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The Orchestra’s success is rooted in the universal principles of sol-
idarity, integration and friendship. As an educational project, the 
I, CULTURE Orchestra enables talented young people to grow artisti-
cally under the tutelage of leading international conductors, soloists 
and orchestral players.

The Orchestra was initiated in 2011 by the Adam Mickiewicz Institute 
– a national cultural institution promoting Poland and Polish cul-
ture abroad under the Culture.pl brand. A flagship project of the 
International Cultural Programme of that year’s Polish EU Presidency, 
the I, CULTURE Orchestra’s primary focus has always been to use cul-
ture as a means to deepen the EU’s relationship with the countries of 
the Eastern Partnership.

Between 2011 and 2015, the I, CULTURE Orchestra gave 36 concerts in 
24 cities across 15 countries, and performed at some of Europe’s most 
prestigious venues and festivals, including the Berlin Philharmonic, 
the Royal Festival Hall in London, Teatro Real in Madrid, Harpa Hall in 
Reykjavik, as well as the Edinburgh International Festival, Santander 
Music Festival and Baltic Sea Festival.

www.orchestra.culture.pl

I, CULTURE Orchestra

I, CULTURE Orchestra consists of outstanding young 
musicians from Poland and the Eastern Partnership coun-
tries: Armenia, Azerbaijan, Belarus, Georgia, Moldova 
and Ukraine.
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There are few more exciting sounds in the world than an orchestra playing 
great music with commitment, passion and sensitivity, born of hard work, 
skill and discipline.

Orchestras are made up of ordinary people doing extraordinary things. A 
great orchestra is a team of individuals working together towards a com-
mon goal.

The audience shouldn’t notice the complexity of the task confronting the 
performers. They shouldn’t be aware of the skill, technique and discipline. 
They should just hear a great performance.

It is important to remember that every member of a professional orchestra 
started exactly where you are now, i.e. as a music student with talent and 
enthusiasm. The point of this short, simple and practical booklet is to help 
you to understand the vital skills which will help to build your confidence 
during your years of study and prepare you for the future.

ORCHESTRAL PLAYING – AIMS

AlwAys play everything to the best of your ability with alertness and 
enthusiasm.

Never plAy AN uNcommitted Note. A note played without your full 
focus and concentration is a missed opportunity. Take pride in your 
playing.

set yourself high persoNAl stANdArds and stick to them. Make 
your commitment infectious.

PREPARATION

•  Practise your part carefully and get to know the whole piece by lis-
tening to a recording before the first rehearsal – preferably with a full 
score.

•  If you have important solos to play, try to memorise them. A passing 
knowledge of an important solo is not enough. Memorising ensures 

I, CULTURE Orchestra 
GUIDE TO ORCHESTRAL 
PLAYING
Some observations 
and advice for students.

By Robin O’Neill

Orchestras are made up 
of ordinary people doing 
extraordinary things.  
A great orchestra is a team 
of individuals working 
together towards a common 
goal.



13

that you play your solos to the best of your ability. Think of them as 
being your own personal property, and treat them with the care and 
attention they deserve.

•  Try to memorise passages that are particularly difficult. When ne-
gotiating awkward corners in any piece of music, there is quite enough 
to concentrate on without having to read the notes as well.

•  If you get nervous about playing in public, it will help enormously 
if you are well prepared with a good knowledge of the piece and have 
mastered your part to the best of your ability before the first rehears-
al.

•  AlwAys try to arrive early. Being late is unprofessional and incon-
siderate to your colleagues and affects the preparation of the piece. If 
you arrive in good time, you will be more relaxed and you will have 
time to warm up and practise difficult passages again. If you absolute-
ly can’t avoid being late, for whatever reason, call the orchestral man-
ager or a colleague and let him or her know.

GENERAL PRIORITIES

Before the rehearsal starts:

•  If  you  have  been  sent  parts,  don’t  forget  them.  If  you  take  parts 
home, after practising always put them back in the instrument case 
you will take to the next day’s rehearsal or concert.

•  Always make sure your music stand is high enough and placed so 
that you can see the conductor just above it in your peripheral field 
of vision. String players should make sure you can see your section 
leader, and everybody make sure you can see the concertmaster and 
the conductor.

•  You must always have pencils (several because they easily disap-
pear!) in your case, plus erasers and other essential equipment such 
as mutes, spare strings, reeds, reed tools, valve oil etc.

During rehearsal:

•  As soon as the concertmaster stands up for tuning, everyone should 
be silent.

•  When the oboe gives the tuning A, you should already be warmed 
up, so just play a couple of notes to check your pitch and play these 
notes quietly. (This is particularly important before a concert starts.)

•  On this subject – if you have a famous solo in a work about to be per-
formed, please only practise it very quietly during the onstage warm 
up/tune up before the performance. It ruins the effect for the audi-
ence if they hear it played repeatedly before the piece starts.

•  couNt your BArs ANd plAy iN the right plAce. This is the prereq-
uisite above all others. At the first play-through, a few wrong notes, 
a bit of bad ensemble and intonation won’t necessarily bring the re-
hearsal to a halt, but wrong or missing entries may well do.

As soon as the concertmas-
ter stands up for tuning, 
everyone should be silent.

If you make a mistake – 
DON’T STOP and you don’t 
need to apologise (we’re all 
human) – keep playing until 
the conductor stops.
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•  Get used  to constantly scanning ahead  in your music as you play. 
Assimilate what you have to play, then run your eyes forward so that 
nothing takes you by surprise.

•  Pay attention to the detail of note lengths and dynamics. How and 
when you end a note is as important as how and when you begin it. 
The general rule is that a note shouldn’t end until the next note or rest 
begins.

•  Pay strict attention to accents, sforzandos, fortepianos, tenutos etc,. 
They are a vital part of the music. Play what is written – honour the 
composer’s intentions.

•  If you make a mistake – doN’t stop and you don’t need to apologise 
(we’re all human) – keep playing until the conductor stops.

•  When the conductor stops, you stop. Don’t carry on playing. This is 
an irritating bad habit.

•  Try never to make the same mistake twice. If a particular pas-
sage causes you problems don’t expect it to mend itself – practise it. 
Remember the standard that we strive for – an amateur practises till 
s/he gets it right, a professional practises till s/he can’t get it wrong. 
If you make a mistake in rehearsal, don’t look back till the conductor 
stops. In concert, never look back. Maintain your focus and keep scan-
ning forwards.

•  When you mark your parts, always try to do so clearly so that when 
you come back to the passage in question, you will know what you 
meant.

A word about posture. Always maintain good posture whenever you 
are seated. If you lose good posture, your body will suffer in the long 
term. Playing music is hard work, and you must consider your phys-
ical well-being in order to be in good shape later on in your career. 
Good posture also indicates an alert mind.

CONCENTRATION

Learning to concentrate starts when you learn to practise effectively. 
When you practice, you decide what you do and how you do it – you 
are your own master, so create challenges and don’t be too easy on 
yourself. However, in an orchestra you are working with a conductor, 
but the same concentration, focus and high standards that you have 
set yourself in practise should carry on through the rehearsal and per-
formance process. Rehearsals should take place in an atmosphere of 
quiet concentration.

The piece the orchestra is playing and your part in it must be your only 
concern. Keep your mind strictly on this goal. Give the whole rehears-
al process your undivided attention and total mental application.

rememBer that music doesn’t come in nice convenient five-minute 
packages. We often have  to give our  total  commitment and  focus  to 
pieces that last an hour and a half or two hours with no break. You 

Remember the standard 
that we strive for – an 
amateur practises till s/he 
gets it right, a professional 
practises till s/he can’t get it 
wrong.

Get used to constantly scan-
ning ahead in your music 
as you play. Assimilate what 
you have to play, then run 
your eyes forward so that 
nothing takes you by sur-
prise.
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should aim to develop your ability to concentrate both when you prac-
tise, when you rehearse, when you perform and also when you go 
about your daily life. If you aim to be a focused individual, then your 
personality will develop, and your thoughts and ideas, your aims and 
ambitions will become clearer and more defined. Concentration is a 
life skill.

•  If you concentrate fully in rehearsal, you are more likely to fulfill 
your potential in concert.

•  Don’t  talk unnecessarily, especially  in quiet music or when some-
one is playing a solo – the latter is deeply inconsiderate.

LISTENING

Listening is a skill to be developed just like your instrumental tech-
nique, so remember to do it all the time even when you are not playing. 
When musicians  comment  on  one  of  their  colleagues’  ‘having  good 
ears’, it simply means that that person has spent a good deal of time 
taking an active interest in and consciously listening to what is going 
on around them. (This is a good life skill as well. The better listener 
you become, the more you will understand the world around you.)

•  An orchestra must use its ears as much as its eyes. Follow the con-
ductor but never stop listening. In louder music, simply follow the 
louder instruments of the orchestra – brass and percussion in par-
ticular.

•  Use your chamber music skills in the orchestra – listen to the rest 
of your section and the rest of the orchestra all the time. Always listen 
out for the leading voices. Listen to whoever holds the melody and ac-
company with sensitivity to ensemble, balance and intonation. If you 
are playing the leading melodic line, listen to the accompaniment, par-
ticularly the rhythmic element – that is your metronome. It is the con-
ductor’s job to set good, clear tempi; but ultimately, it is the orchestra’s 
job to play together.

•  listeN Actively Not pAssively. Try to focus your ears just as you 
focus your eyes. Listen deeply into the orchestra’s sound. For exam-
ple, if you play a flute or a violin, can you hear every note that the dou-
ble basses, tuba or contrabassoon play? If you are a percussionist, can 
you hear every note that the violas or harps play?

•  Make it your mission not only to be able to play your part to the best 
of your ability, but also to get to know as much as you can during re-
hearsals about what all the other instruments and sections of the or-
chestra contribute to the piece.

You should aim to develop 
your ability to concentrate 
both when you practise, 
when you rehearse, when 
you perform and also when 
you go about your daily life.

Use your chamber music 
skills in the orchestra – 
listen to the rest of your 
section and the rest of the 
orchestra all the time. 
Always listen out for the 
leading voices. 
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INTONATION AND ENSEMBLE

•  You must practise intonation and be constantly aware of it, especial-
ly when practising scales and arpeggios. All rules are there to be bent 
and occasionally broken, but remember the golden rules, the starting 
points for good intonation; make sure fifths sound clearly in tune!

•  Front desk players and particularly wind principals have a respon-
sibility  to  develop  excellent  intonation. When  the  whole  orchestra 
plays, it is generally to those principal players that the orchestra lis-
tens for intonation.

•  Before any entry in a piece, get used to the idea of hearing the first 
note in your head and feeling its resonance in your body before you 
play it. This is always important, but essential for quiet entries.

•  Good intonation is infinitely flexible. If a chord is out of tune, don’t 
be stubborn; you must react in order to find the correct intonation.

RHYTHM

•  There is no benefit in playing all  the right notes perfectly in tune 
unless you all play together.

•  Good  ensemble  relies  on  a  strong  sense  of  pulse,  or  tempo,  and 
an understanding of the rhythms which we have to place within the 
pulse. It is something that must be practised and developed. It is cru-
cial for any musician and a prerequisite for orchestral players to de-
velop their sense of pulse and the internal subdivision of beats into 
their smaller units in order to feel the true, accurate nature of rhythm.

•  doN’t guess difficult rhythms – Be logicAl. Just as you practise 
difficult notes, so you must practise difficult rhythms until  they feel 
natural and instinctive. Practise them slowly in your head, maybe 
with a metronome or clicking your fingers – think them through be-
fore you play them. Then gradually bring them up to tempo.

•  Until you can play correct, accurate rhythm, you can’t master the art 
of rubato.

•  When you play scales, arpeggios and studies, it often helps to use a 
metronome to see where it is that you inadvertently stray from strict 
tempo. Strangely enough, rushing often occurs when the technical de-
mands are greater and also, conversely, when the music is simple; so 
when playing difficult music, think slow; and when the music is sim-
ple, give every note its due time.

•  Give  your  brain  time  to  process  the  information  on  the  page. 
Rushing is a form of panic which we should all try to avoid unless 
there is a good musical reason for moving on.

There is no benefit in play-
ing all the right notes per-
fectly in tune unless 
you all play together.

Give your brain time to 
process the information on 
the page. Rushing is a form 
of panic which we should 
all try to avoid unless there 
is a good musical reason for 
moving on.

Good intonation is infinitely 
flexible. If a chord is out of 
tune, don’t be stubborn; you 
must react in order to find 
the correct intonation.
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STAGE ETIQUETTE

Be relAxed But Not cAsuAl. Being relaxed is vital. Physical tension, 
though at times unavoidable, is bad for your body and bad for your 
playing.

Be serious But Not humourless. Seriousness in the pursuit of your 
goals is important, but the ability to laugh lightens the load en route.

Be purposeful But Not iNflexiBle. Know what you want, but re-
member that you are surrounded by colleagues, not competitors.

In rehearsal and in concert:

•  Even if you honestly dislike what is going on, never pull faces dur-
ing rehearsals or concerts. Even with the best of intentions, such 
things can be misinterpreted by colleagues as well as conductors, and 
are undoubtedly noticed by audiences.

•  Never turn around to see who is playing solos. This is very offput-
ting to those playing them.

•  Try to stay engaged and look as if you are involved. Tiredness inevi-
tably creeps in,  but try to be alert at 10:00 pm as well as 10:00 Am.

•  The visual appearance of an orchestra is an important part of the 
performance. Dress as smartly as possible.

An orchestra full of confident, focussed, engaged musicians can become a 
great team capable of great results.

Being a good orchestral player is a combination of understanding your 
role in the orchestra and having the focus and technique to fulfill it. When 
you are on the path to achieving this, you will find your confidence grow-
ing, which in turn will benefit your playing.





Violin

Descriptions prepared by

Zsolt-Tihamér Visontay

Concertmaster, Philharmonia Orchestra, London
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Violin

Wolfgang Amadeus Mozart Symphony no. 35 in D major ‘Haffner’ KV 385 (1st movt. Al-
legro con spirito)

Focus on clarity and phrasing. Choose the volume of forte and piano carefully for a fresh and 
light approach. Pay particular attention to extreme string crossings (e.g. mm. 3 and 5 and later 
in the forte) and articulation (m. 6–end of phrase – 1st quarter note is short; take time for six-
teenth notes in mm. 10–12). Do not accentuate each bow stroke in scales in mm. 19 and following. 
In mm. 29 and following, chords and quarter notes are forte but light and easy. At the end of the 
phrase (mm. 33–34), never rush! Always watch your sound!
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Violin

Wolfgang Amadeus Mozart Symphony no. 39 in E-flat major KV 543 (4th movt. Allegro)

Intonation plays an important role in this movement. The key of E-flat major can make per-
formance awkward even in 1st position. In m. 16, 1st finger on the A string for B-flat rather than 
4th finger on the D string yields more homogeneous sound and bow arm movement for the fol-
lowing bar. Practice chordal passages piano and slowly to get the best intonation.

In mm.  1–15, the most common fingering starts in 2nd  position, then continues on using both 
1st and 2nd position to avoid crossing strings for only one note. Start on string with smooth, quick 
detaché to demonstrate awareness of playing in section. Note dynamics at beginning (piano) and 
8 mm. later (true forte). No need to play at top speed – tempo marking is only Allegro! Transpar-
ency, clear articulation and phrasing are more important than moto perpetuo.
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Violin

Ludwig van Beethoven Symphony no. 9 in D minor op. 125 (3rd movt. Adagio molto e 
cantabile)

Focus on absolute control of bow arm and bow speed. The dynamics are mostly quiet; play with 
a healthy but delicate sound, with clarity and transparency. Always bear the development of 
the movement in mind. Pay attention to intonation and rhythm, especially in mm. 108–114. For 
clarity, practice notes slowly and separately. Try different rhythms to increase finger flexibility.



23

Violin
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Violin

Felix Mendelssohn Symphony no. 4 in A major ‘Italian’ op. 90 (1st movt. Allegro vivace)

Focus on brilliance and clarity of bowing. Set the tone by starting with a warm pizzicato chord 
in forte; in the pizz., focus on on the two lower strings rather than the A and E. Just bear in mind 
that you are playing in section, then there is no danger of open strings ‘sticking out’. Pay atten-
tion to important details: accents in theme, differences between sfp, sf and >. Also note that first 
ff is later than you think. Allegro vivace is fast, but never rush! Take time to play out each note, 
especially in legato passages (mm. 391 etc.). Practice slowly, separating the legato!
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Violin
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Violin
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Violin

Robert Schumann Symphony no. 2 in C major op. 61 (2nd movt. Scherzo – Allegro vivace)

This movement showcases the brilliance of the 1st violins. Pay close attention to intonation. The-
bow arm also plays a huge role in successful performance. Try to stay calm, relaxed and never 
get tense. It is easier to approach this piece with short and small detaché on string rather than 
trying to force a tense spiccato. Remember that ideally, you will be one of 16 players. This is not 
a moto perpetuo passage; the most common metronome marking is quarter note =144. Also, note 
where accents are and where not. Practice slowly in piano and detaché with metronome. Focus 
on shifts between 16th notes for good intonation (mm. 35 and following).
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Violin
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Violin

Pyotr Tchaikovsky The Nutcracker Suite op. 71a (Ouverture miniature – Allegro giusto)

Focus on intonation and bowing technique. Clarity in legato scales is important – practice them 
slowly and non legato. Pay special attention to to the top notes at the beginning of mm. 150, 152, 
154, 156 and 158. The intonation of these notes is crucial. For practice, try to be consciously 
aware and speak the names of the notes out loud. Note dynamics in m. 162 (subito pp). To aid 
transition into pp, do not exaggerate the spiccato in the previous forte! To practice flexibility of 
spiccato in different dynamics, first try on one note, perhaps on the E string where most of the 
passage is played. Don’t rush to the end after m. 178 just because it got easier. There is neither an 
accelerando nor a ritardando on the pizzicato chords at the end.
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Violin

Dmitri Shostakovich Symphony no. 5 in D minor op. 47 (1st movt. Moderato)

This excerpt seems easy, but can be tricky in performance or at auditions. Focus on intonation 
and an airy, soft sound. Connections between notes are important, so the line is not disturbed 
by fast, awkward shifts or nervous string changes. Use and type of vibrato is a question of taste. 
Personally, I’d use a rather narrow vibrato, as the composer writes piano espressivo. For prac-
tice, try non vibrato; it might help to shift back to the previous note to get the left hand set for 
100% assurance.
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Violin

Richard Strauss Don Juan op. 20 (Allegro, molto con brio)

Focus on rich, warm sound and virtuosity. But pay attention to details. For example, note length 
in mm. 6–7, articulation of 16th notes in mm. 9–10 etc. Be aware of potential danger of rushing, 
e.g. in mm. 21– 22, as well as from m. 32 up to the high D. The excerpt is fast; it might help to have 
a slower tempo in mind while actually playing. In performance or at an audition, nervousness 
or overexcitement could cloud your judgment of the tempo. Bowing should be economical and 
compact on short notes, e.g. at beginning (start 16th notes down-bow in the upper half, using bow 
pressure and decisive articulation to save as much bow length as possible for the half note), or 
after fig. C (triplets). Always watch your sound and pulse.
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Violin

Sergei Rachmaninov Symphony no. 2 in E minor op. 27 (3rd movt. Adagio)

One of the most beautiful 1st-violin excerpts, showcasing varieties of tone, timbre, color and 
sound. Each section player contributes to this result. So pay attention first of all to intonation, 
rhythm and bow control (and then vibrato – whether/what kind). Be flexible in choice of D and A 
strings for plausible development of phrase. Personally, I’d start on the D string (cantabile, but 
not too quietly as it is marked mf); then when the same melody returns, use the A string. This 
excerpt is your chance to display an immaculate sound.
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Violin

Gustav Mahler Symphony no. 10 in F-sharp minor (1st movt. Adagio)

This is one of the most difficult excerpts. Being very exposed, and written in a tricky key, makes 
it hard to perform. Focus intensively on sound and dynamics. Then look for a smooth legato and 
delicate shifts. Pay attention to details in abrupt dynamic developments or changes. It might 
help to practice shifts in large leaps separately rather than play the whole excerpt over and over. 
Also, practice intonation without original dynamics, i.e. all in piano!
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Violin



Viola

Descriptions prepared by

Paul Cortese

Guest principal violist with numerous European 

orchestras; Professor of Viola and Chamber Music  

at the Conservatori del Liceu, Barcelona
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Viola

Anton Bruckner Symphony no. 4 in E-flat major ‘Romantic’ (2nd movt. Andante quasi 
Allegretto))

This is a viola section solo, with pizzicato accompaniment from the string section. Bow speed 
and beauty of tone, with special attention to the subito dynamic changes, is the major point of 
interest in this passage.
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Viola

Felix Mendelssohn Midsummer Night’s Dream op. 61 (No. 1 Scherzo – Allegro vivace)

This passage is the minimum expression of a spiccato, close to the string, without lifting the bow 
far from the string. All accents and dynamic changes should be exaggerated.
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Viola
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Viola

Richard Strauss Don Juan op. 20 (Allegro, molto con brio)

This is one of the most demanding passages for technical and rhythmic precision. It must be 
controlled and practiced with the metronome, first with subdivisions, and approaching a mini-
mum speed of quarter note = 160.
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Viola

Wolfgang Amadeus Mozart Die Zauberflöte KV 620 (Overture – Adagio, Allegro)

This passage is chosen specifically to demonstrate good rhythm in spiccato playing. The four 
16th notes should be forte before the subito piano.
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Viola

Carl Maria von Weber Euryanthe op. 81 (Overture – Allegro marcato, con molto fuoco)

Coordination in the string crossings is difficult. Use the metronome wisely!
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Viola

Sergei Prokofiev Symphony no. 1 in D major ‘Classical Symphony’ op. 25 (1st movt. – Al-
legro con brio)

This is a great display of brilliance and coordination. Start the precision work with subdivisions 
on the metronome.
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Viola

Ludwig van Beethoven Symphony no. 5 in C minor op. 67 (2nd movt. Andante con moto)

Please be precise in the dotted rhythms. 32nd notes should be counted mentally. The tempo can 
be a bit more relaxed than indicated.
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Viola

Claude Debussy La mer (2nd movt. Jeux de vagues)

This passage requires a small amount of bow at all times, mostly in the middle of the bow. It is 
wise to be able to play all parts of the divisi, but you should play the top voice at an audition.
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Viola
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Viola

Johannes Brahms Symphony no. 3 in F major op. 90 (1st movt. Allegro con brio)

I have suggested some fingerings, basically using 3rd position in the 8th note passages. The sound 
quality should be rich in this work at all times, with an intense vibrato.
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Viola

Wolfgang Amadeus Mozart Le nozze di Figaro KV 492 (Overture – Presto)

In this very brilliant passage, avoid sliding the fingers for half-step position changes. 1st  and 
2nd positions help the passage to sound clean. Lots of metronome work, slow and fast, is required!





’Cello

Descriptions prepared by

Karolina Jaroszewska

Principal ’Cello, Warsaw Philharmonic
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’Cello

Ludwig van Beethoven Symphony no. 5 in C minor op. 67 (2nd movt. Andante con moto)

In order to obtain a dolce character, take care not to cut the 32nd note in the dotted rhythm short; 
rather, play it melodically. In m. 2, the note F should lead into the next note; the same applies 
to the note C in m. 4, and the B-flat in m. 5. Measure 7 should be played without diminuendo, so 
that the C in the next measure sounds subito piano; on the third beat, remain in piano without 
crescendo so that m. 9 sounds subito forte.

Further along in the movement, from m. 49 onwards, remember to shape the phrase, using sub-
tle dynamic fluctuations so that the measures are linked into a lyrical melody; at the same time, 
make sure not to make any general crescendo. It is essential to observe the subito forte in m. 56, 
the crescendo in m. 57 (in contrast to m. 8) and the subito piano in m. 59.
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’Cello
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’Cello

Ludwig van Beethoven Symphony no. 8 in F major op. 93 (3rd movt. Tempo di Menuetto)

Despite  the dynamics, make sure  the sound  is resonant, using spiccato. It is best to lean into 
the first note (the low F), and keep the next note (C) on the A string in the same dynamic. Keep 
phrasing in mind and do not emphasize the beginning of every measure; rather, build at least 
two-measure phrases. To achieve an ideal subito piano (e.g. in mm.  51, 61), I recommend you 
practice the measure before the subito piano with the appropriate marked dynamics (forte, cre-
scendo) and stop Before the subito; after the pause, play the subito piano measure in the new 
dynamic. Next, with each successive repetition, gradually shorten the rest before the subito pi-
ano until you have achieved a direct transition from forte to subito piano, at tempo and without 
diminuendo.
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’Cello
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’Cello

Gustav Mahler Symphony no. 4 in G major (1st movt. Bedächtig, nich eilen)

In Mahler’s works, one of the most important things is the dynamics – in particular, rapid, fre-
quent and big changes in them. It is essential to observe a significant difference between pia-
no and pianissimo, as well as a large range in the crescendo and a clear diminuendo. To achieve 
lightness (e.g. in mm. 12, 16, 17), play the dotted 8th notes lightly, letting up the tension on each 
one. In m. 18, make sure that the 32nd notes do not sound like an ornament; they should be played 
precisely, but melodically. In the second parts of mm. 21, 22 and 23, maintain control of the stac-
cato in alternating (up-down) bowings, but also in the original version – up-bow staccato. Ac-
cents should be performed, above all, with a faster bow stroke and increased weight on the bow, 
without tearing harshly at the string.
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’Cello

Wolfgang Amadeus Mozart Le nozze di Figaro KV 492 (Overture – Presto)

Here, the most important thing is to play every note precisely with ideal intonation, a stable 
tempo and differentiation of piano and pianissimo dynamics.
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’Cello

Pyotr Tchaikovsky Symphony no. 4 in F minor op. 36 (1st movt. Andante sostenuto – 
Moderato con anima)

In mm. 120–121, the 32nd notes should be counted carefully, played in the upper half of the bow. 
In the next measure, the accent should be an emphasis of the note rather than a true sharp ac-
cent. The first note in m. 124 should be played delicately – so that it is not significantly louder 
than the previous ones – as the ending of the phrase, without cutting short the sound of this note 
value, despite the large leap that ensues after it. In the next segment of this work, make sure that 
the 8th notes falling on the first, second and third beats are not additionally accented because of 
being played in the lower half of the bow.
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’Cello
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’Cello

Pyotr Tchaikovsky Symphony no. 6 in B minor ‘Pathétique’ op. 74 (2nd movt. Allegro con 
grazia; 3rd movt. Allegro molto vivace)

This movement is a waltz in 5/4 time. Despite the atypical meter, it should retain the character 
and lightness of a waltz. Thus, remember not to accent each bow change (even though the num-
ber of notes in each direction is distributed very unevenly). In m. 1, make sure to play the triplet 
without rushing. In m. 4, observe that there is no diminuendo on the dotted half note, as in m. 2; 
rather, it leads to the next measure. To achieve lightness in m. 6, play both 16th notes slurred with 
the next note in the lower half of the bow (lifting the bow slightly and moving closer to the frog 
after the first figure). In the next measure (m. 7), play the glissando between the last note and the 
first one of m. 8 on the second 8th note of the quarter note and lead, together with the crescendo, 
into the next note, i.e. the first one of m. 8. In m. 10, make sure that the note on the third beat (A) 
is not accented or louder than at the beginning of the measure. Also, remember to make a dimin-
uendo on the 8th notes, with the staccato in one bow stroke, in the places where this is marked.
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’Cello
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’Cello

Johannes Brahms Symphony no. 2 in D major op. 73 (2nd movt. Adagio non troppo)

In this excerpt, the difficult part is the intonation and phrasing. Make sure not to play the sharped 
notes flat. What is needed here is expressive sound, maintenance of phrasal legato despite sep-
aration of the bowing, and a very gradual crescendo from m. 8 to the beginning of m. 10, which 
should not be broken up by the three large leaps ensuing one after the other. Pay attention to the 
intonation in m. 5, and make sure not to accent the note B (third 8th note); rather, play it delicately 
despite the crescendo, and do not cut it short on account of the large leap on the next note.
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’Cello

Johannes Brahms Symphony no. 2 in D major op. 73 (1st movt. Allegro non troppo)

In this movement, the important thing is the lyric quality of the theme, despite the awkward 
leaps. The three quarter notes in mm. 3 and 7 should be separate, but not too short. The first 
phrase closes on the second quarter note of m. 4; the next phrase lasts – similarly – three mea-
sures plus the first two quarter notes of the next measure.
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’Cello

Wolfgang Amadeus Mozart Symphony no. 39 in E-flat major KV 543 (Finale – Allegro)

Pay attention to the intonation; do not play the sharped notes flat. The two-16th  note pickup 
should lead to the beginning of the next measure; then, lean into the first 16th note in the slur and 
let the tension naturally subside until the 8th note, making sure not to accent that 8th note. Also, 
make sure to play the two 16th notes after the 8th note precisely at tempo – often, one can notice a 
tendency to delay their entrance.
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’Cello

Johann Strauss Till Eulenspiegels lustige Streiche op. 28 (Gemächlich)

Here, make sure to maintain perfect rhythmic precision – do not prolong the tied note values. 
There is also a frequent tendency to rush the already very fast 16th note passages. I recommend 
that you practice them with a metronome. From fig. 4 onward, make sure the 16th notes are pre-
cisely audible, not treated as ornaments by reason of the fast tempo. Also, observe clearly the 
marked dynamics, and try for clear accents two measures before fig.  6. Six measures before 
fig. 6, after the 8th note on the first beat, make sure not to start the 16th notes too late – rather 
strictly, metronomically in tempo.





Double Bass

Descriptions prepared by

Leon Bosch

Conductor, virtuoso double bassist and professor 

at the Trinity Laban Conservatoire of Music and 

Dance, London
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Double Bass

All great orchestras benefit from a resolute and reliable foundation, their double bass section. 

Successful orchestral double bassists are invariably distinguished not only by their exceptional 
musicianship and aesthetic sensitivity, but also by their instrumental virtuosity, especially in 
the lower register of the instrument.

I recommend some of the following orchestral excerpts for study, not only because many of 
them invariably appear in the audition requirements for major orchestras around the world, 
but also because they contribute substantially to intellectual, musical, technical and personal 
development.

Any double bassist who accurately and imaginatively commands these has a very good chance 
of earning a living, and also of pursuing a fulfilling career as an orchestral musician.

Although it is traditional for particular extracts to be highlighted for preparation, I always rec-
ommend that students have access to and work from a complete double bass part, and prefera-
bly also with a full orchestral score.

All suggested fingerings and bowings are purely advisory.

— Leon Bosch, February 2016
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Double Bass

Johann Sebastian Bach Overture-Suite in B minor BWV 1067 (7th movt. Badinerie); Violin 
Concerto no. 2 in E major BWV 1042 (2nd movt. Adagio)

Overture-Suite in B minor BWV 1067 (7th movt. Badinerie)
This brief but lively dance demands great clarity, elegance and nonchalance of execution.

Violin Concerto no. 2 in E major BWV 1042 (2nd movt. Adagio)
This most poignant of Bach’s slow movements is both stylistically and technically challenging.
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Double Bass

Franz Joseph Haydn Symphony no. 31 in D major ‘Hornsignal’ (4th movt. Finale – Moder-
ato molto (Theme and 7 Variations – Var. 7)); Symphony no. 45 in F-sharp major ‘Farewell’ 
(Finale – Presto)

These beautiful solos represent the epitome of idiomatic Classical-era writing for the double 
bass, each one demanding in its own way; the ‘Hornsignal’ solo requires refined cantabile play-
ing, whilst the ‘Farewell’ solo is particularly awkward on account of its unusual key. 
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Double Bass

Wolfgang Amadeus Mozart Symphony no. 35 in D major ‘Haffner’ KV 385 (Finale – 
Presto); Symphony no. 40 in G minor KV 550 (1st movt. Molto allegro)

Both of these Mozart excerpts, even if in the relatively friendly keys of D major and G Minor, 
demand outstanding left hand agility, dexterity in the bow hand, and effective coordination be-
tween the two. 
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Double Bass

Ludwig van Beethoven Symphony no. 5 in C minor op. 67 (3rd movt. Scherzo – Allegro); 
Symphony no. 9 in D minor op. 125 (4th movt. Presto; Allegro ma non troppo; Vivace; Ada-
gio cantabile; Allegro)

These renowned excerpts owe their existence to Beethoven’s relationship with the legendary 
Italian double bassist Domenico Dragonetti, and afford the double bass section an unprecedent-
ed level of prominence.

The scherzo to the Symphony no.5 exploits the quieter end of the dynamic range and demands 
excellent string crossing, whilst the Trio is energetic and heroic.

The recitatives that precede the universally cherished ‘Ode to Joy’ ought to emulate the human 
voice and courageously proclaim its message to humanity. Not a single note can be allowed to 
pass perfunctorily by.
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Double Bass
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Double Bass

Franz Schubert Symphony no. 9 in C major ‘Great’ (3rd movt. Scherzo – Allegro vivace); 
Symphony no. 8 in B minor ‘Unfinished’ (1st movt. Allegro moderato)

The scherzo from Schubert’s Symphony no. 9 ‘Great’ demands virtuosity and joie de vivre, whilst 
the poignant eight opening bars of the ‘Unfinished Symphony’ set the tone for the entire sym-
phony and require absolute control and sensitivity.
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Double Bass

Felix Mendelssohn Symphony no. 4 in A major ‘Italian’ op. 90 (1st movt. Allegro vivace); 
Symphony no. 3 in A minor ‘Scottish’ op. 56 (2nd movt. Scherzo – Vivace non troppo)

Both of these extracts require great rhythmic precision and clarity of execution.
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Double Bass

Johannes Brahms Symphony no. 2 in D major op. 73 (4th movt. Allegro con spirito); Sym-
phony no. 4 in E minor op. 98 (2nd movt. Andante moderato)

Brahms’ father was of course a double bass player, and his bass parts are invariably gratifying to 
play. Idiomatic Brahms demands a unique majesty, patience, opulence of sound and scrupulous 
attention to detail.
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Double Bass

Gustav Mahler Symphony no. 1 in D major ‘Titan’ (3rd movt. Feierlich und gemessen, 
ohne zu schleppen); Symphony no. 5 in C-sharp minor (Part II, No. 3 Scherzo – Kräftig, 
nicht zu schnell)

The widely-known double bass solo (based on ‘Frère Jacques’) that introduces the slow move-
ment of Mahler’s Symphony no. 1 has continued to contribute to double bassists’ anxiety. Formu-
lating reliable and practical technical solutions is the key to success. Symphony no. 5 is a real tour 
de force for the double bassist, with innumerable complex nuances to master. Extraordinary at-
tention needs to be devoted to mastering these details.
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Double Bass

Richard Strauss Ein Heldenleben op. 40 (Lebhaft bewegt); Don Juan op. 20 (Allegro mol-
to con brio)

Strauss’s tone poems contain some of the most virtuosic and evocative string writing, with his 
double bass parts uncompromising and uniquely demanding throughout. Each of his tone po-
ems represents unique technical and musical challenges, with Ein Heldenleben and Don Juan 
requiring not just great agility, but also an assured and luxuriant breadth of expression.
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Double Bass
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Double Bass

Igor Stravinsky Pulcinella Suite (7th movt. Vivo); Rite of Spring (1st movt. Danses des 
Adolescentes – Lento. Tempo giusto)

This entire work is based on the finale of Pergolesi’s ’Cello Sonata/Sinfonia in F, which is also 
commonly performed on the double bass. In Stravinsky’s ballet Pulcinella, the double bass and 
trombone share the limelight. The Rite of Spring is arguably the most iconic 20th-century compo-
sition, with each of its successive dances presenting the double bassist with unique rhythmic 
and conceptual challenges.
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Double Bass





Flute

Descriptions prepared by

Samuel Coles

Principal Flute, Philharmonia Orchestra, London; 

Professor of Flute, Royal Academy of Music, London
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Flute

Maurice Ravel Daphnis et Chloé (Suite no. 2)

Play with freedom, but keep the pulse steady. The effect should sound like an improvisation. Pay 
attention to the dynamics.
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Flute

Claude Debussy L’Après-midi d’un faune (1st solo)

Start this solo without using the tongue. A very light color. Be careful to make the difference 
between the binary 16th note and the three triplet 16th notes. Think in dotted-quarter beats.
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Flute
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Flute

Johannes Brahms Symphony no. 4 in E minor op. 98 (4th movt. Allegro energico e 
passionato)

Build this solo step-by-step from a piano nuance to a dramatic forte nuance at the top of the 
phrase in the 5th measure of the solo.



86

Flute

Felix Mendelssohn Midsummer Night’s Dream op. 61 (No. 1. Scherzo)

Not too fast; the clarinets have to single-tongue this piece. Make nice shapes of the phrases and 
don’t lose any time on the breaths. You must not cut out any notes to breathe either.
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Flute

Ludwig van Beethoven Symphony no. 3 in E-flat major op. 55 (Finale – Allegro molto)

Play with great attention to the rhythm, and play well in time.
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Flute

Sergei Prokofiev Peter and the Wolf op. 67 (opening bird solo)

Play this opening solo at a brisk speed, very crisp articulation and clear accents where marked. 
Practice the arpeggios slowly, working up the speed gradually.

In the second solo, make the practice of arpeggios a part of your daily routine; gradually work 
up the speed to the indicated tempo.
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Flute

Camille Saint-Saëns Le carnaval des animaux (No. 10 Volière – Aviary)

This piece should never be very far from your music stand, and you should practice it regularly. 
Start slowly and work to get the speed up. You can use harmonic fingerings if you play very fast.
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Flute



91

Flute

Igor Stravinsky Petrushka (original version, 1911 – Premier Tableau: Le tour de passe-
passe, cadenza)

This is the appearance of the magician in the ballet. This solo should have an improvised quality. 
Play with freedom. Respect the subito piano on the repeat of the theme.
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Flute

Gustav Mahler Symphony no. 9 (1st movt. Andante comodo)

This solo is a duet with the first horn. You must know the horn part well and play well in time to 
get the binary and ternary rhythms well together. Be careful of the intonation on the top C; you 
might need to half-hole the second finger in the right hand in order to get it in tune.
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Flute

Béla Bartók Concerto for Orchestra (2nd movt. Gioco delle coppie – Allegro scherzando 
and 4th movt. Intermezzo interrotto – Allegretto)

The solo for two flutes must have a lively character. Play cantabile on the slurred phrases, and 
very lively in the articulated phrases. Play the cadenza with great freedom and fantasy.





Oboe

Descriptions prepared by

David Friedemann Strunck

Principal Oboe, Oslo Philharmonic Orchestra
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Oboe

Ludwig van Beethoven Symphony no. 3 in E-flat major ‘Eroica’ op. 55 (2nd movt. Marcia 
funebre – Adagio assai; 3rd movt. Scherzo – Allegro vivace – Trio; 4th movt. Finale – Allegro 
molto)

All solos in Beethoven’s Symphony no. 3 are very challenging in terms of rhythm, articulation 
and Classical phrasing. Follow Beethoven’s tempo markings, but compare different recordings 
to find a decent version. Use an Urtext version of the oboe part. There are mistakes in some of 
the oboe excerpt books. Play the 2nd movt. solo with precise rhythm and articulation, but also 
with good flow, in a quite slow tempo. Use a short (fast) and good-sounding staccato in pp in the 
3rd movt. The first solo in the 4th movt. is marked dolce; play it with conviction. Hold the fermata 
just a short while; the upbeat to the next bar must be in time. The Poco andante segment is often 
played quite slowly, but keep the pulse in quarter notes (not in 8th notes, as it is often conducted). 
This will help your phrasing. Remember that sf is first of all an articulation, and does not neces-
sarily need to be played very loudly. The staccato from m. 365 onwards is challenging, and needs 
enough weight to sound good in the quite slow tempo, but keep the mood very light and joyful.
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Oboe
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Oboe

Ludwig van Beethoven Fidelio op. 72 (no. 11 from Act II, Florestan’s aria ‘Ach spur ich 
nicht’)

This excerpt needs to be played at a very stable tempo; the score doesn’t allow any rubato for the 
oboe player. At the same time, the music deserves a lot of musical passion, and f here means a 
full sound!! You will get good results if you play the parts marked dolce with a very tight legato 
in mp. This will sound more dolce, and you don’t need to play extremely softly. Measures 129 and 
130 must be played in tempo, too. Play these measures with as much sound and articulation as 
possible.
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Oboe
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Oboe

Johannes Brahms Violin Concerto in D major op. 77 (2nd movt. Adagio)

This is perhaps the most famous excerpt for the oboe. It is all about legato, intonation and phras-
ing. Carefully observe the intonation between aʺ and cʹ. The cʹ should not be flat in the F major 
key, and should sound as round as possible. Be aware of the harmonies; this will influence your 
musicality a great deal. Give enough sound in mm. 18 and 19 to allow the diminuendo until m. 22 
to sound natural.
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Oboe

Johannes Brahms Symphony no. 1 in C minor op. 68 (1st movt. Un poco sostenuto – Alle-
gro; 2nd movt. Andante sostenuto)

The short solo in the 1st movt. needs to be perfectly legato. Follow the upper line of the melody 
and make the octave leap from dʺ to dʺʹ sound expressive. Play the first solo in the 2nd movt. with 
the most beautiful tone you can produce. The phrasing is determined by the harmonies. The 
dissonant chord on the downbeat of mm. 19 and 21 only makes sense if you phrase through to 
these measures, and then release the tension. Start the solo soft enough to make the crescendo 
rise to m. 23. A very fast diminuendo in this bar is important. The solo from m. 38 onwards needs 
a very steady tempo and good legato, despite the tricky fingerings in the 16th notes. Make a slight 
crescendo in mm. 41 and 42; then it will be easier to play softly in m. 43. Carefully observe the 
intonation of the E-flat, the last note of the solo.
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Oboe

Felix Mendelssohn Symphony no. 3 in A minor ‘Scottish’ op. 56 (2nd movt. Scherzo – Vi-
vace non troppo)

Practice the A–C fingering a lot before you play this excerpt. The upbeat C must lead to the F 
at the start of the solo. Ideally, the F should sound at least as loud as the C or louder. Keep the 
rhythm 100% precise. This might be challenging, especially from m. 93 onwards, but it is very 
important in order to make it work with the orchestra! Try to play all staccato articulations pre-
cisely, with as relaxed tonguing as possible to keep up the speed. Practice this excerpt a lot with 
a metronome.
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Oboe

Modest Mussorgsky/Maurice Ravel Pictures at an Exhibition (3rd movt. Les Tuileries)

Provide enough weight to the accents, especially in the later cresc. to ff. Keep the 16th note at the 
beginning piano. Choose a comfortable fingering, whether you prefer a ‘forked’ F/E# or a ‘left’ 
F/E#. It might work best with a combination. Even though the movement is marked Allegretto 
non troppo, many conductors choose a fast tempo (ca. 120).
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Oboe

Maurice Ravel Le tombeau de Couperin (1st movt. Prelude)

The oboe opens this movement together with the clarinet, playing alternating rhythms. There-
fore, the ornaments must fit into the flow of the 16th notes – they need to be very fast and on the 
beat. Practice a lot with metronome to avoid tempo changes. After fig. 8, you need to choose a 
good fingering. It is preferable to use the ‘forked’ F. Even though this excerpt is very virtuosic, 
let it sound as easy and ‘ornamented’ as possible (‘ornamented’ as in the French Baroque style).
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Oboe

Gioacchino Rossini La scala di seta (Overture – Allegro vivace)

The slow introduction demands that the player show clearly whether a given segment is played 
alone or together with the other woodwinds. The ‘solo’ passages allow and deserve a little ruba-
to, especially in m. 15, while the ensemble passages must be played rhythmically correctly, with-
out rubato (mm. 16–20). Play the whole excerpt with much passion.

The Allegro segment should be played with fast but light tonguing (practice up to half note = 
144).  I recommend you use double  tonguing. Use a soft  ‘d’ and a  fairly hard  ‘k’;  this will help 
the 16th notes to sound light and sparkling. At this fast tempo, the staccato will come out nicely 
anyway. The last four 8th notes in m. 52 might not speak easily with double tonguing; use simple 
tonguing only for these notes.
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Oboe

Richard Strauss Don Juan op. 20

Practice the best legato! Use vibrato and let the vibrato go on when you change notes. Play most 
expressively in crescendo passages and when the music moves forward. The long notes can gen-
erally relax a bit, especially during diminuendi and at the end of phrases. Do not let the vibrato 
become too wide; otherwise the solo will sound more hysterical than expressive. Instead, you 
can vary the speed of the vibrato. Use a slightly faster vibrato in crescendo, and a somewhat slow-
er vibrato in diminuendo.
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Oboe

Pyotr Tchaikovsky Symphony no. 4 in F minor op. 36 (2nd movt. Andantino in modo di 
canzone, 3rd movt. Scherzo – Pizzicato ostinato. Allegro)

The opening solo in the 2nd movt. allows for some freedom, but still with a good pulse to keep its 
character. Always play the three 8th notes as an upbeat to the downbeat of the next bar. The stac-
cato on some of the notes is only meant to give space between equal notes. They should be sepa-
rated, but with quite soft articulation and not too short. Make a (4 + 4) + (4 + 9) measure phrasing. 
You can breathe after the A in m. 10.

The 3rd movt. solo can be played in a true forte. Even if you start in forte, keep the intensity on the 
long a'' until the melody starts. Articulate very well and play good accents.





English Horn

Descriptions prepared by

David Friedemann Strunck

Principal Oboe, Oslo Philharmonic Orchestra
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English Horn

Gioacchino Rossini Guillaume Tell (Overture – Andante)

This solo (starting at mm. 176) is a duet with the flute. Because of the virtuoso flute part, the trip-
lets in the English horn part must be played in even rhythm, without rubato. The trills sound 
best if you play them slowly and continue the trill until you start the termination (Nachschlag). 
You can breathe after mm. 198 and 204, and on the 2nd beat of m. 211. Make a little(!) ritenuto in 
m. 208. The flute part is easily heard above the orchestra, which means the English horn solo 
can be played with a good solo sound. Be careful in the legato passages, especially at the register 
change (which you have plenty of here).
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English Horn

Antonín Dvořák Symphony no. 9 in E minor ‘From the New World’ op. 95 (2nd movt. 
Largo)

Big solo which deserves great sound and good legato. Even though you might need to breathe 
every second bar, use a good 4-bar phrasing all the way through!!
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English Horn

Maurice Ravel Piano Concerto in G major (2nd movt. Adagio assai)

This solo is more difficult to play in the orchestra than alone at an audition. Even so, try to play 
with a very stable tempo and count well in the measures with long notes. Aside from that, play 
with fantastic legato and very expressively. The trill at the end needs to be continued until its 
termination (Nachschlag). Try to breathe only in between the slurs.
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English Horn

Igor Stravinsky Rite of Spring (Première partie. L’Adoration de la terre)

Start to practice this solo without the ornaments; find a stable tempo and rhythm. Add the or-
naments without changing the rhythm. The ornaments must fit into the melodic line; play them 
just ahead of the beat. The ornaments sound best if you give them enough time (start them early 
enough) and sound. Be sure to play with enough sound from fig. 6 onward.
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English Horn

Richard Wagner Tristan und Isolde (Act III, Scene 1 Hirtenreigen)

This is a long solo in an opera; the player sits on stage. It is a real solo, without orchestra. It is 
often played at auditions for solo English horn at opera houses around the world. It demands a 
lot from the player in terms of both range of dynamics and musical expression.



Clarinet

Descriptions prepared by

Mark van de Wiel

Principal Clarinet, Philharmonia Orchestra and London Sinfonietta; 

Professor of Clarinet, Royal Academy of Music, London
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Clarinet

When you study these excerpts, try to listen to a recording of the whole piece, so that you get used 
to the composer’s style and the shape of the work. It would be good to listen to several recordings 
of the clarinet excerpts, so that you hear how players from different orchestras perform them. 
Take particular note of the tone color, the style, and where the players breathe. While you prac-
tice, don’t just imagine you are playing alone, but pretend the rest of the orchestra is there, so 
that you project well and keep a good sense of pulse.

— Mark van de Wiel, February 2016
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Clarinet

Ludwig van Beethoven Symphony no. 6 in F major op. 68 (1st movt. Erwachen heiter-
er Empfindungen bei der Ankunf auf dem Lande – Allegro ma non troppo; 2nd movt. 
Szene am Bach – Andante molto moto; 3rd movt. Lustiges Zusammensein der Landleute 
– Allegro)

This excerpt from the end of the 1st movement needs to be played very energetically, with plenty 
of shape. Each time Beethoven re-emphasizes the music with a forte marking, lean on the begin-
ning of the measure with a tenuto on the first note and a diminuendo to the next measure. Let 
the notes become gradually a little longer in the last 3 measures to help control the sound in the 
diminuendo.

2nd  movement: Play with a clear shape to each phrase. Make sure you keep the same tempo 
through the rests, so that the pulse of the music is always constant.

3rd movement: This excerpt needs  slow practice, gradually  increasing  the  speed. During  this 
practice, make sure the speed of the 8th  notes is always controlled from the fingertips; poor 
co-ordination is more likely to be the fault of the fingers than the tongue!
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Clarinet

Johannes Brahms Symphony no. 1 in C minor op. 68 (2nd movt. Andante sostenuto; 
3rd movt. Un poco allegretto e grazioso)

Slow movement: Most players prefer to play this whole symphony on the B-flat clarinet, which 
means transposing this movement down a semitone. This solo does sound better that way, al-
though it can of course be played as written. You could write it out, or mentally substitute the 
new key signature in front of the notes.

3rd  movement: This should be played with a warm, dolce sound – it’s an intermezzo, like the 
3rd movement of Brahms’ Clarinet Quintet. Keep the dotted rhythms tight (not lazy, like triplets), 
even when playing legato.
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Clarinet

Felix Mendelssohn Midsummer Night’s Dream op. 61 (No. 1 Scherzo – Allegro vivace) 

As in the Beethoven, make sure the rhythm is controlled firmly by the fingertips. This is a fa-
mous staccato test, but the fingers are more likely to be uneven than the tongue! Keep the tongue 
movements as small as possible here, whatever the dynamic.



120

Clarinet

Sergei Rachmaninov Symphony no. 2 op. 27 (3rd movt. Adagio)

This wonderful solo is one of the greatest tunes ever written for the clarinet. It needs to be 
played with a big, warm sound, but always singing, never forced, even at its loudest points. Keep 
good control of the breathing, so that you take in plenty of air; but never disturb the flow of the 
music by letting the breaths take too much time.
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Clarinet

Nikolai Rimsky-Korsakov Scheherazade op. 35 (2nd movt. Recitative – Moderato assai)

This is a virtuoso cadenza – practice slowly at first, and gradually work up to tempo after many 
repetitions! Always know how many repeated groups you are playing (notice there are 4, then 
6, then 8 groups).
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Clarinet

Hector Berlioz Symphonie fantastique (3rd movt. Scène aux champs – Adagio; 5th movt. 
Songe d’une nuit de sabat – Larghetto, Allegro)

3rd movement: Play with big, singing sound in the mf section, but reduce to a whisper for the 
quietest phrase (but support the sound well!). Notice in the crescendo that to observe the accents 
properly, you will need to play a small diminuendo in some bars within the overall crescendo 
shape.

5th movement: This solo (written for clarinet in C), will need to be transposed up a tone for the 
B-flat clarinet. This movement is called the Witches’ Sabbat. Begin the solo very quietly and do a 
huge crescendo where marked, as if a witch appears as a tiny dot in the sky, then swoops in fast!



Bassoon

Descriptions prepared by

Robin O'Neill

Principal Bassoon, Philharmonia Orchestra, London; 

Professor of Bassoon, Royal Academy of Music, London
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Bassoon

Igor Stravinsky Rite of Spring (Première partie. L’Adoration de la terre)

Choose an easy-speaking reed, and make sure the aperture is small. This will make the first C 
easier to produce quietly. Take a deep breath, but don’t completely fill your lungs or you will 
lose control. (Note: I have marked breaths with a ‘V’.) Try to start the first note pp from nothing. 
Try not to use the tongue. Let the air pressure build gently ’till the note appears. Take an extra 
bit of air in the breath on the upbeat to four measures after fig. 1, because the A (including fer-
mata) at fig. 2 can be very long! For the sake of good rhythm and rubato, practice the whole solo 
slowly with correct rhythm and no rubato. Then you can be freer in your performance.
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Bassoon

Igor Stravinsky Firebird (Premier Tableau. Berceuse)

Choose a gentle, soft-sounding reed for this solo. It must ‘float’, so if the reed is too strong, it is 
difficult to achieve the right effect. The first note of each melodic group should be very gently 
articulated. The whole solo should be delivered in a subtle, non-soloistic style. Each phrase of 
the melody is four measures long, so don’t breathe after two measures. The last four-measure 
phrase is the most expressive.
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Bassoon

Nikolai Rimsky-Korsakov Scheherazade op. 35 (2nd movt. melody – Andantino)

Note that the melody is marked Andantino. Dolce espressivo. Capriccioso, quasi recitando. This 
means ‘Not too slow. Sweetly expressive. Whimsical and changeable, recitative-like’. Breathing 
is very important in this solo. (Note: I have marked breaths with a ‘V’; and caesurae, with a ’). As 
for the character, I have put in my own dynamics to give you an idea how to present it. Remem-
ber to be free. There is no rhythmic accompaniment, so you can be very creative. It is important 
not to start too quickly. Take your time and enjoy this beautiful solo.
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Bassoon

Nikolai Rimsky-Korsakov Scheherazade op. 35 (2nd movt. cadenzas – Moderato assai)

There are three cadenzas. Each one should crescendo with accelerando. The first is a group of 
four sextuplets. The second is a group of six sextuplets; and the third, a group of eight sextuplets.
The first cadenza should start mf with a moderate accelerando. The second should start f with 
a bit more accelerando. The third should start ff with more accelerando and crescendo. Each fer-
mata should be slightly longer than the previous one, and with more diminuendo. Practice all of 
them very slowly until you can play all the notes at that slow speed from memory! All difficult 
technical passages and solos must be memorized.
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Bassoon

Pyotr Tchaikovsky Symphony no. 4 in F minor op. 36 (2nd movt. Andantino in modo di 
canzone)

This is one of the most beautiful solos in the repertoire; it must be played very sweetly, as Tchai-
kovsky requests. Tempo: quarter note = 64–68. Keep the expression very simple and beautiful; 
use a delicate, restrained vibrato. After the breath in m. 282, play more expressively into m. 284, 
then think of a gradual diminuendo back to pp on the last note.
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Bassoon

Pyotr Tchaikovsky Symphony no. 5 in E minor op. 64 (3rd movt. Valse – Allegro 
moderato)

This movement is in one of the difficult keys for the bassoon: A major. I suggest that you prac-
tice A major scales and arpeggios a lot before playing these solos. These beautiful, long melo-
dies need great breath control in order to bring out their perfect shape, so please note: I have 
marked the breaths with a ‘V’. The phrases may seem very long, but the music demands this. If 
you breathe too often, you will lose the line. Practice with a metronome, especially the famous 
syncopated solo! Tempo: quarter note = ca. 162. Practice it slowly to start with, concentrating on 
good legato fingering and perfect intonation, particularly around 2nd octave F#!
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Bassoon

Maurice Ravel Piano Concerto in G major (1st movt. Allegramente)

This solo needs quite a hard reed to get the high E. Practice mm. 3 and 4 repeatedly, making a 
crescendo each time. If you spend plenty of time in the highest registers, it becomes easier. No-
tice that Ravel asks for vibrato. This should be a fast, jazz-style vibrato. Pay attention to where 
accents are marked.
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Bassoon

Maurice Ravel Piano Concerto in G major (3rd movt. Presto)

This difficult passage is sometimes played on one bassoon, so we have to learn the whole thing. 
I suggest that you practice it slowly, starting two measures before fig. 15. Once you have mas-
tered this, then at a slow tempo add four 16th notes from the previous measure. Keep practicing it 
this way, working backwards adding one beat at a time, ’till you get to the beginning of the solo. 
Learn this solo from memory. Keep your finger movements small and precise.
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Bassoon

Maurice Ravel Bolero in C major (Tempo di Bolero. Moderato assai)

Tempo: quarter note = 60–ca. 68. The solo is marked mp, but I suggest a simple piano dynamic, 
so that you can make gentle crescendi up to the top D-flat. This should not be overdone, because 
you are only the third of 12 solos of increasing intensity. The last three measures should have 
a gentle diminuendo back to the piano or even pianissimo of the opening. Learn this solo from 
memory.
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Bassoon

Dmitri Shostakovich Symphony no. 9 op. 70 (4th movt. Largo; 5th movt. Allegretto)

This is the ultimate bassoon solo. Several minutes of outstandingly beautiful and dramatic mu-
sic with minimal accompaniment. This gives the soloist the freedom to create a truly operatic 
scenario. The first two notes should be delivered with huge quasi ff authority. Take your time 
on the F leading to the high D-flat. Likewise, the G before the high D should be extended, with a 
good crescendo. From m. 24 onward, you should be thinking in a tempo of quarter note = ca. 84.
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Bassoon



High Horn

Descriptions prepared by

Jeff Bryant

Professor of Horn, Royal College of Music, London
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High Horn

Pyotr Tchaikovsky Symphony no. 5 in E minor op. 64 (2nd movt. Andante cantabile con 
alcuna licenza)

Slow movt. solo. Tempo and pulse are very important. Tempo: dotted quarter = 42–46. Always 
subdivide into 8th  notes in your head. Practice actually playing the subdivisions. Breaths as 
marked in the enclosed copy.
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High Horn

Johannes Brahms Symphony no. 2 in D major op. 73 (1st movt. Allegro non troppo)

1st horn solo at end of 1st movt., tempo: quarter note = 76–87. Smooth, liquid slurs. Breathing – 
after 2nd printed E-flat; before 2nd printed F-sharp; before 1st printed A-flat; then 5 mm. later, af-
ter printed E-natural. Observe accelerando and ritardando markings, but always keep sense of 
pulse.
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High Horn

Richard Strauss Till Eulenspiegel

1st horn entrance; 3rd and 1st horn figs. 29–30 and 32–35. Beginning – start piano with clear ar-
ticulation. Play quite slowly (quarter note = 60), accelerando gradually over 4 mm., reaching a 
tempo at m. 5. Maintain this tempo (99–108) precisely throughout next phrase. Note dynamics. 
3rd  horn solo – same tempo. This excerpt is rhythmically difficult – it doesn’t look the way it 
sounds! It is useful to practise it all in subdivided eighth notes.
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High Horn

Gustav Mahler Symphony no. 9 (1st movt.)

1st horn, end of 1st movt. fig. 381: this is all about getting everything right – right notes, correct 
rhythm. Tempo: quarter note = ca. 70. Breathing is bound to involve compromise! My sugges-
tions – between A-sharp and B (breaking the slur), after both D–A slurs, before D at beginning 
of triplet figure. You can put in an extra breath after the D-natural in the ff bar. Note: Pulse and 
dynamics! Mega concentration from beginning to end.
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High Horn

Johannes Brahms Piano Concerto  no. 2 (1st movt.)

1st horn entrance: a healthy mp/gentle mf. Smooth slurs, articulated triplets in legato. Tempo – 
NOT usually as marked – usually quarter note = 68–72.

3rd horn – m. 188 for 11 bars. Smooth slurs, legato articulated triplets. A healthy piano/mp. No 
dragging in last 4 bars. Tempo: quarter note = ca. 68.

Horn in F
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High Horn

Maurice Ravel Piano Concerto in G major (1st movt.)

1st horn, 1st movt. fig. 25

A high solo, so big breath and lots of support. Play a very healthy p/mp. Firm, but not aggres-
sive articulation on the Gs; don’t tighten up before the top C. I find it helpful to practice this on 
F horn. Suggested breathing – Big at beginning, then not until before repeated Es. This is not 
easy, but it’s the safest way. Tempo: quarter note = 70–74.

Horn in F
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High Horn

Carl Maria von Weber Oberon (Overture Adagio sostenuto)

1st horn entrance: Tempo: quarter note = ca. 72. Apparently simple, but every detail must be per-
fect, particularly the rhythm. Dynamics – a very gentle piano. Very delicate articulation on first 
notes. A lovely solo!
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High Horn

Anton Bruckner Symphony no. 4 in E-flat major ‘Romantic’ (1st movt. Bewegt, nicht 
schnell)

1st horn, opening: Tempo: half note = ca. 60–64. Be sure to start at a good, strong mf in order to 
achieve good contrast with piano in m. 15. Always keep pulse steady. Be careful not to end each 
phrase early – hold right to the end of the measure. Total, full-on concentration, or you will miss 
notes.
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High Horn

Richard Strauss Ein Heldenleben op. 40 (Lebhaft bewegt)

Beginning: 1st horn, opening until 5 bars after fig. 1 – only one forte (unison with ’celli). Tempo: 
quarter note = 112–120. Must be rhythmically accurate. Breathing – there are two options. The 
musical option: breathe after the D in m. 4, after the G in m. 6, after the G in m. 8, after the F-sharp 
m. 10. The practical option: full breath after D in m. 4, quick top-up after B-flat in m. 5, another 
quick top-up after C-flat in m. 7, full breath after F-sharp in m. 10. My choice is the practical ver-
sion, as it gives extra support for the high passages, and avoids breathing before high notes, 
which is dangerous. Whichever you choose, be sure not to lose tempo/pulse as you breathe.

Ending, starting at fig. 108, not a loud forte – just a big, full sound. Tempo: 8th note = 66–72. Note 
that 3rd and 4th horns keep the pulse. At fig. 109, soloistic piano, big breath after E-flat in m. 2, 
small cresc. then quick dim. to save air, breathe before D-flat (breaking the slur), breathe before 
next F (you can take your time here). This should be a soloistic piano. Breathe before the next 
G-natural. Breathe before the D (again, you have time). Keep lots of air flowing through the horn 
on the final 3 notes.
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High Horn

fig. 108
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High Horn

Gioacchino Rossini Il barbiere di Siviglia (Overture – Andante maestoso)

Tempo: quarter note = 184–192. Very fast, very rhythmically energetic and precise. Ignore piano 
dynamic – should be a fairly robust mf. Dotted rhythms must be exact – all too easy to play them 
like 6/8. Give the first note a good accent. Make a contrast between staccato and lyrical bars.



Low Horn

Descriptions prepared by

Jeff Bryant

Professor of Horn, Royal College of Music, London
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Low Horn

Ludwig van Beethoven Symphony no. 9 in D minor op. 125 (3rd movt. Adagio molto e 
cantabile)

4th horn, slow movt. Tempo: quarter note = 52–60. In this passage, the horn takes on many roles: 
in mm.  1–2, bass line (fat sound); mm.  3–4, theme (solo sound); mm.  5–7, bass line again (fat 
sound); mm. 8–11, concertante role (semi-solo sound); mm. 12–13, accompaniment (quiet sound); 
m. 14, SOLO sound. In the measure before the scale, rest and prepare your mind for the solo.
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Low Horn

Richard Strauss Don Quixote op. 35 (2nd movt. Tema con 10 variazioni – Var. VIII)

6th horn, Var. VIII. Tempo: dotted quarter = 80–90. Keep tempo/pulse throughout. Smooth, liquid 
slurs, even tone quality at all times.

In F
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Low Horn

Gustav Mahler Symphony no. 1 in D major ‘Titan’ (1st movt. Langsam. Schleppend)

2nd horn, fig. 32 for 13 mm. Tempo: quarter note = 56–62. Always pp – no cresc. Ultra-smooth slurs 
– no bulging. ONE breath for each passage!
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Low Horn

Gustav Mahler Symphony no. 9 (1st movt. Andante comodo)

2nd horn, opening 24 mm. Tempo: quarter note = ca. 56–62. Hand-stopped, must be in tune, with 
even sound quality. Following this, play the ‘open’ passage lyrically, without big gaps in rests – 
give the passage a sense of melodic line. Dynamics: restrained, but soloistic.

In F
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Low Horn

Ludwig van Beethoven Fidelio op. 72 (Overture – Adagio, Allegro)

2nd  horn, fig.  5 Adagio, Allegro passage, and fig.  147. Tempo: Adagio, quarter note = 88–92. Al-
legro, half note = 100–120. The Adagio should be in piano, with no cresc. when changing notes 
– smooth slurs. Allegro – 3rd measure not piano, but soloistic mp/mf. Precise rhythm on dotted 
quarter-eighth motif – smooth lyrical passage – contrast with staccato final four notes – solid 
low notes, but no cresc.
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Low Horn

Richard Wagner Das Rheingold (Vorspiel – In moto tranquillo, sereno)

1st horn!!! Tempo: eighth note = 72–78. Always in piano, with no cresc. when ascending. Smooth 
slurs, clean articulation on lowest notes.
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Low Horn

Carl Maria von Weber Der Freischütz op. 77 (Overture – Adagio)

4th horn. Tempo: quarter note = 68– 72.. Piano start – clean articulation – smooth slurs – warm, 
fat sound on lowest notes. Breathing – don’t be late playing written G at end of m. 2. No cresc. 
when ascending in m. 3. Big, warm sound in mf in m. 9 – clean start to m. 14 – full-length last 
note, with fat, warm sound.
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Low Horn

Wolfgang Amadeus Mozart Symphony no. 29 in A major KV 201/186a (4th movt. Allegro 
con spirito)

2nd horn. Tempo: dotted quarter = 110–120. Neat, clean and accurate! Dynamic: forte.

In A
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Low Horn

Ludwig van Beethoven Symphony no. 7 in A major op. 92 (1st movt. Poco sostenuto 
– Vivace)

2nd  horn, 1st movt. only. Tempo: dotted quarter = 96–104. Marked ff, but a solid f is best in the 
opening. At the end of the 1st movt., ff is required. Breathing in tempo is difficult, but vital. Pre-
cise rhythm, particularly dotted motif. Clean and accurate.
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Low Horn

Dmitri Shostakovich Symphony no. 5 op. 47 (1st movt. Moderato)

2nd horn, 1st movt. Tempo: quarter note = 120–130.

4th horn, 1st movt. figs. 17–21. Strong ff with even, full sound. Tempo and pulse must be perfect; 
breathe in tempo, not late. Good, clear starts to every note.

In F
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Low Horn
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Low Horn





Trumpet

Descriptions prepared by

Alistair Mackie

Principal Trumpet, Philharmonia Orchestra, London
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Trumpet

Igor Stravinsky Petrushka (Revised 1947 version, Part III: The Moor’s Room, No. 3 
– Valse)

Try to think of a one-in-the-measure slow waltz. Stress the down beats. It’s easy to play the high-
er notes on the second beats too strong – then the waltz feel is lost. Technically, think of pushing 
the air into the notes before the leaps upward – particularly the E before the B flat – this helps 
put the necessary support in place early, and allows you to then ‘float’ the higher notes.
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Trumpet

Béla Bartók Concerto for Orchestra (1st movt. Introduzione – Andante non troppo)

This is a beautiful passage for three trumpets (opening entry). A slight stress on the first note 
is usually required, but be meticulous in playing the 16th notes and reaching the 4th note before 
the second beat. It’s too easy to fall into the trap of playing the 16th notes as triplets. Search for a 
sound and dynamic that blends with your section. No voice is the solo voice here.
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Trumpet

Béla Bartók Concerto for Orchestra (5th movt. Finale – Pesante)

This is a difficult passage! Play the opening again and again with a metronome. It’s very diffi-
cult to hold exactly the same pulse from the opening three measures into the running quarter 
notes. It’s only marked single f, so this should be respected. The high passage with slurs to the 
top D-flat, in particular, is often played too loud. The trumpet is part of the woodwind section 
here, and should not dominate too strongly. I’ve always played this passage on a C trumpet, but 
many fine players have chosen an E-flat trumpet for extra control. Let your choice of instru-
ment be led by musical aims and not by bravado! An E-flat trumpet may well be the best choice 
here. As with Petrushka, push the air into the notes preceding the highest notes to get proper 
support in place early.
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Trumpet

Richard Wagner Parsifal (Prelude Sehr langsam)

This is a truly beautiful phrase. Practice carefully intonation and rhythmic control through the 
slurs. Consider cross fingerings to help achieve this. You are coloring the sound of the first vio-
lins here, so absolute fortissimo is never required.
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Trumpet

Georges Bizet Carmen (Prelude Allegro giocoso)

The most famous low excerpt for trumpet. Sound quality and intonation are the primary objec-
tives, but be sure to keep the musical line as smooth as possible. For the low concert E-flat, I use 
a pedal note fingered 1 and 2 – and usually add in the low concert D on the down beat, fingered 2 
and 3. If you’re not comfortable playing pedals, I suggest pushing out the third slide before m. 5. 
Then play the concert F-sharp on third valve alone, and the low concert E-flat on 1, 2 and 3 with 
some first valve slide extension.
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Trumpet

Gustav Mahler  Symphony no. 5 (1st movt. Trauermarsch)

This solo is a journey from an uncertain, stuttering beginning to a blazing brass statement sug-
gesting some kind of triumph. Maher gives you so many instructions. Look really carefully at 
them, and the changing character of the solo will be found. The opening rushed triplets have 
small crescendi marked – note that there is no diminuendo until the third rhythmic unit. Note 
how the dynamics evolve and apply them meticulously. The dynamics, above all else, determine 
the shape of the journey, but think also of the changing musical energy that they suggest.
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Trumpet

Modest Mussorgsky Pictures at an Exhibition (Opening Promenade – Allegro giusto, nel 
modo russico; senza allegrezza, ma poco sostenuto)

This is a simple introduction to the pictures that follow. It’s literally a walk or promenade to 
the first painting. It should be bold and clear. An announcement to the audience that the ex-
hibition is open. To achieve this, the player must master a key orchestral skill: how to play a 
legato line with clear, accented attacks. It’s easy to do one or the other, but both must be achieved 
simultaneously.
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Trumpet

Igor Stravinsky Petrushka (Revised 1947 version, Part III: The Moor’s Room, No. 2 – 
Dance of the Ballerina)

This is a very technical solo. Make sure of the basics. Practice it with a metronome again and 
again, and be sure the technical difficulties don’t result in a shifting pulse. The changing char-
acter – from the crisp staccato opening to the smooth legato lines that follow – must be clearly 
defined. It’s a doll’s dance, so always try to deliver this character with a light touch. A word of 
warning! The opening two 16th notes can easily be played too strong. They can begin to feel like a 
strong downbeat rather than as lighter upbeat to the following bar.
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Trumpet

Ludwig van Beethoven Leonore Overture no. 2 in C major op. 72a. (Adagio; offstage call 
Un poco sostenuto)

This excerpt should be played in a bit of a straight military style. It interrupts the orchestra, so 
start bold and confident. I think the second call should signal the army getting closer, so try to 
play it with a little more urgency and energy – not an exact repeat of the first call. Use dynamics 
as well as accents to achieve this.
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Trumpet

Gustav Mahler Symphony no. 3 (Zweite Abteilung no. 3 – posthorn solo Comodo, Scher-
zando, Ohne Hast)

This is a long, difficult solo. Despite the dots Mahler writes, try to find a line through the phras-
es. The solo should build through the opening phase. I think of dividing it into three, and try to 
both shape the dynamics within these three divisions, as well as building from one phase to the 
next. You need to pace out the dynamics and energy levels of the solo, so that it doesn’t sit in one 
place for several minutes. Think of the large structure of the solo, as well shaping the individual 
phrases. Breathing is a real challenge as the solo progresses. Take a few breaths throughout the 
opening whenever possible, and you will be rewarded in the latter stages.
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Trumpet



Tenor Trombone

Descriptions prepared by

Dan Jenkins

Sub-Principal Trombone, BBC Symphony Orchestra, London
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Tenor Trombone

Notes, descriptions and advice on how to approach 10  famous orchestral Tenor Trombone 
excerpts. What we in the brass section are looking and listening for is sound – ideally, a full, 
rounded, controlled orchestral tone. This is largely achieved by proper breathing. We expect 
and take for granted the right notes, rhythms and intonation – as a given for any professional 
player. A final important requisite is the ability to adapt: to be able to play each excerpt in many 
different ways when asked – as would happen in an orchestra – by the conductor.

— Dan Jenkins, February 2016
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Tenor Trombone

Gustav Mahler Symphony no. 3 (1st movt. Erste Abteilung, No. 1 – Kräftig. Entschieden)

Very much a feature of the symphony’s 1st movement, this is a solo with three main sections. The 
opening should be bold and big, but not brassy. A polished sound as opposed to an edgy one. 
Think of blowing a big gust of wind through the instrument, not forcing it through. This solo is 
extremely rubato, variable in tempo, and occasionally joined by the rest of the section. Try not 
to lose the low As; dig them out. It’s very much your tune.

The middle section is slow, quiet and melancholy. Traditionally, a gentle vibrato is used, and this 
section is also rubato; the conductor will follow you. Try to keep it legato – the opposite of the 
bold and detached opening. At the end of this section, try to keep the sound even, the tone the 
same, on the downward phrase with its accelerando and crescendo before the low F.

The last section is also quiet and reflective, but still a noble, round sound. It’s less ghostly than 
the middle section!



176

Tenor Trombone

Richard Wagner Lohengrin (Akt III: Einleitung – Sehr lebhaft)

Again, never a forced sound. You must organise your breathing in this one, so as not to break 
Wagner’s phrase marks. Also, there should be great accuracy in the pitch of each note in the trip- 
lets; practice these arpeggios. Sustain the whole note at the end of the first two phrases. Also, 
pay attention to the 16th notes.
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Tenor Trombone

Richard Wagner Tannhäuser und der Sängerkrieg auf Wartburg (Overture – Andante 
maestoso)

It’s important not to try to play too loudly. A good, controlled f from all three players will give 
the desired effect: a fantastic unison section sound. Tuning is, of course, paramount. Don’t drag; 
listen to the strings. Also very important is the rhythmic difference between the triplets and the 
16th notes. This is a good exercise for quick and deep breathing.
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Tenor Trombone

Maurice Ravel Bolero in C major (Tempo di Bolero. Moderato assai)

Ravel puts no phrase marks in, but he does write sostenuto. Nowadays, it’s often a question of 
just how smooth and jazzy you, or the conductor, want to do it. Vibrato is a common option, in 
varying degrees.

The first phrase can be practiced almost note by note. The pitching of the first note, the last five 
notes of the first measure. Make sure of the G in 4th position. And all in one breath if possible.

The breathing in the second phrase is more difficult, and many people breathe after the second 
D-flat. To develop high stamina, practice 1) the first, original Bolero melody, or 2) The second 
Bolero melody – a tone higher! If Bolero seems a daunting solo, the first two phrases only last 
25 seconds; the whole thing, only 50 seconds.

After the first two phrases, it becomes easier, but keep the style and melodic flow. It’s very im-
portant in the third phrase that the G and E in the same bar NOT both be in the same 2nd position! 
Listen to the intonation here. Try not to fade out at the end; keep the level up right to the end of 
the melody. Some people even do a small crescendo, to lead into the next section (full woodwinds).
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Tenor Trombone

Jean Sibelius Symphony no. 7 in C major (original title: Fantasia sinfonica no. 1) op. 105 
(Adagio)

This is all about sound, again, and therefore breathing. A noble and heroic solo, and not too loud. 
Not accented, gentle but accurate articulation. Keep the notes as long as possible and breathe 
quickly where you have to. Make the low Es as healthy and rich as the rest of the solo.
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Tenor Trombone

Richard Strauss Ein Heldenleben op. 40

This is one of the hardest pages in the entire repertoire. It’s the big battle scene in A Hero’s Life 
by Strauss. This can be slightly brash (but always big) and energetic, but never brassy. There 
are breathing difficulties because of the slurs towards the end, but these can be negotiated on 
your own, or divided up between the section. It’s often the 2nd trombone’s job to breathe in the 
awkward, less natural places, to cover the cracks and maintain the flow. But the most important 
thing on this page is the rhythm. The dotted 8ths and 16ths must never sound like triplets! It’s lazy 
and sounds all wrong; wrong style, wrong atmosphere!
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Tenor Trombone

Gioacchino Rossini Guillaume Tell (Overture – Andante)

There are two main things that people will be listening for in auditions. 1) Don’t cut short the 
E’s. Leaving them short sounds amateurish, and of course you could never do it in an orchestra. 
2) Don’t rush the 8th notes; don’t panic. Keep them metronomic and steady, whatever the tempo 
is. There are two other things to practice and be aware of. 1) Get the upward scales as accurate 
in pitch as possible; practice these scales, because they’re different each time. 2) Play the E’s fp; 
come away from them. This gives the storm in the strings space to be heard. Nobody wants to 
listen to three trombones playing one single ff E when there are other more interesting things 
going on. And make sure you’re not late starting each scale after the E. Lots to think about here!
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Tenor Trombone

Camille Saint-Saëns Symphony no. 3 in C minor ‘Organ Symphony’ op. 78 (1st movt. 
Adagio)

A gentle but noble solo with the clarinet and 3rd horn. It doesn’t need to be too subdued; a healthy 
p with lots of air. The air column should be maintained in the low slurs, especially ‘across’ the 
slide (for instance, at the end of the first part of the melody, save the breath for the final A-flat–D-
flat); apply a very gentle legato tonguing. Enjoy the melody, the phrasing and shape, the crescen-
do and suspensions in the descending scale.
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Tenor Trombone

Wolfgang Amadeus Mozart Requiem in D minor KV 626 (Part III: Sequenz, No. 2 Tuba 
mirum – Andante)

A duet with the bass singer from the Mozart Requiem, where the trombone counter-melody in-
troduces the movement and floats around the singer. Depending on volume, try and do the first 
phrase in one breath. Like the Saint-Saëns, keep the air flow/column supported. Try alternative 
positions to help with the legato. Can you do the middle phrase in one breath too? Don’t try to 
play this solo too quietly. You may be asked to play it on a smaller trombone, for period authen-
ticity, but always aim for a pleasing sound. Helen Vollam always says ‘Just make a nice sound.’



184

Tenor Trombone

Gustav Holst The Planets op. 32 (6th movt. Uranus, the Magician)

A very tricky excerpt from The Planets. Both 1st and 2nd have most of this together. Organise your 
breathing; think high, hold your diaphragm up for support throughout and push it through the 
quadruplets. This can be pretty loud (though lots of other instruments have the same melody), 
keeping it under control of course; the magician dancing in the stars! The last two notes are the 
loudest; the trombones are the only ones to change notes.



Bass Trombone

Descriptions prepared by

Dan Jenkins

Sub-Principal Trombone, BBC Symphony Orchestra, London
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Bass Trombone

Béla Bartók The Miraculous Mandarin op. 19 (Allegro)

Though marked mf, this is usually played quite strongly. It’s a very punchy statement near the 
beginning of the piece. A good, solid sound is required on the C-sharps, with plenty of accent 
where marked. Careful of the rhythm in m. 8 – don’t be late – and remember the crescendo in the 
measure before fig. 3. All the details are there on the page.
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Bass Trombone

Carl Nielsen Flute Concerto (1st movt. Allegro moderato)

This is a real solo, a melody/duet with the flute with ups and downs like a Concerto. So play it like 
one! Espressivo, and well-marked, with lots of dynamics to take note of, it’s a chance to play more 
musically. Again, it’s all there on the page. Technically, something to be very careful of is not to 
be late when starting 16th notes after tied notes (mm. 86, 88 and 90).The last passage starts with 
the horns, but becomes a solo again in m. 101.
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Bass Trombone

Wolfgang Amadeus Mozart Requiem in D minor KV 626 (Part II Kyrie – Allegro)

The key to this is lightness; this is not Mahler. You are doubling and supporting the bass sing-
ers in the choir, so there’s no need to play loudly. Think ‘dance-like’. Delicacy and agility are in 
the right style here. No need for any long notes to be sustained like Bruckner. Come away from 
them; you’re merely a nice sound pinpointing the notes of the basses. Of course, the intonation 
and rhythm must be accurate; hopefully theirs will be too. One musical point is to play the motif 
(the first 7 notes) slightly louder whenever it comes back (mm. 29 and 39).
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Bass Trombone

Ludwig van Beethoven Symphony no. 9 in D minor op. 125 (4th movt. Andante maesto-
so; Allegro energico, sempre ben marcato)

The first entry is rather heroic, almost as if you’re singing along with the basses. Breathe with 
the choir. Big sound. The second section is much lighter. Like the Mozart, you’re emphasizing 
the choral bass line. It’s slightly heavier than the Mozart, because of the heroic nature of this 
movement and the  ‘Ode to Joy’  theme. Nothing to be played long, and the dotted quarters are 
almost all mfp, not sustained. Also like the Mozart, bring out the motif, at the beginning and in 
702 and 719.
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Bass Trombone

Richard Strauss Ein Heldenleben op. 40

Like the tenor part, this is a very difficult page, and the rhythm is very important – no lazy trip-
let rhythms! It’s important for the bass trombone not to be late after the first note in mm. 51, 55 
and the fifth measure of fig. 55. If you start the second note late, it leaves you behind, with no 
chance for the rest of the phrase – and the conductor will say something! It’s also important not 
to be late leaving the low E-flat, three measures before fig. 52; again, the rest of the upward scale 
will be behind. At fig. 52 itself, no diminuendo if possible, so really judge your breathing care-
fully. The whole page is simply hard work, requiring efficient breathing and accurate rhythms, 
as well as a robust sound and volume.
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Bass Trombone

Richard Wagner Tannhäuser und der Sängerkrieg auf Wartburg (Overture – Andante 
maestoso)

This is in unison with the two tenor trombones, and is obviously more in their range than the 
bass trombone. It doesn’t have to be too loud, just a solid and controlled f; it’s a team effort. 
Rhythmic accuracy, differentiating between triplets and 16th notes. And despite the ‘hats’ over 
every note, this excerpt is not played with over-tongued, heavy accents at all.
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Bass Trombone

Gustav Holst The Planets op. 32 (4th movt. Jupiter, the Bringer of Jollity)

In octaves with the tuba, aim for a full, rich sound, perfectly in tune. If you are both in tune, it 
will sound fuller and clearer than two players playing louder but out of tune. Take huge breaths! 
When you play it in the orchestra, the Lento maestoso at fig. 17 is suddenly a lot slower than the 
previous tempo.
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Bass Trombone

Robert Schumann Symphony no. 3 in E-flat major ‘Rhenish’ op. 97 (4th movt. Feierlich)

This is about beauty of legato. As smooth as possible, the first phrase is the bass line of a trom-
bone section chorale. As quiet as possible, though bearing in mind that the alto trombone has to 
play very high, so may need a little more support underneath. The second phrase is a bass trom-
bone solo, and the same applies: as quiet and legato as possible. Think about your breath control 
and air flow. This phrase, as marked, should grow in strength and intensity.
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Bass Trombone

Leoš Janáček Sinfonietta (3rd movt. Moderato)

Very low and awkward; it’s important here not to start late or drag. If the conductor says you’re 
late, you may have to anticipate his beat slightly for it to sound in time to the audience. Dig out 
the upbeats: the low B, C# and D#.
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Bass Trombone

Gustav Mahler Symphony no. 7 (1st movt. Langsam)

A wonderful moment for the bass trombone, from the first movement of Mahler’s Symphony 
no. 7. The first phrase is a rather melancholy Mahlerian statement; he marks it ‘big sound, yet 
softly blown’. There’s no dynamic, but think of the ‘big’ rather than the ‘soft’; it’s still a solo. (For 
auditions, listen to the piece first, get the speed right. It’s Adagio.) The second phrase has more 
of an element of danger, more menace and presence. Don’t overblow; a majestic sound is perfect 
here. Accuracy of rhythm and pitch, of course. The G-natural is a climax, to be emphasized; but 
so is the E#, and there may be a slight ritardando during the triplet before it. Big air flow, big 
breaths, big presence, big thoughts!





Tuba

Descriptions prepared by

Andrew Cresci

Principal Tuba, Bournemouth Symphony Orchestra
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Tuba

Hector Berlioz Le corsaire. Overture in C major (Overture – Allegro assai)

This is a short tuba excerpt. You should know that in the main high phrase, you play first in a 
canon with the trombones. Never shorten the half notes in preparation for the leaps up to the 
high notes. Concentrate on accuracy rather than power, as the register means that your sound 
will carry.
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Tuba
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Tuba

Richard Strauss Ein Heldenleben op. 40

This is a short tuba excerpt. It is a duet with the tenor tuba (euphonium). It is muted and fff, 
therefore you need to focus on the intonation through the difficult intervals.
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Tuba

Léo Delibes Coppélia, ou la fille aux yeux d’émail (Act I, No. 4 Mazurka)

This is a short tuba excerpt. Try not to play too loud; the whole trombone section is playing in 
unison with you. The second half is just with the bass trombone, and you must make sure that 
all of the 8th notes are identical in shape and length (even if you are breathing between them).
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Tuba

Felix Mendelssohn Midsummer Night’s Dream op. 61 (Overture – Allegro di molto)

This is a short tuba excerpt. In this piece, you are playing an ophicleide part and taking the role 
of the donkey! There are no trombones in this excerpt, and it is very exposed. You need to play 
with plenty of articulation, but not too much volume.
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Tuba
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Tuba

Johannes Brahms Symphony no. 2 in D major op. 73 (4th movt. Allegro con spirito)

This is a short tuba excerpt. It begins with you and the trombones, but they drop out halfway 
through, leaving you playing with the double basses; then the trombones join in again. This 
poses a few pulse issues, as well as intonation issues in the orchestra.
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Tuba

Richard Wagner Die Meistersinger von Nürnberg (Overture – Moderato, sempre larga-
mente e pesante)

This is a short tuba excerpt. It is a quartet, not a solo. It is often played slower than you would 
expect, and you must be prepared to play it at different speeds. Beware the trill!
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Tuba

Ottorino Respighi Fontane di Roma (La fontana di Trevi al meriggio – Allegro moderato)

This is a big tuba excerpt. In the orchestra, it is very loud. However, at an audition, you should 
go for a big sound and accuracy, with a strong pulse rather than power. Beware: it goes by at 
considerable speed.
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Tuba

Richard Wagner Die Walküre (Act III Ride of the Valkyries – Lebhaft)

This is a big tuba excerpt. Concentrate on the dotted rhythm, and punch out the 16th note to make 
it sound balanced from the audience.
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Tuba

Sergei Prokofiev Symphony no. 5 in B-flat major op. 100 (1st movt. Andante)

This is a big tuba excerpt, and the whole part is soloistic in approach. You are often completely 
independent from the trombones, and are supporting the winds, or being a low horn, or playing 
with the double basses. You must know the whole score, not just the tuba part.
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Tuba

Dmitri Shostakovich Symphony no. 7 op. 60 (2nd movt. Moderato (poco allegretto))

This is a big tuba excerpt. It should be nimble, but still marked. It’s crucial that you maintain a 
really strong pulse throughout all the different time signatures.
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