op. 32 and 75 
 
Jeanjean 
Études Modernes 
 
Karg-Elert 
Thirty Caprices, Op. 107 
 
Koehler 
Op. 33, Fifteen Easy Melodic Exercises (Book 1) 
Twelve Moderately Difficult Exercises (Book 2) 
Op. 66, Twenty-five Romantic Etudes 
Op. 75, Thirty Virtuoso Etudes (Book 2) 
Op. 93, Twenty Easy Melodic Progressive Studies (Book 1) 
 
Kummer  
Melodische Etuden op. 110: Schott 
 
Moyse, M. 
Études et Exercises Techniques 
Twenty-four Melodious Studies with Variations 
Forty-eight Studies of Virtuosity (Volume 1) 
Forty-eight Studies of Virtuosity (Volume 2) 
 
Moyse, M. / Wieniawsky 
Ten Etudes after Wieniawsky 
 
Paganini 
Twelve Etudes & Caprices 
 
Piazzolla 
Six Études Tanguistiques 
 
Schade  
24 Caprices 
 
Voxman  
Selected Studies for Flute 

 

Sound, Control and Technique 
(Specific Targeted Exercises) 

Artaud 
Present Day Flutes (contemporary techniques) 
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Barrere 
The Flutist's Formulae 
 
Bantai-Kovacs 
Selected Studies, Vol. 1 
  
Endresen, R. M. 
Supplementary Studies for the Flute  
 
Gilbert 
Technical Flexibility for Flutists 
 
Johansson 
Exercises for Advanced Flute Technique (1–18) 
 
Maquarre 
Daily Exercises 
 
Moyse, M. 
Tone Development Through Interpretation 
The Flute & Its Problems 
Études et Exercises Techniques 
How I Stayed In Shape 
Exercises Journaliers 
Twenty Exercises & Studies on Trills 
École de L'Articulation 
Mechanism-Chromaticism 
Technical Mastery for the Virtuoso Flute 
 
Taffanel & Gaubert 
Seventeen Daily Exercises (Method Complete Part 4, Grades 1, 2 & 3)  
 
 
 
Repertoire 

Early Intermediate 

Aubert: Air 

Bach, J. S.: Sonata in E  Major (Henle Edition or other Urtext); Arioso 

Bizet: Minuet 

Bozza, Eugene: Aria 
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Chaminade: Concertino  

Enesco: Cantabile & Presto   

Haydn: Minuet in C Major; Serenade 

Honegger: Danse de la Chèvre 

Milhaud: Sonatine 

Mozart: Andante 

Telemann: Twelve Fantasias (Musica Rara or Bärenreiter Edition) 

 
Intermediate 

Bach, C. P. E.: Sonata in A Minor  

Bartok: Evening in the Country 

Gluck: Air 

Griffes: Poem 

Huë: Fantaisie 

Kennan: Night Soliloquy 

Moyse: Forty Little Pieces 

Mozart: Seven Salzburg Minuets 

Reinecke: Sonata “Undine” 

Rheinberger: Rhapsody 

Romberg: Concerto  

Saint-Saens: Pavane; The Swan 

Taffanel: Andante Pastoral; Scherzettino 
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Taktashvili: Sonata 

Telemann: Suite in A Minor 

 
Advanced Intermediate 

Bach, J. S.: Sonata in E Minor (Henle Edition); Sonata in A Major (Henle Edition); Suite 
in B Minor 

 
Copland: Duo 

Dohnányi, E.: Aria, Op. 48, No. 1 

Doppler: Hungarian Pastoral Fantasy 

Fauré: Fantasie; Pièce 

Gaubert: Romance; Ballade 

Godard: Suite 

Handel: Ten Sonatas 

Haydn: Gypsy Rondo 

Hoover: Kokopelli 

Ibert: Aria 

Jacob, G.: “The Spell” from the Pied Piper 

Kuhlau: Fantaisie in D Major, Op.38, No. 1 (Bärenreiter Edition) 

Martin: Ballade 

Martinu: Sonata 

Molique: Concerto  

Mozart,: Andante in C, K. 315 

Périlhou: Ballade 
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Ravel: Pièce en forme de Habanera 

Varèse: Density 21.5 

Widor: Suite 
 

Advanced 

Bach, J. S.: Partita in A Minor (Bärenreiter Edition); Sonata in B Minor (Henle Edition); 
Sonata in E Major (Henle Edition) 

 
Beethoven: Sonata in B  Major 

Berio: Sequenza No. 1 

Boulez: Sonatine 

Bozza: Image; Three Impressions 

Carter: Scrivo in Vento 

Debussy: Syrinx 

Demersseman: Sixième Solo de Concert 

Dubois: Sonata 

Dutilleux: Sonatine 

Duvernoy: Concertino 

Fukushima: Mei 

Gaubert: Nocturne and Allegro Scherzando; Fantaisie 

Gryc: Five Preludes; Shadowdance 

Hindemith: Eight Pieces for Flute Alone 

Hofmann: Konzertstück 

Humble: Sonata 
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Ibert: Concerto 

Jolivet: Chant de Linos 

Karg-Elert: Sonata Appassionata 

Krenek: Six Divertissements, Op. 68 

Lieberman: Concerto, Sonata 

Lovelock: Concerto 

Mercadente: Concerto E minor 

Messaien: Le Merle Noir 

Mozart: Concerto in G Major (Bärenreiter Edition), Concerto in D Major 

Muczynski: Sonata 

Nielsen: Concerto 

Piston: Sonata 

Poulenc: Sonata 

Prokofiev: Sonata, Op. 94 

Quantz: Concerto in E Minor 

Reinecke: Sonata, Op. 167 

Rivier: Concerto 

Saucier: Caprice; Expansion 9 for One or More Flutes 

Schubert, F.: Introduction, Theme and Variations, Op. 160 

Telemann: Suite in A Minor 

Tomasi: Concerto 

Vivaldi: Concerto in D Minor 
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Orchestral Excerpts 

This list represents a survey of lists from major and minor orchestras internationally. In 
the case of every instrument, the top twenty most frequently requested pieces were nearly 
always same. There are many compiled lists available online which are the results of 
surveys from many major orchestras. Since any such list reveals that there are a select 
few pieces that are requested over and over again, none could be considered unique, 
including the list below. Rather, this list is intended to serve as a resource for you in 
preparation and cultivation of yourself as a well-rounded, educated performer. Use the 
list below as a springboard for knowledge; listen to these works as played by multiple 
orchestras; know who is playing the principal parts in each; and familiarize yourself with 
the score. Always ask yourself while listening and preparing, “Why would an audition 
committee want to hear how I can play this?” 

Top Ten most commonly requested excerpts: 

1. Beethoven, Overture to Leonore, No. 3 
2. Brahms, Symphony No. 4 
3. Debussy, Prelude to the Afternoon of a Faun 
4. Mendelssohn, Scherzo from A Midsummer Night’s Dream 
5. Prokofiev, Peter and the Wolf 
6. Prokofiev, Classical Symphony, No. 1 
7. Ravel, Daphnis and Chloe Suite, No. 2 
8. Rimsky-Korsakov, Scheherazade 
9. Rossini, Overture to William Tell 
10. Stravinsky, The Firebird Suite (1919 version) 

 
The second ten most commonly requested excerpts: 

1. Beethoven, Symphony No. 6 
2. Bizet, Entr’acte from Carmen 
3. Brahms, Symphony No. 1 
4. Dvorak, Symphony No. 8 
5. Hindemith, Symphonic Metamorphosis 
6. Rossini, Semiramide Overture 
7. Strauss, Don Juan 
8. Bartok, Concerto for Orchestra 
9. Saint-Saens, “Volière” from Carnival of the Animals 
10. Strauss, Till Eulenspiegel’s Merry Pranks, Op. 28 
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Appendix 4 

 
Oboe 

 

Etudes 

Andraud 
Vade Mecum of the Oboist 
Practical and Progressive Oboe Method 
 
Barrett 
Complete Oboe Method 
 
Dont 
Eight Progressive Exercises  
 
Ferling 
48 Famous Studies 
Three Duos Concertante 
Etudes 
 
Gillet  
Technical Studies 
 
Hite, David  
Scale Studies 
Melodious and Progressive Studies 
 
Hovey, Nilo 
Rubank Elementary Method  
 
Luft 
24 Etudes  
 
Mozart  
Operatic Duets 
 
Rothwell  
(Bach Cantatas and Orchestral Excerpts) 
 
Rubank  
Intermediate and Advanced Methods 
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Skornika, J. E. 
Rubank Intermediate Method 
 
Wye, Trevor  
Flute Duets, Vol. I 
 
 

Sound, Control and Technique 

Repertoire 

Early Intermediate 
Bach-Andraud: Andante; Siciliano and Arioso 
Baermann-Hite: Adagio (Attributed to Wagner) 
Barlow, Wayne: The Winter's Passed 
Beethoven-Andraud: Adagio Cantabile (Sonate Pathétique) 
Bizet: Aragonaise; Barcarolle from The Pearl Fishers 
Burkhardt, Joel G.: Chanson 
Cimarosa: Concerto in C 
Dvořak: Slavonic Dance 
Fauré: En Prière 
Franck: Piece No. 5 
Handel, G. F.: Sonata in C minor; Sonata in G minor 
Haydn: Concerto in C 
Mendelssohn-Zverov: Song Without Words  
Nielsen: Fantasy Pieces (Romance and Humoresque) 
Rimsky-Korsakov: Song of India 
Solomon, Ed: Looking Glass 
Telemann: Partitas; Sonata in A minor 
Telemann-Chidester: Andante and Presto 
Widor, Ch. M.: Pavane 
White, David A.: Episodes 
 
Intermediate 
Baird, Kenneth: Shadow Dance and Lament  
Barnes, James: Autumn Soliloquy (band acc. available) 
Barthe-Andraud: Petite Suite Pittoresque 
Bellini-Peters: Concerto in E  
Bordier-Perkins: Berceuse 
Büsser-Andraud: Eglogue (Pastoral Poem) 
Colin-Andraud: Les Echos de Marnes 
Donjon-Guertin: Invocation 
Dremlyuga-Zakopets: Andantino 
Dutilleux , H.: Sonate  
Godard, Benjamin: Legende Pastorale, Op. 138; Highlanders March, Op. 138 
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Händel-Andraud: Concerto Grosso, No. 8 in B  
Haydn: Concertos 
Hindemith: Sonata for oboe and piano 
Jaffe, Gerard: Overture to a Comedy 
Kawarsky, Jay: Rejoice, O Young Man 
Kreisler, Alexander von: Sonatina 
Lunde, Ivar, Jr.: Fantasy 
Marcello: Concerto 
Mozart: Concertos 
Head, Michael: Elegaic Dance 
Paradis, Maria T. von: Sicilienne 
Rimsky-Korsakov-Thurston: The Rose and the Nightingale 
Robinson, Stanford: The Moon Maiden’s Dance 
Schumann: Three Romances 
Smolanoff, Michael: In Memoriam 
Solomon, Edward S.: Danza Italiana 
Stone, Gregory: Hora Exotique (Rumanian Dance-Caprice) 
Stravinsky: Berceuse 
Tchaikovsky-Zakopets: Romance 
Telemann-Andraud: Four Short Melodic Pieces 
Telemann-Andraud: Four Short Melodic Pieces 
Vadala, Kathleen: Sea Change 
Still, William Grant: Incantation and Dance 
Telemann, G. P. Concerto in F Minor 
Telemann-Andraud, Sonata in A Minor 
Weber, Evening Shadows 
Yoshioka, Emmett, Intermezzo 
 
Intermediate - Advanced 
Bach, C.  P.  E.: Sonata in G Minor 
Bach, J. S.: Andante; Arioso 
Colin-Cailliet: Eighth Solo 
Donizetti: Concertino for Cor anglais and Orchestra  
Dunhill: Three Short Pieces 
Guilhaud-Andraud: Concertino No. 1 
Handel: Pastorale 
Haydn: Serenade 
Hotteterre: Suites 
Jacob, G.: Concerto No.1 for Oboe and Strings  
Lenom, Clement: Musette 
Marcello, Benedetto: Concerto in C Minor 
Mozart-Desportes: Concertino, K. 370 
Mozart: Oboe Quartet 
Piston, Walter: Suite 
Poulenc: Sonata 
Purcell: Two Pieces 
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Saint-Saens: Sonata 
Schumann: Three Romances 
Telemann, G. P.: Fantasias for solo oboe 
Vogt-Andraud: Concertino No. 2 in F 
Wagner: Three Pastorales 
Ward-Steinman: Summer Suite 
 
Advanced 
Adler, Samuel: Sonata  
Albinoni: Concerti 
Bach, J. S.: Sonata in G Minor 
Bozza: Fantaisie Pastorale 
Britten, B.: Six Metamorphoses after Ovid, Op. 49 (solo oboe, no piano) 
Cimarosa, Domenico: Concerto 
D’Indy: Fantaisie, Op. 31 
Demersseman: Fantaisie Suisse 
Françaix, Jean: Concerto, L’Horloge de Flore 
Handel: Sonata in C Minor, Concerto in G Minor 
Haydn: Concerto in C Major 
Hindemith: Sonata for English Horn, Sonata 
Kalliwoda, J. W.: Concerto 
Kauder, Hugo, Sonata 
Kennan, Kent: Scherzo, Aria and Fugato 
Krommer, Franz: Concerto in F, Op. 52 
Krenek: Vier Stücke 
Marcello, A.: Concerto in C Minor 
Martinu, B.: Concerto  
Milhaud, Darius: Sonatine 
Mozart: Operatic Duets 
Mozart-Andraud: Concerto in E  
Mozart-Gillet-Blair: Concerto in C, K. 314 
Mark Phillips: Sonic Landscapes 
Rosetti-Richards: Concerto in D 
Saint-Saens: Sonata, Op. 166 
Strauss, Richard: Concerto 
Szalowski, Antonio: Sonatina 
Vaughan-Williams: Concerto 
Vivaldi: Concerto in A Minor 
Wye, Trevor: Duets Volume III 
 
 

Orchestral Excerpts 

This list represents a survey of lists from major and minor orchestras internationally. In 
the case of every instrument, the top twenty most frequently requested pieces were the 
same. There are many compiled lists available online which are the results of surveys 
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from many major orchestras. Since any such list reveals that there are a select few pieces 
that are requested over and over again, none could be considered unique, including the 
list below. Rather, this list is intended to serve as a resource for you in preparation and 
cultivation of yourself as a well-rounded, educated performer. Use the list below as a 
springboard for knowledge; listen to these works as played by multiple orchestras; know 
who is playing the principal parts in each; and familiarize yourself with the score. Always 
ask yourself while listening and preparing, “Why would an audition committee want to 
hear how I can play this?” 

Top Ten most commonly requested excerpts: 

1. Beethoven, Symphony No. 3 
2. Debussy, La Mer, Movement 2, 17–18 and 25–26 
3. Mendelssohn, Scherzo from A Midsummer Night’s Dream 
4. Mendelssohn, Symphony No. 3 
5. Ravel, Le tombeau de Couperin, Prelude beginning to 2 and 8–9 
6. Rimsky-Korsakov, Scheherazade 
7. Rossini, Overture to La scala di seta 
8. Tchaikovsky, Symphony No. 4 
9. Strauss, R., Don Juan, beginning to B; L to two bars after N 
10. Stravinsky, Pulcinella, Movement 2, “Serenate”; No. 8 to one bar after No. 10, 

Movement 6, “Gavotta”, No. 73–No. 74, and no. 77-–No. 81, no repeats. 

 

The second ten most commonly requested excerpts: 

1. Barber, Symphony No. 1, Andante tranquillo: 7 bars before No. 34–No. 36 
2. Beethoven, Symphony No. 6, Scherzo, bars 40–122 
3. Beethoven, Symphony No. 7 
4. Beethoven, Symphony No. 9, second movement, mms. 180–248 
5. Brahms, Symphony No. 1 
6. Brahms, Violin Concerto, Second movement 
7. Mahler, Symphony No. 3, Second movement, beginning to bar 10 
8. Mussorgsky, Pictures at an Exhibition: Tuilleries 
9. Schubert, Symphony No. 9 
10. Schumann, Symphony No. 2, Movement III, bars 8–19 
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Appendix 5 

 

Clarinet 

 

Etudes 

Bach 
Classical Studies 
 
Baermann, C.  
Method for Clarinet, Third Division (Carl Fischer or David Hite edition) 
 
Bona, P.  
Method for Rhythmical Articulation  
 
Bonade, D.  
A Clarinetist's Compendium  
 
Cavallini 
Caprices  
 
Hadcock, P.  
The Working Clarinetist  
 
Heim, N.   
The Development of the Altissimo Register for Clarinet  
 
Hite, D. 
Etudes  
Melodious and Progressive Studies, Books 1 and 2 
 
Jeanjean 
18 Etudes, 25 Etudes 
Vade Mecum 
 
Jettel 
Preliminary Studies to the Accomplished Clarinetist 
 
Kell, R.  
17 Staccato Studies  
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Kroepsch  
Book 1 
 
McGinnis, R.  
Orchestral Studies, Volumes 1 and 2  
 
Opperman, K.  
Handbook for Making and Adjusting Single Reeds  
Advanced Velocity Studies 
 
Polatschek 
Advanced Studies for the Clarinet  
Twelve Etudes 
 
Ridenour, T. 
Clarinet Fingerings: A Comprehensive Guide for the Performer and Educator 
 
Rose, C.   
40 Studies for Clarinet, Books 1 and 2 (Carl Fischer edition) 
32 Etudes for Clarinet 
 
Stark, R.  
Practical Staccato School, Part III  
Arpeggio Studies 
 
Uhl 
Contemporary Studies 
Etudes, Book 2 
 
Voxman, H. 
Selected Studies  
 
 
 
Repertoire 

Early Intermediate 
Arnold: Sonatina 
Bach: Concerto in E   
Baermann: Adagio 
Bencriscutto: Elegy  
Bonade: Fifteen Grand Solos  
Bozza: Aria, Idyll 
Cavallini/Waln: Adagio and Tarantella  
David: Intro, Theme & Variations  
Finzi: Five Bagatelles 
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Francouer: Pastorale  
Gade: Fantasy Pieces  
Grovlez: Concertino  
Hindemith: Sonata  
Ibert: Aria 
Jacob: Mini Concerto  
Jeanjean: Arabesques  
Krenek: Suite  
Krommer: Concerto  
Lefebvre: Sonatas Nos. 7 and 12 
Lutoslawski: Dance Preludes,  
Marty: First Fantaisie 
Mendelssohn: Sonata  
Milhaud: Petite Concert 
Mozart: Church Sonatas  
Nielsen: Fantasy  
Osborne: Rhapsody  
Rabaud: Solo de Concours  
Saint Saëns: Sonata  
Stamitz: Concerto #3  
Stocks, Wessex Pastorale  
Szalowski: Sonatina  
Tartini: Concertino  
Telemann: Sonata in C Minor  
Vaughan Williams: Folksongs  
Wanhal: Sonata 
Weber: Concertino, Variations Op. 33 
 
Intermediate to Advanced 
Arnold: Fantasy 
Bach: Suites & Partitas  
Bernstein: Sonata  
Bonade: 16 Grand Solos  
Bozza: Fantasie Italienne, Aria  
Brahms: Sonata in F Minor, Op. 120, No. 1; Sonata in E  Major, Op. 120, No. 2 
Burgmüller: Duo, Op. 15  
Cahuzac: Arlequin 
Cavallini: Adagio & Tarantella  
Cooke: Sonata 
Devienne: 2nd Sonata  
Dunhill: Phantasy Suite 
Giron: Bagatelles  
Heiden: Sonatina 
Hindemith: Sonata 
Honegger: Sonatine  
Horowitz: Sonatina  
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Lefebvre: Fantaisie Caprice  
Martinu: Sonatina  
Messager: Solo de Concours  
Milhaud: Duo Concertante  
Mozart: Concerto 
Osborne: Rhapsody  
Pierné: Canzonetta  
Poulenc: Sonata 
Poser: Sonate 
Rabaud: Solo de Concours  
Rachmaninoff: Vocalise  
Rossini: Sonata 
Rossler: Concerto in E   
Schumann: Fantasy Pieces, Op. 73  
Seiber: Andantino Pastorale  
Stanford: Three Intermezzi  
Stevens: Suite  
Vaughan Williams: Six Studies in English Folk Song  
Weber: Fantasia & Rondo, Variations, Concertino, Op. 26  
Weiner: Peregi Verbunk. 
Wilder: Sonata 
 
Advanced 
Bassett: Soliloquies  
Berg: Four Pieces 
Brahms: Trio; Sonatas  
Caravan: Excursions  
Copland: Concerto  
Crussell: Concerti  
Debussy: Rhapsody  
Dello Joio: Concertante  
Finzi: Concerto 
Hindemith: Concerto 
Kalliwoda: Morceau de Con  
Martinu: Sonatina  
Mazellier: Fantasy Ballet 
Mozart: Concerto 
Milhaud: Scaramouche; Sonatine  
Mozart: Quintet  
Muczynski: Time Pieces  
Pleyel: Concerto 
Poulenc: Sonata  
Riepe: 3 Studies on Flight 
Rossini: Introduction, Theme & Variations 
Rosza: Sonatina  
Spohr: Concerti Nos. 1 and 2 



 138

Stravinsky: Three Pieces for Clarinet  
Weber,: Concertos No. 1 and 2; Grand Duo Concertante 
 
 

Orchestral Excerpts 

This list represents a survey of lists from major and minor orchestras 
internationally. In the case of every instrument, the top twenty most frequently requested 
pieces were the same. There are many compiled lists available online which are the result 
of surveys from many major orchestras. Since any such list reveals that there are a select 
few pieces that are requested over and over again, none could be considered unique, 
including the list below. Rather, it is intended to serve as a resource for you in you 
preparation and cultivation of yourself as a well-rounded, educated performer. Use the 
list below as a springboard for knowledge; listen to these works as played by multiple 
orchestras; know who is playing the principal parts in each; and familiarize yourself with 
the score. Always ask yourself while listening and preparing, “why would an audition 
committee want to hear how I can play this?” 

Top Ten most commonly requested excerpts: 

1. Beethoven, Symphony No. 4 
2. Beethoven, Symphony No. 6 
3. Brahms, Symphony No. 3: Tempo de Minuetto, and Trio, Andante 
4. Mendelssohn, Scherzo from A Midsummer Night’s Dream 
5. Prokofiev, Peter and the Wolf 
6. Ravel, Daphnis et Chloe, Suite No. 2, mms. 155–158; 163–166; mms. 201–204; 

207–210; 210–end 
7. Rimsky Korsakov, Capriccio Espagnol: movements I and III, and cadenza 
8. Rimsky-Korsakov, Scheherazade: Cadenza 
9. Tchaikovsky, Symphony No. 4 
10. Tchaikovsky, Symphony No. 6 

 

The second ten most commonly requested excerpts: 

1. Beethoven, Symphony No. 8 
2. Brahms, Symphony No. 4 
3. Berlioz, Symphonie Fantastique, Third movement solo between nos. 43–44 
4. Gershwin, Rhapsody in Blue 
5. Rachmaninoff, Symphony No. 4 
6. Respighi, Pines of Rome 
7. Schubert, Symphony No. 8 (Unfinished) 
8. Shostakovich, Symphony No. 1 
9. Stravinsky, Firebird Suite (1919), Introduction, m. 7–No. 3 
10. Stravinsky, Variation de l’oiseau de feu, complete 
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Appendix 6 

 

Bassoon 

 

Etudes 

Bozza  
Daily Studies  
 
Bitsch  
Twenty Etudes 
 
Giamperi  
Daily Studies  
 
Jancourt  
Twenty- six Melodic Studies  
 
Milde 
Scale studies 
Concert Studies Volume 1  
 
Orefici 
Melodic  
 
Oubradous  
Enseignement Complet du Basson   
 
Ozi 
Caprices 
 
Rubank 
Advanced Method  
 
Weait 
Warm-up Exercises 
 
Weissenborn  
Complete Method for Bassoon  
Fifty Advanced Studies  
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Sound, Control and Technique 

Repertoire 

 
Early Intermediate 
Bach, J. S.: Selected Cello Suites 
Besozzi: Sonata  
Boismortier: Suite  
Bourdeau: Premiere Solo 
Galliard: Six Sonatas  
Head: Three Fantastic Pieces. 
Ibert: Carignane.  
Jacob: Four Sketches 
Kozeluch: Concerto 
Marcello: Sonata in E minor (originally for Cello) 
Merci, L.: Sonatas 
Osborne: Rhapsody  
Pierné: Solo de Concert 
Phillips, B.: Concert Piece  
Senaille: Introduction and Allegro Spiritoso 
Telemann: Sonata in F Minor (International and Amadeus) 
Vivaldi: Concerti, A Minor, F Major (Recordi) 
Weissenborn: Capriccio; Sonatine; Song Without Words, Op. 226 
 
Intermediate 
Bach, J. S.: Concerto 
Boismortier: Sonata No. 5 
Bourdeau: Premiere Solo 
Bozza: Recitative, Sicilienne et Rondo (Alphonse Leduc) 
David: Concertino 
Devienne: Six Sonatas (Musica Rara) 
Dunhill: Lyric Suite 
Fasch Sonata 
Glière, Reinhold: Humoresque, Op. 35, No. 8 
Hindemith: Sonata for Bassoon and Piano  
Mozart: Concerto (III) 
Milde, L.: Tarantella, Op. 20 
Miroshnikov: Scherzo in G Minor 
Presser: Suite 
Vanhal: Concerto 
Vivaldi: Concerti in E Minor and B  Major 
Wolf-Ferrari: Concertino 
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Intermediate Advanced 
Arnold: Fantasy 
Bond, K.: Concerto 
Bozza, E.: Shiva 
Cascarino: Sonata 
David, Ferdinand: Concertino 
Denisov, E.: Sonata for Bassoon Solo 
Dutilleux: Sarabande et Cortege 
Etler, A.: Sonata (Schirmer) 
Hummel: Concerto (International) 
Hurlstone: Sonata 
Jacob, G.: Concerto, Partita 
Jancourt, Eugene: Reverie, Op. 61 
Mignone,:16 Waltzes 
Mozart: Concerto (International) 
Pierné: Concert Piece, Op. 35 
Saint-Saens: Sonata, Op. 168 (Durand et Cie) 
Tansman: Sonatine; Suite 
Telemann: Sonata in F Minor  
Waterson: Souvenir de Donizetti 
Weber: Andante and Hungarian Rondo (International), Concerto, Op. 75 
 
 
Advanced 
Adler: Canto 
Allard, M.: Paganini, 24th Caprice 
Bach, J. C.: Concerto in B  
Bozza: Recitative, Sicilenne & Rondo, Concertino, Op. 49 
Corelli: Sonata in D (Cello) 
Devienne: Sonatas 
Dubois, P.: Sonatina et Tango 
Dutilleux: Sarabande et Cortège 
Elgar: Romance 
Françaix: Divertissement  
Gubaidulina, S.: Concerto for Bassoon and Low Strings 
Hurlstone: Sonata 
Hummel: Concerto  
Jacob, G.: Concerto, Partita 
Jeanjean: Concerto  
Mignone: Waltzes 
Mozart: Concerto in B  Major, K.191 
Nussio: Variations 
Pierné: Prelude de Concert, Op. 53 
Pearle, G.: Three Inventions 
Schreck: Sonata 
Skolkottas: Sonata Concertante 
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Solomon: Etudes to Spring 
Steinmetz: Sonata 
Tomasi: Concerto 
Villa-Lobos: Cirande das Sete Notas  
Von Koch: Monolog No.5 
Welcher: Concerto  
Yun: Monolog für Fagott 
 
 

Orchestral Excerpts 

This list represents a survey of lists from major and minor orchestras 
internationally. In the case of every instrument, the top twenty most frequently requested 
pieces were the same. There are many compiled lists available online which are the 
results of surveys from many major orchestras. Since any such list reveals that there are a 
select few pieces that are requested over and over again, none could be considered 
unique, including the list below. Rather, it is intended to serve as a resource for you in 
your preparation and cultivation as a well-rounded, educated performer. Use the list 
below as a springboard for knowledge; listen to these works as played by multiple 
orchestras; know who is playing the principal parts in each; and familiarize yourself with 
the score. Always ask yourself while listening and preparing, “Why would an audition 
committee want to hear how I can play this?” 

Top Ten most commonly requested excerpts: 

1. Bartok, Concerto for Orchestra 
2. Beethoven, Symphony No. 4 
3. Berlioz, Symphonie Fantastique 
4. Mozart, Marriage of Figaro, Overture 
5. Ravel, Bolero 
6. Ravel, Piano Concerto in G 
7. Rimsky-Korsakov, Scheherazade 
8. Stravinsky, Rite of Spring 
9. Tchaikovsky, Symphony No. 4 
10. Tchaikovsky, Symphony No. 6 

 

The second ten most commonly requested excerpts: 

1. Beethoven, Symphony No. 9 
2. Brahms, Symphony No. 3 
3. Brahms, Violin Concerto 
4. Mozart, Symphony No. 41, “Jupiter” 
5. Ravel, Rapsodie Espagnole 
6. Shostakovich, Symphony No. 9 
7. Sibelius, Symphony No. 2 
8. Strauss, Till Eulenspiegel 
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9. Stravinsky, Firebird 
10. Stravinsky, Pulcinella 
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Appendix 7 

 

Horn 

 

Etudes 

Arbans 
Complete Conservatory Method 
  
Bach 
Cello Suites 
 
Barboteau 
Etudes Classiques 
 
Belloli 
Eight Studies  
 
Clarke 
Technical Studies 
  
Concone-Sawyer 
Lyrical Studies 
 
DeGrave.  
Etudes for Modern Valve Horn 
 
Farkas 
The Art of French Horn Playing 
  
Gallay 
22 Studies 
24 Studies 
12 Études Brilliantes 
12 Grand Caprices 
12 Studies for Second Horn 
40 Studies 
 
Getchell 
Second Book of Practical Studies 
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Gugel 
12 Studies  
 
Hacklemann 
Low Horn Etudes 
 
Kling 
Characteristic Etudes for Horn 
Forty Studies 
 
Kopprasch 
Book 1  
 
Maxime, Alphonse 
Books 2, 3 
 
Neuling 
30 Special Studies for Low Horn 
 
Pottag-Hovey 
Method for Horn, Book II 
 
Reynolds 
48 Etudes 
 
Ridgeon 
How Brass Players Do It 
 
Singer 
Embouchure Building For French Horn  
 

 

Sound, Control and Technique 

Repertoire 

Intermediate 
Advanced Intermediate 
Beethoven: Sonata 
Cooke: Rondo in B   
Corelli: Sonata in G Minor 
Hindemith: Sonata 
Jones, Mason: Solos for the Horn Player 
Lyon, David: Partita for Solo Horn 
Mozart: Horn Concertos Nos. 1 and 2 
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Saint-Saens: Romance in F, Op. 36, Morceau de Concert 
Strauss, F.: Concerto, Op. 8, Nocturno 

 

Advanced 
Arnold, Malcolm, Fantasy for Horn, Op. 88 
Berge: Horn Lokk 
Bozza: En Forêt; Sur les Cimes 
Buyanovsky: España  
Cherubini: Sonatas  
Frackenpohl: Three Movements for Solo Horn 
Glière: Concerto, Intermezzo, Nocturne, Romance  
Haydn: Concerto No. 2 
Heiden: Sonata  
Hindemith: Concerto  
Jacob: Concerto  
Ketting: Intrada  
Larsson: Concertino  
Madsen: Sonata  
Mozart: Concerto No. 2, No. 4 
Poulenc: Elegy  
Reynolds: Partita  
Rosetti: Concerti  
Saint-Saens: Romance in E  
Schumann: Adagio and Allegro 
Senaille: Allegre Spiritoso 
Strauss, R.: Nocturno; Andante; Concerto No. 2 
Telemann: Concerto  
Weber: Concertino 
 

 

Orchestral Excerpts 

This list represents a survey of lists from major and minor orchestras 
internationally. In the case of every instrument, the top twenty most frequently requested 
pieces were the same. There are many compiled lists available online which are the 
results of surveys from many major orchestras. Since any such list reveals that there are a 
select few pieces that are requested over and over again, none could be considered 
unique, including the list below. Rather, it is intended to serve as a resource for you in 
you preparation and cultivation of yourself as a well-rounded, educated performer. Use 
the list below as a springboard for knowledge; listen to these works as played by multiple 
orchestras; know who is playing the principal parts in each; and familiarize yourself with 
the score. Always ask yourself while listening and preparing, “Why would an audition 
committee want to hear how I can play this?” 
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Top Ten most commonly requested excerpts: 

1. Beethoven, Symphony No. 3, Scherzo, mm. 167–197 
2. Beethoven, Symphony No. 7, Movement I, mm. 86–102, mm. 436–450 
3. Brahms, Symphony No. 1 
4. Brahms, Symphony No. 2 
5. Bruckner, Symphony No. 4 
6. Dvořak, New World Symphony, No. 9 
7. Strauss, R., Till Eulenspiegel 
8. Stravinsky, The Firebird Suite (1919) 
9. Tchaikovsky, Symphony No. 4, Movement I, beginning m. 20, mm. 169–190, 

mm. 297–306 
10. Tchaikovsky, Symphony No. 5, Movement II, mm. 8–28 

 

The second ten most commonly requested excerpts: 

1. Beethoven, Symphony No. 9 (fourth horn solos, Scherzo, mm. 82–99, 111–121 
2. Brahms, Piano Concerto 
3. Debussy, La Mer  
4. Mahler, Symphony No. 5 (Corno Obligato Scherzo) 
5. Rossini, Semiramide Overture 
6. Shostakovich, Symphony No. 5 
7. Strauss, R., Don Juan 
8. Strauss, R., Ein Heldenleben 
9. Stravinsky, Firebird Suite 
10. Weber, Overture to Der Freischütz 
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