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While unaccompanied music encompasses an ever increasing portion of clarinet 

literature, it comprises a comparatively small percentage of music performed. However, study 

of unaccompanied repertoire provides a valuable pedagogical bridge between etudes and 

accompanied music that is abundant with opportunity to address larger universal musical 

concepts, rather than repertoire-specific solutions. This dissertation demonstrates the 

application of concept-based pedagogy to selected unaccompanied clarinet repertoire of five 

different ability levels. Using principals of concept-based pedagogy, each work is broken down 

to its component technical and expressive parts in order to address larger musical concepts. 

Three to five exercises addressing each work's technical and expressive challenges are provided 

and explained. 
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CHAPTER 1 

INTRODUCTION 

1.1 Background 

The art of music making has survived because of its ability to communicate universally. 

From the first known and surviving compositions, to the music of Ancient Egyptian, Greek, and 

Roman civilizations, through to the present, music evokes emotional responses to create 

shared connections between people. Part of this association comes from performing with 

others and communicating through music. Though ensemble performance is a powerful 

experience, it does not accord the same level of liberty, creative empowerment, and direct 

communication as unaccompanied performance does. Performing alone requires a musician to 

think through a work as a whole carefully, then craft each phrase so that the arc of expression 

elicits emotional response from a listener, thereby creating a connection with a listener. The 

technical skill and mental focus required to effectively communicate with an audience is 

especially intense for a solo performer, making unaccompanied repertoire an optimal 

opportunity to explore each of the unique properties possible on the instrument and to present 

them in the interpretation of music. In order to acquire the level of technical proficiency 

necessary to communicate through music, students need guidance.  

For most of history, teachers have been the keepers of content, though this trend has 

shifted within the last twenty years with the advent of the internet and subsequent availability 

and accessibility of factual content. As a result, teachers must adapt. Concept-based pedagogy 

addresses this need by teaching students how to interpret the larger ideas that surround 

content, rather than the content itself, thereby transferring conceptual knowledge across 
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different periods, styles, and genres of music. Students can learn how to think critically about 

music, making decisions about how to learn, practice, and perform a work, rather than merely 

attempting to reproduce a recording or teacher’s interpretation. Reproduction is not creation: 

it is an imitation of creativity. In order to empower our students, we must give them tools to 

interpret music on their own.  

Study of unaccompanied repertoire provides a valuable pedagogical bridge between 

etudes and accompanied works that is abundant with opportunity to address larger universal 

musical concepts, rather than repertoire-specific solutions, because of the demand on the 

performer to create and interpret all aspects of the performance.  

 

1.2 Purpose and Method 

This dissertation demonstrates the application of concept-based pedagogy to selected 

unaccompanied clarinet repertoire of five different ability levels. Using principals of concept-

based pedagogy, each work is broken down to its component technical and expressive parts in 

order to address larger musical concepts. Technical and expressive challenges of each work are 

defined and then resolved with three to five short exercises that address each work’s technical 

and expressive challenges.  

This document is divided into two parts. The first details the state of research on 

unaccompanied clarinet music and concept-based pedagogy, demonstrating research trends 

and clarifying the void this research fills. Background information guides the reader to the idea 

that the Comprehensive Musicianship Through Performance program addresses issues of 

concept-based pedagogy primarily in the large ensemble setting, but concept-based pedagogy 
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could also be a useful tool when applied to teaching unaccompanied clarinet repertoire in a 

private instruction setting.  

The second half of this dissertation addresses five selected works for unaccompanied 

clarinet. For each piece, background information, including a biographical overview and a list of 

the composer’s other notable works, is provided to give complete context for each work.  

 

1.3 Scope 

In order for this project to be accessible for a broad spectrum of students, it examines 

unaccompanied solos of five differing difficulty levels: (1.) middle school, (2.) early high school, 

(3.) late high school, (4.) early college undergraduate, and (5.) late college undergraduate. A 

survey of available lists of repertoire determined the general technical and expressive 

capabilities of each level. For solos from the middle and high school levels, the Texas University 

Interscholastic League Prescribed Music List and NYSSMA guidelines served as references. For 

solos from the university undergraduate level, repertoire lists collected from a survey of several 

different university clarinet studios served as references. The university clarinet studio 

repertoire lists consulted included those from Ithaca College, the University of Minnesota-

Duluth, Northern Illinois University, and Iowa State University. According to Google Statistics, 

these lists received the most hits in the last five years.  

The solos to which concept-based pedagogy is applied are Elliot Del Borgo’s Elegy for 

middle school1; Sven-David Sandström’s There is a bluer sky, a wall with roses…2 for early high 

                                                      
1 Elliot Del Borgo, Elegy for Solo Clarinet (Kansas City, MO: Luyben Music, 2010). 
2 Sven-David Sandström, There is a bluer sky, a wall with roses….. (Stockholm: Gehrmans Musikförlag, 2008).  
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school; Giacomo Miluccio’s Rhapsodie pour Clarinette seule3 for late high school; James Cohn’s 

Three Pieces for Clarinet Alone, Op. 784 for early college undergraduate; and Viet Cuong’s 

Zanelle5 for late college undergraduate level. These works were chosen for their accessibility in 

technique, range, and required expressivity. In an effort to explore the plethora of available 

unaccompanied repertoire, works are featured about which there is little to nothing written, 

few recorded performances, and all of which were composed in the late twentieth or twenty-

first century.  

Each work is broken down according to issues of tone, technique, rhythm, and phrasing. 

Each of these elements is addressed with a specific exercise designed to be utilized in a variety 

of settings, thereby teaching transferable strategies that address larger technical and 

expressive concepts. The goal is for students to begin studying works with accompaniment after 

they already have a clear idea of how to employ the foundational principles of practice, 

technique, and expression in order to create an effective and communicative performance of 

any piece of music. 

  

                                                      
3 Giacomo Miluccio, Rhapsodie pour Clarinette seule (Paris: Alphonse Leduc, 1979). 
4 James Cohn, Three Pieces for Clarinet Alone Op. 78 (Douglason, NY: XLNT Music Inc., 1999).  
5 Viet Cuong, Zanelle (New York City: Viet Cuong Music, 2009).  
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CHAPTER 2 

REVIEW OF LITERATURE 

2.1 Unaccompanied Clarinet Repertoire  

An exhaustive search uncovered only two published books addressing unaccompanied 

clarinet repertoire: Gillespie6 and Heim.7 Many dissertations, however, have addressed this 

music over the course of the twentieth-century. They appear to follow several different trends. 

Dr. James Gillespie wrote the first; it catalogs and annotates all unaccompanied works until 

1970 in a systematic and easy to access way. He expanded this dissertation into a book in 1973. 

The trend of cataloging works chronologically continued through much of the twentieth-

century as indicated in dissertations by Merriman (1966)8, Fisher (1970)9, Stier (1982).10  As the 

number of unaccompanied works grew, chronological listing became less prevalent.  

Subsequent dissertations focused on categorizing works into smaller sets. Those by 

Curlette,11 Campbell,12 Harsian,13 and Fukunaga14 examine unaccompanied clarinet works of 

6 James E. Gillespie, Solos for Unaccompanied Clarinet: An Annotated Bibliography of Published Works Detroit 
Studies in Music Bibliography, Vol. 28. (Detroit: Information Coordinators, 1973). 
7 Norman Heim, Clarinet Literature in Outline (Greater Sudbury, ON: Norcat Publishing, 1984; 2006). 
8 Lyle Merriman, “Unaccompanied Woodwind Solos.” Journal of Research in Music Education 14 (1966): 33-40. 
9 Huot Fisher, “A Critical Evaluation of Selected Clarinet Solo Literature Published from January 1, 1950 to January 
1, 1967” (DMA diss., University of Arizona, 1970).  
10 John Charles Stier, “A Recorded Anthology of Twentieth-Century Music for Unaccompanied Clarinet” (DMA diss., 
University of Maryland, 1982).  
11 William B. Curlette, “New Music for Unaccompanied Clarinet by Soviet Composers” (DMA diss., The Ohio State 
University, 1991). 
12 Arthur J. Campbell, “Contemporary Canadian Repertoire for the Unaccompanied Clarinet” (DMA diss., 
Northwestern University, 1995). 
13 Cosmin T. Harsian, “Contemporary Romanian Music for Unaccompanied Clarinet” (DMA diss., University of 
Kansas, 2009). 
14 Sallie Diane Price Fukunaga, “Music for Unaccompanied Clarinet by Contemporary Latin American Composers” 
(PhD diss., University of Kansas, 1988). 
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specific countries or regions including the Soviet Union, Canada, Romania, and Latin America. 

Most recently, scholars have focused on unaccompanied works of specific composers such as 

Edward Yadzinski in Sperazza15 and Meyer Kupferman in DiSanto.16  Kohl’s 2012 article featured 

one portion of Stockhausen’s Klang, indicating a trend moving toward the investigation of a 

single piece.17 Inspecting unaccompanied repertoire through a specific non-nationalistic or 

chronological lens was also explored in Behm,18 which examined extended technique use, and 

Schoepflin,19 which examined stylistic, technical, and compositional trends within a certain time 

period.  

No book, article, dissertation or thesis has been written concerning approaches to 

learning and teaching unaccompanied repertoire in a concept-based method. That is the 

purpose of this dissertation.  

 

2.2 Concept-Based Pedagogy 

A significant amount of concept-based pedagogy scholarship exists. Its successful 

application is widely documented in the areas of nursing and language learning, both human-

interaction based fields. Of note outside of these trends is Therese Ditto’s (2014) dissertation 

                                                      
15 Rose U. Sperazza, “Edward Yadzinski: His Life and Works for Unaccompanied Clarinet” (DMA diss., University of 
Wisconsin – Madison, 2004). 
16 Christopher Alan Di Santo, “Improvisatory Affect in Selected Unaccompanied Clarinet Works of Meyer 
Kupferman” (DMA diss., Temple University, 1996). 
17 Jerome Kohl, “Harmonies and the Path from Beauty to Awakening: Hours 5 – 12 of Stockhausen’s Klang,” 
Perspectives of New Music 50 (2012): 476-523. 
18 Gary W. Behm, “A Comprehensive Performance Project in Clarinet Literature with an Essay on the Use of 
Extended, or New, Techniques in Selected Unaccompanied Clarinet Solos Published from 1960 through 1987” 
(DMA diss., University of Southern Mississippi, 1992). 
19 Howard J. Schoepflin, “Stylistic, Technical, and Compositional Trends in Early Twentieth-Century Music for 
Unaccompanied Clarinet” (DMA diss., North Texas State University, 1973).  



7 
 

entitled, “Content-Based Curriculum versus Concept-Based Curriculum: A Retrospective Causal 

Comparative Study to Identify Impact on the Development of Critical Thinking” that directly 

compares the effectiveness of content-based pedagogy to concept-based pedagogy, outlining 

in detail its effectiveness as a teaching and learning tool.20  

A significant amount of the research on concept-based pedagogy exists in the field of 

nursing. Nelson-Brantley and Laverentz,21 Edwards,22 and Buchanon23 outline learning, 

teaching, and assessment in a concept-based curriculum. Laverentz writes that: “Concept-based 

teaching as a pedagogy focuses student learning on a core set of concepts relevant to nursing, 

such as perfusion, pain, coping, or glucose regulation. By gaining a deep understanding of key 

concepts, students are able to recognize recurring characteristics and apply them to a wide 

variety of clinical situations.”24 Though the concepts differ, the general logic remains the same 

and emphasizes the transferability of conceptual learning. Additional studies including Higgins25 

and Nelson-Brantley26 elaborate on other benefits of the system in the scope of a curriculum. 

                                                      
20 Therese J. Ditto, “Content-Based Curriculum Versus Concept-Based Curriculum: A Retrospective Causal 
Comparative Study to Identify Impact on the Development of Critical Thinking” (EdD diss., Capella University, 
2014). 
21 Heather V. Nelson-Brantley and Delois M. Laverentz, “Leaderless Organization: Active Learning Strategy in a 
Concept-Based Curriculum,” Journal of Nursing Education 53, no. 8 (August 2013): 484 – 501.  
22 Patricia Allen Edwards, “The Effects of a Concept-Based Curriculum on Nursing Students' NCLEX-RN Exam 
Scores,” (EdD diss., Walden University, 2015). 
23 Monica R. Buchanon, “A qualitative study exploring faculty experiences with concept-based curriculum and 
NCLEX-RN preparation” (EdD., Capella University, 2016). 
24 Heather V. Nelson-Brantley and Delois M. Laverentz, “Leaderless Organization: Active Learning Strategy in a 
Concept-Based Curriculum,” Journal of Nursing Education 53, no. 8 (August 2013): 484 – 501.  
25 Bonnie Higgins and Helen Reid “Enhancing ‘Conceptual Teaching and Learning’ in a Concept-Based Curriculum.” 
Teaching and Learning in Nursing 12, no. 3 (April 2017): 95-102. 
26 Heather V. Nelson-Brantley and Delois M. Laverentz, “Leaderless Organization: Active Learning Strategy in a 
Concept-Based Curriculum,” Journal of Nursing Education 53, no. 8 (August 2013): 484 – 501. 

https://libproxy.library.unt.edu:2165/pqdtglobal/docview/1735405455/A58109B137DA4F07PQ/7?accountid=7113
https://libproxy.library.unt.edu:2165/pqdtglobal/docview/1735405455/A58109B137DA4F07PQ/7?accountid=7113
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Higgins writes that, “the concept analysis diagrams (CADs) encourage analysis through 

correlation of concepts and interrelatedness of patients, fostering the use of ‘conceptual 

thinking’ rather than rote memorization or focusing on the medical model.”27 Again, though the 

terminology is that of nursing and health sciences, the application to private teaching is 

nonetheless apparent.  

A large portion of concept-based pedagogy research is in language learning. All studies 

address the different ways in which concept-based learning and teaching emphasizes 

transferable knowledge. White28 and Gregory29 address learning and teaching specific parts of 

language conceptually. Fehrmann,30 Polizzi,31 and Kim32 discuss the specific concepts of prefield 

elements, aspect, and sarcasm in language learning. Yet other studies such as Fernandez33 and 

Garcia-Frasier34 examine concept-based pedagogy via specific theorists, namely Gal’perin and 

Vygotsky. Further cementing transferability, critical thinking is mentioned in more than one 

study as a byproduct of concept-based pedagogy.  

                                                      
27 Bonnie Higgins and Helen Reid “Enhancing ‘Conceptual Teaching and Learning’ in a Concept-Based Curriculum.” 
Teaching and Learning in Nursing 12, no. 3 (April 2017): 95-102. 
28 Benjamin J. White, “A Conceptual Approach to the Instruction of Phrasal Verbs.” The Modern Language Journal 
96, no. 3 (Fall 2012), 419- 438.  
29 Amy E. Gregory and Patricia Lunn, “A Concept-based Approach to the Subjunctive.” Hispania 95, no. 2 (June 
2012), 333-343. 
30Ingo Fehrmann, “Teaching the Form-Function Mapping of German ‘Prefield’ Elements Using Concept-Based 
Instruction.” Yearbook of the German Cognitive Linguistics Association 4, no. 1 (January 2016): 153. 
31 Marie-Christine Polizzi, “The Development of Spanish Aspect in the Second Language Classroom: Concept-Based 
Pedagogy and Dynamic Assessment.” (PhD diss., University of Massachusetts Amherst, 2013). 
32 Jiyun Kim, “Developing Conceptual Understanding of Sarcasm in a Second Language Through Concept-Based 
Instruction.” (PhD diss., The Pennsylvania State University, 2013).  
33 Loretta Fernandez, “Learning Another Language with Conceptual Tools: An Investigation of Gal'perin's Concept-
Oriented Instruction” (Ph.D. diss., University of Pittsburgh, 2017). 
34 Elena Garcia Frazier, “Concept-Based Teaching and Spanish Modality in Heritage Language Learners: A 
Vygotskyan Approach.” (Ph.D. diss., University of Massachusetts Amherst, 2013).  

https://libproxy.library.unt.edu:2165/pqdtglobal/docview/1988612568/A58109B137DA4F07PQ/5?accountid=7113
https://libproxy.library.unt.edu:2165/pqdtglobal/docview/1988612568/A58109B137DA4F07PQ/5?accountid=7113
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2.3 Comprehensive Musicianship Through Performance 

Little has been written regarding the direct application of concept-based pedagogy to 

music and its application in one on one instruction. Much performance-based research is based 

on the Comprehensive Musicianship Through Performance movement. The earliest studies 

were done in the late 1960s and early 1970s in proximity to the occurrence of various seminars 

and workshops that were both inspired by, and offshoots of, Comprehensive Musicianship 

Through Performance including Laverty and Romanek.35 From 1970 to the present, a small 

amount of scholarship was written intermittently on the subject.  

Several different trends in scholarship around the Comprehensive Musicianship Through 

Performance movement exist. Each trend appears to fit into a ten-year window. Studies by 

Berg,36 Carucci,37 Roe,38 and Grashel39 address the general teaching, learning, and principles of 

Comprehensive Musicianship Through Performance. Studies by Sitarz40, Johnson,41 and Cargill42 

                                                      
35 Mary Louise Romanek, “A Self-Instructional Program for the Development of Musical Concepts in Preschool 
Children” (PhD diss., The Pennsylvania State University, 1971).  
36 Margaret H. Berg and Laura K. Sindberg, “Supports for and Constraints on Comprehensive Musicianship Through 
Performance-Based Student Teaching,” Bulletin of the Council for Research in Music Education 201, (Summer 
2014), 61-77. 
37 Christine A. Carucci, “Just Good Teaching: Comprehensive Musicianship Through Performance in Theory and 
Practice,” Music Educators Journal, 100(2), 18, 2013.  
38 David W. Roe, “Shaping Sound Musicians: An Innovative Approach to Teaching Comprehensive Musicianship 
Through Performance,” Music Educators Journal, 91(1), 2004. 
39 John Grashel, “An Integrated Approach: Comprehensive Musicianship,” Music Educators Journal, 79 (8), 1993. 
40 Jane Margaret Sitarz, “An analysis of elementary education majors' and music majors' experiences with 
comprehensive musicianship principles in high school general music classes,” (Ph.D. diss., University of Maryland 
College Park, 2010). 
41 John Paul Johnson, “An Investigation of Four Secondary Level Choral Directors and their Application of the 
Wisconsin Comprehensive Musicianship Through Performance Approach: A Qualitative Study,” (PhD diss., The 
University of Wisconsin - Madison, 1992). 
42 Jimmy Alan Cargill, “The Relationship Between Selected Educational Characteristics of Band Directors and their 
Acceptance and Use of Comprehensive Musicianship,” (PhD diss., University of Houston, 1986). 

https://libproxy.library.unt.edu:2165/pqdtglobal/docview/302530367/59D41A255C37426EPQ/3?accountid=7113
https://libproxy.library.unt.edu:2165/pqdtglobal/docview/302530367/59D41A255C37426EPQ/3?accountid=7113
https://libproxy.library.unt.edu:2165/pqdtglobal/docview/762372410/3F20334E48B54744PQ/3?accountid=7113
https://libproxy.library.unt.edu:2165/pqdtglobal/docview/762372410/3F20334E48B54744PQ/3?accountid=7113
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address the effect of Comprehensive Musicianship Through Performance in the high school 

classroom with successful results. Woods,43 Black,44 and Boyle45 discuss the role and benefits of 

Comprehensive Musicianship Through Performance at the collegiate level as an integral part of 

the curriculum. Finally, Starling46 and Shaw47 address the use of Comprehensive Musicianship 

Through Performance in method books and selected literature of individual wind instruments. 

However, their work fails to provide detailed information on either the methodology or 

conceptual area they have chosen. The chronology of the above trends points to an ever-

present interest in Comprehensive Musicianship Through Performance that never crests 

beyond five studies in any one trend until the works of Sindberg and Erickson in the twenty-first 

century.  

Why has neither concept-based pedagogy nor Comprehensive Musicianship Through 

Performance emerged as a successful private teaching methodology? The answer may lie in the 

roots of the private instrumental instruction, often based on a master-apprentice system that 

teaches one piece or style of music within its own context. Though teachers may have detailed 

information on standard or often-played repertoire, it is not practical to attempt to teach 

repertoire in isolation. Concept-based pedagogy requires students to make connections 

                                                      
43 David Gay Woods, “The Development and Evaluation of an Independent School Music Curriculum Stressing 
Comprehensive Musicianship at Each Level, Preschool Through Senior High School.” (PhD diss., Northwestern 
University, 1973). 
44 Lonnie Gene Black, “Development of a Model for Implementing a Program of Comprehensive Musicianship at 
the Collegiate Level”  (PhD diss., The University of Alabama, 1972). 
45 David J. Boyle, “Teaching Comprehensive Musicianship at the College Level.” Journal of Research in Music 
Education, 19(3): 326-336, 1971. 
46 Jana Starling, “Comprehensive Musicianship: A Clarinet Method Book Curriculum and Sample Units.” (DMA diss., 
Arizona State University, 2005). 
47 Gary Richard Shaw, “A Comprehensive Musicianship Approach to Applied Trombone Through Selected Music 
Literature.” (DMA diss., The University of Wisconsin - Madison, 1984). 

https://libproxy.library.unt.edu:2165/pqdtglobal/docview/302696365/3F20334E48B54744PQ/9?accountid=7113
https://libproxy.library.unt.edu:2165/pqdtglobal/docview/302696365/3F20334E48B54744PQ/9?accountid=7113
https://libproxy.library.unt.edu:2165/pqdtglobal/docview/302663169/3F20334E48B54744PQ/5?accountid=7113
https://libproxy.library.unt.edu:2165/pqdtglobal/docview/302663169/3F20334E48B54744PQ/5?accountid=7113
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between pieces of different style and period. In order to merge both concept-based pedagogy 

with ideas from Comprehensive Musicianship Through Performance, it is important to examine 

the works of Sindberg and Erickson.  

In 2007, Lynn Erickson began writing extensively about the application of concept-based 

instruction. She utilizes many of the same principles as Comprehensive Musicianship Through 

Performance but applies these principles in the elementary classroom rather than a large band 

setting. Her three publications, Stirring the Head, Heart, and Soul: Redefining Curriculum and 

Instruction,48 Concept-Based Curriculum and Instruction for the Thinking Classroom,49 and 

Concept-Based Curriculum and Instruction: Teaching Beyond the Facts50 explore the concept of 

integrated thinking, seeing the patterns and connections of knowledge at a conceptual and 

transferable level of understanding. While Erickson works with the most general application of 

concept-based pedagogy, Sindberg’s connection to music makes her studies even more 

pertinent to the research at hand.  

Sindberg’s studies incorporate many aspects of Comprehensive Musicianship Through 

Performance including its application to music teaching and its effects on learning. In a 2006 

study, she explored the lived experiences of Comprehensive Musicianship Through 

Performance students in detail through interviews as well as quantitative research.51 Her 2016 

                                                      
48 H. Lynn Erickson, Stirring the Head, Heart, and Soul: Redefining Curriculum, Instruction, and Concept-Based 
Learning (Newbury Park, CA: Corwin Publishing, 2007).  
49H. Lynn Erickson, Concept-Based Curriculum and Instruction: Teaching Beyond the Facts (Newbury Park, CA: 
Corwin Publishing, 2002).  
50 Ibid.  
51 Laura K. Sindberg, “Comprehensive Musicianship Through Performance (CMP) in the Lived Experience of 
Students” (Ph.D. diss., Northwestern University, 2006).  

https://libproxy.library.unt.edu:2165/pqdtglobal/docview/305299857/3F20334E48B54744PQ/19?accountid=7113
https://libproxy.library.unt.edu:2165/pqdtglobal/docview/305299857/3F20334E48B54744PQ/19?accountid=7113
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study examined aspects of successful implementation of Comprehensive Musicianship Through 

Performance from a teaching standpoint.52 An outline of Comprehensive Musicianship Through 

Performance is given in her 2009 study.53 All of her works, much like the other works of 

scholarship on concept-based pedagogy or Comprehensive Musicianship Through Performance, 

emphasize the transferability of information and critical thinking that results from learning in a 

concept-based, rather than content-based, way.  

The idea of using concept-based pedagogy in teaching to achieve deeper understanding 

is nothing new or revolutionary. However, bringing the conceptual nature of instruction to the 

attention of students, explaining how to transfer large concepts learned in one piece to new 

contexts in other areas, and making that the basis for instruction in the private lesson setting 

has yet to be explored.  

  

                                                      
52 Laura K. Sindberg, “Elements of a Successful Professional Learning Community for Music Teachers Using 
Comprehensive Musicianship Through Performance,” Journal of Research in Music Education, 64(2): 202-219, 
2016. 
53 Laura K. Sindberg, “Intentions and Perceptions: In Search of Alignment,” Music Educators Journal, 95(4) 18-22, 
2009.  

https://libproxy.library.unt.edu:2165/docview/197208312/BD026610793D4FFDPQ/61?accountid=7113
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CHAPTER 3 

UNACCOMPANIED CLARINET REPERTOIRE 

The clarinet has many special expressive capabilities; a skilled clarinetist produces a 

wide variety of articulations, timbres, and dynamic levels. Articulation may be almost 

imperceptible or very short and dry. Timbre can be balanced and varied, placing emphasis on 

fundamental pitches or overtones, creating a predominantly darker or brighter sound with 

almost infinite possibilities for variation. Each register on the clarinet poses different challenges 

with regard to producing a very loud and extremely soft volume. With practice, the experienced 

clarinetist can master these skills, allowing the full use of all expressive qualities of the 

instrument and the music it plays.  

Notable composers have commented on these special expressive qualities of the 

clarinet. In his Grand traité d’instrumentation et d’orchestration modernes (1843-44) Op. 10, 

Hector Berlioz discusses such characteristics at length, writing: 

We mentioned that the clarinet has four registers; each of these has its distinctive 
timbre. The upper register has a somewhat piercing character which should only be 
used in an orchestral fortissimo or in extrovert runs win a brilliant solo passage (some of 
the high notes can nevertheless be sustained piano when the tone production has been 
carefully prepared.) The tones of the middle range and of the chalumeau are suitable for 
melodies, arpeggios, and runs. Those of the lower register are particularly suited, 
especially with held notes, for those coldly threatening effects, and for the dark tones of 
still range which Weber ingeniously invented.  

The sounds of the middle range have a proud quality tempered by noble tenderness, 
and are thus ideal for expressing feelings and ideas of the most poetic kind. Only light-
hearted gaiety, or even carefree joy, seem not to suit them. The clarinet is not well 
adapted for music of an idyllic kind, it an epic instrument, like the horns, trumpets, and 
trombones. It is the voice of heroic love. Whereas massed brass instruments in great 
military symphonies evoke the idea of a warlike band in shining armor, marching on to 
glory or death, the numerous unison of clarinets playing with them seem to represent 
the loved women, proud-eyed and deeply passionate who, stirred by the sound of arms 
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sing as they fight, and crown the victors or perish with the vanquished…This beautiful 
instrumental soprano voice, so sonorous and rich in penetrating inflexions in large 
numbers, gains when played solo in delicacy, elusive nuances, and mysterious sympathy 
what it loses in power and brightness…No other wind instrument is able like the clarinet 
to voice a note quietly, make it to swell, decrease, and fade away. Hence its priceless 
ability to produce a distant sound, the echo of an echo, a sound like twilight.54 
  
In Principles of Orchestration, Nicolai Rimsky-Korsakov commented that the clarinet is, 

“pliable and expressive, suitable, in the major, to melodies of a joyful or contemplative 

character, or to outbursts of mirth; in the minor, to sad and reflective melodies or impassioned 

and dramatic passages.”55 Of the clarinet’s dynamic abilities he wrote: “for expressive power 

and subtlety in nuances the clarinet supersedes them [the other woodwinds]; this instrument 

can reduce volume of tone to a mere breath.”56   

Anton Stadler’s Trois Caprices Pour Clarinette seule and Gaetano Donizetti’s Studio 

Primo were the first works for unaccompanied clarinet. 57 Following Donizetti’s Studio, no works 

for solo clarinet were published until Igor Stravinsky’s Three Pieces for Clarinet Alone (1919). 

This work triggered the composition of another fifteen works for unaccompanied clarinet 

before 1950 and a total of sixty works between 1950 and 1959.58 Since then, the number of 

unaccompanied works written each year has grown exponentially. Scholarship on how to learn 

and teach this music, however, is not yet prevalent within the field.  

                                                      
54 Hector Berlioz and Richard Strauss trans. Theodore Front. Treatise on Instrumentation, (Mineola, NY: Dover 
Publishing, 1991).  
55 Nicolai Rimsky-Korsakov, trans. Maximillian Steinberg. Principles of Orchestration. (New York City: CreateSpace 
Independent Publishing Platform, 2013).  
56 Ibid., 12. 
57 James E. Gillespie, Solos for Unaccompanied Clarinet: An Annotated Bibliography of Published Works (Detroit: 
Information Coordinators, 1973), 14-16.  
58 Huot Fisher, “A Critical Evaluation of Clarinet Solo Literature Published from January 1 1950 to January 1 1967” 
(DMA diss., University of Arizona, 1970), 29-30.  
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The collection of expressive abilities unique to the clarinet enables a world of 

possibilities for composers. The variance, accessibility, and reliance on the clarinetist to create 

an entire performance experience is abundant with opportunity to teach both mechanical and 

creative concepts required for effective musical communication.  
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CHAPTER 4 

APPLICATION OF CONCEPT-BASED PEDAGOGY 

Educators are no longer the stewards of content. If students can access most facts and 

information via the internet, what then becomes the role of the educator? With concept-based 

pedagogy, instructors are not merely teaching students how to play a composition with 

appropriate style and specific inflection, but also how to apply long tones, scales, technique 

building passages, articulation studies, and etudes to repertoire. Though this idea has long been 

a pillar of educational theory and philosophy, it is not uniformly applied to individual 

instrument instruction. It has, however, been applied to large ensemble pedagogy via the 

Comprehensive Musicianship Through Performance movement and has seen significant 

application to large ensemble pedagogy.  

The roots of the Comprehensive Musicianship Through Performance movement extend 

back to the Cold War era. Between the years 1950 and 1985, in an effort to maintain its global 

influence and dominance, the United States educational system began focusing more on the 

hard sciences and math.59 Generally speaking, this resulted in decreased interest, funding, and 

focus on the arts as subject matter because of the arts’ seemingly subjective teaching and 

learning methods, effective only with those who have talent. In response to such decrease in 

interest, private organizations funded several different music education initiatives in an effort 

to create a more comprehensive system of music education and to assess its progress. 

59 Lee Edwards and Elizabeth Spalding Edwards. A Brief History of the Cold War (Washington, D.C.: Regnery History, 
2016).  
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The first of these initiatives was The Young Composer’s Project (1957). Created by 

composer Norman Dello Joio and funded by the Ford Foundation, its primary objective was to 

combine performance with music history, theory, developing in students a deeper 

understanding of the art they produced, rather than simply playing instruments or singing in 

music classes without understanding. Young composers visited public schools to teach and 

write music representative of American compositional trends of the time. Though many 

composers found it challenging to adapt their compositions for suitability to school programs, 

the program was largely successful in starting a conversation about music education.  

After its initial success, The Ford Foundation gave the program an additional grant that 

enabled an additional forty-six composers to be placed in different public school programs. This 

broadened the initiative’s outreach to include seminars and workshops at colleges and 

universities throughout the country intended to help public school music teachers better 

understand and teach contemporary concert music. 

One such workshop was the Seminar on Comprehensive Musicianship at Northwestern 

University (1965). Its primary objective was evaluating the process of educating music teachers 

and discussing ways to improve the process. Before this time, preservice music teacher 

educational processes were not standardized in secondary educational programs. The resultant 

document, Procedures for Evaluation of Music in Contemporary Education, offered guidelines 

for the evaluation of techniques and attitudes acquired through comprehensive musicianship 

studies including: 

(a) The content and orientation of musicianship training should serve all music degree 
students regardless of their eventual specialization.  
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(b) Comprehensive musicianship incorporates conceptual knowledge with technical 
skills to develop the capacity to experience fully and the ability to communicate the 
content of a musical work.  

(c) The courses in musicianship studies should be designed to synthesize knowledge 
acquired in all other musical studies.  

(d) All musicianship studies should relate contemporary thought and practices with 
those of former times. (e) Musicianship courses should be considered as evolving and 
open-ended disciplines. The student must be given the means to seek out and deal with 
materials outside and beyond his formal education in music.  

(f) The relevance of musician ship training to professional studies should be made clear 
to the student. The clarity of purpose may be achieved if musicianship training is based 
on the student's own musical development and expressive needs.  

(g) Courses constituting comprehensive musicianship training are directly related to 
each other. The study of any specific subject matter need not be confined to a given 
course, but approached in several ways in complementary disciplines.60 

Another similar seminar was The Yale Seminar (1963), a meeting of music educators, 

composers, theorists, and historians. This seminar focused on whether or not the American 

music curriculum was effective, and how to produce a more musically literate society. Led by 

Claude V. Palisca, the resulting recommendations were:  

(1) The basic goal of the K-12 music curriculum should be the development of musicality 

(2) The school music repertory should be broadened 

(3) The music curriculum should be expanded to include listening to worthwhile music 
literature 

(4) Performance activities should include ensembles for which a varied and authentic 
repertory has been developed 

(5) Advanced theory and literature courses should be available 

(6) Musicians, scholars, and composers should be brought into schools 

(7) Programs should take advantage of community resources 

(8) Opportunities for advanced study in metropolitan areas should be made available to 
talented students throughout the country 

(9) Greater use can be made of audiovisual aids 

                                                      
60 Grant Beglarian, “Music, Education, and the University,” Music Educator’s Journal 54, no. 1 (1967): 42-118.  
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(10) There should be a related plan for teacher training and retraining. 

After exploring various facets of music education educators began to focus on ways to 

incorporate the recommendations of these seminars into classroom instruction. In 1977, the 

Wisconsin Music Educators’ Association established the Comprehensive Musicianship Through 

Performance program, “as a means of assisting teachers with the development of performance 

with understanding in school music programs.” The model is described briefly as:  

…a laboratory where students can develop an understanding of musical concepts such 
as expression, melody, rhythm, harmony, texture, timbre and form by being involved in 
a variety of roles including performing, improvising, arranging, composing, conducting, 
and analyzing music.61 
 
In 2007, music education consultant Lynn Erickson, renowned for her work helping 

school districts throughout the country design and implement concept-based curricula, 

pioneered the idea of concept-based instruction.  Erickson utilizes many of the same principles 

as Comprehensive Musicianship Through Performance but applies them in the elementary 

classroom rather than a large band setting. Her three publications, Stirring the Head, Heart, and 

Soul: Redefining Curriculum and Instruction, Concept-Based Curriculum and Instruction for the 

Thinking Classroom, and Concept-Based Curriculum and Instruction: Teaching Beyond the Facts 

explore the concept of integrated thinking – seeing the patterns and connections of knowledge 

at a conceptual and transferable level of understanding. 

Clearly, the idea of using concept-based pedagogy in teaching to achieve a deeper 

understanding is nothing new or revolutionary, however, it is not a method known in or applied 

to private musical instruction. Despite this, numerous books address specific concepts of 

                                                      
61 Patricia O’Toole, Shaping Sound Musicians: An Innovative Approach to Teaching Comprehensive Musicianship 
Through Performance (Chicago: GIA Publications, 2003), 8-9.  
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clarinet pedagogy and understanding. Larry Guy, a prominent clarinet pedagogue of the 

twentieth-century, wrote a series of texts that examine single aspects of pedagogy including 

Articulation Development for Clarinetists (2016), Hand and Finger Development for Clarinetists 

(2007), Complete Daniel Bonade – Clarinet Method (2001), Embouchure Building for Clarinetists 

(2001), Selection, Adjustment, and Care of Single Reeds: A Handbook for Clarinetists and 

Saxophonists (1997), and Intonation Training for Clarinetists (1996).  

Several collections of clarinet etudes are composed to address specific deficiencies in 

the expressive aspects of performance including Cyrille Rosé’s Thirty-Two Etudes for Clarinet 

and Forty Etudes for Clarinet. Both are intended as primers on the art of musicianship and 

phrasing but contain challenging technique-based materials as well. Reginald Kell wrote several 

etude books addressing articulation including Clarinet Staccato from the Beginning (1968) and 

17 Staccato Studies (1958). There are countless other books and resources intended for the 

development of specific skills in different performance situations.  

Many progressive methods for clarinet performance attempt to teach several concepts 

progressively through short studies. These include, but are not limited to, Klosé’s Celebrated 

Method for Clarinet, Gustave Langenus’ Complete Method for Clarinet, Henri Lazarus’ Method 

for Clarinet, Himie Voxman’s Rubank Method for Clarinet, Rudolf Jettel’s Klarinetten Schule, and 

Michael Collis’ Modern Course for the Clarinet. The most recent of these are David Etheridge’s 

short three volume series, The Practical Approach to the Clarinet for Clarinetists and their 

Teachers at the beginning, intermediate, and advanced levels and Paula Corley’s series, So You 

Want to Play Clarinet? Lacking is a graded handbook of exercises that can be adapted as 
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solutions for varying issues of tone, technique, rhythm, and phrasing and how to apply them to 

actual compositions.  

As stated earlier, bringing the conceptual nature of instruction to the attention of 

students, explaining how to transfer large concepts learned in one piece to new contexts, and 

making transferal of large concepts the basis for instruction in the private lesson has yet to be 

explored in pedagogical resources. No book, etude, article, dissertation or thesis has been 

written concerning unaccompanied music that addresses approaches to learning and teaching 

unaccompanied repertoire in a systematic concept-based method either.  

Conventionally, many teachers believe that the purpose of teaching is to transfer factual 

knowledge that will eventually lead to independent understanding. Concept-based pedagogy is 

the notion that students will, “know factually, understand conceptually, and do skillfully. 

Traditionally, curriculum and instruction has been more two-dimensional in design (know and 

able to do)—resting on a misguided assumption that knowing facts is evidence of deeper, 

conceptual understanding.”62 

In an applied studio context, “factual knowledge” comprises successful strategies 

clarinet students learn in order to practice and produce an effective performance of a specific 

piece, and how these strategies connect back to fundamental pillars of playing the clarinet 

correctly in the mechanical sense. In a typical master-apprentice system, many especially 

younger students, move from work to work, carrying only small pieces of larger concepts that 

they learn from piece to piece, essentially creating an entirely new context for each subsequent 

                                                      
62 H. Lynn Erickson, Concept-Based Curriculum and Instruction for the Thinking Classroom (Newbury Park, CA: 
Corwin Publishing, 2006), 5.  
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piece. In a repertoire-based teaching setting, students apply knowledge gained from specific 

piece without necessarily being taught how to apply such knowledge to subsequent works 

studied. Concept-based pedagogy aims to prevent this limited approach. 

With concept-based pedagogy as its backbone, this dissertation explores specific areas 

of fundamental musicianship as defined by the Comprehensive Musicianship Through 

Performance program via five selected works for unaccompanied clarinet of varying difficulty 

levels. By studying these pieces through larger concepts, students will acquire transferable 

knowledge applicable in many different contexts, rather than learning a piece solely within its 

own context. In Shaping Sound Musicians: An Innovative Approach to Teaching Comprehensive 

Musicianship Through Performance, Patricia O’Toole, a founding Wisconsin Music Educator of 

CMP, addresses the specific concepts of musicianship, tone production, rhythmic subdivision, 

technical execution, and musical phrasing, that is used as the basis for examination here. For 

the purposes of this document, tone production, technique, rhythm, and expression are used. 

Using these conceptual areas, the challenges of the five unaccompanied works for clarinet are 

defined and solutions proposed.  

The next 5 chapters collectively cover five different pieces of unaccompanied repertoire 

of different levels from middle school through late undergraduate. Each chapter covers one 

piece of unaccompanied repertoire. Pertinent background information about the composer 

introduces the work. One challenge in each of the pedagogical areas of tone, technique, 

rhythm, and phrasing is addressed with a corresponding conceptual exercise.  

The exercises offered are in no way intended to be the only solution to the proposed 

challenges, but are provided only as an example of one possible resolution. Each exercise has 
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been written to be adapted to suit similar problems in any piece of repertoire by changing the 

pitches, rhythms, time signature, or any other element in order to make it as pertinent as 

possible for the problem at hand.  

Performance suggestions are provided to emphasize the transferability of the 

information in each exercise, which is intended to be delivered by a skilled professional teacher. 

The following is not intended for use by students alone but rather for teachers to begin to 

examine their own pedagogy and its overall effectiveness. Older students could benefit from 

the following explanations, but might still require clarification. For that reason, metronome 

markings are suggested, but, like all other elements of the exercise, can and should be adapted 

to suit the individual needs of the student and repertoire.  

Finally, assessment of the effectiveness of the conceptual exercises presented will be 

different for each student and each challenge in each unique repertoire situation. It should be 

noted that each student will respond differently to each concept and exercise. It is up to the 

teacher to organize her thoughts and pedagogy such that she can present key concepts to the 

student in the way that the individual student will understand most effectively for long term 

transferability of information. Because each student is different, each outcome will be 

different. Success for one student who may have particular trouble with a concept, would not 

be defined as success for a student who doesn’t experience the same difficulties in that area.  
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CHAPTER 5 

MIDDLE SCHOOL: ELEGY FOR SOLO CLARINET BY ELLIOT DEL BORGO 

5.1 Composer Background 

Composer Elliot Del Borgo (1938 – 2013) is best known for his prolific output for band 

consisting of over six-hundred compositions. He received a B.S. from the State University of 

New York, an Ed.M from Temple University, and an M.M. from the Philadelphia Conservatory of 

Music. Del Borgo also garnered international fame as a clinician and conductor. Before his 

death, he was awarded an honorary doctorate from the State University of New York at 

Potsdam, where he taught composition and theory for nearly thirty years.63 

Del Borgo wrote Elegy for Solo Clarinet in 2010 for his friend and famed clarinet 

pedagogue, David Etheridge, who passed away in the same year. Etheridge was David Ross 

Boyd Professor of Clarinet at the University of Oklahoma where he taught for thirty-four years. 

He met Del Borgo working together at SUNY Potsdam, where Etheridge taught prior to 

Oklahoma. As a former student of Stanley Hasty, Etheridge placed a premium on teaching the 

next generation of clarinetists while also maintaining an active career as a performer.64  

Though Elegy for Solo Clarinet is an appropriate middle school level work, it presents 

many different challenges. Large leaps pervade the work, making it an optimal vehicle for 

addressing tonal production and consistency. Extended sections of passagework create sizeable 

technical problems to be solved. Juxtaposition of duple and triple subdivision add an additional 

63 “Biography,” Elliott Del Borgo Website, last modified January 1, 2015, accessed November 8, 2017, 
http://www.elliotdelborgo.com/bio.html.  
64 “David Etheridge, ”World Clarinet Alliance, last modified January 15, 2013, accessed November 8, 2017, 
https://www.wka-clarinet.org/VIP-Etheridge.htm. 

http://www.elliotdelborgo.com/bio.html
https://www.wka-clarinet.org/VIP-Etheridge.htm
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layer of difficulty. Additionally, young students will be challenged by the demands of the phrase 

lengths and dynamic requirements.  

 

5.2 Challenges 

5.2.1 Tone: Large Leap Precision 

Middle school level students do not generally see large leaps or wider melodic intervals 

in their band parts or method books until they reach high school. This is a lost opportunity since 

practicing such intervals directly benefits clarinet tone production because control of the air 

support, embouchure structure, and tongue position are required for effective production. By 

isolating these larger intervals and practicing them in a similar way to register slurs, students 

will develop tone quality while practicing key trouble spots in the work.  

FIGURE 5-1: Del Borgo, Elegy measures 1 and 2 
 

EXERCISE 5-1: For the development of tone quality in large leaps 

 

To increase conceptual nature of Exercise 5-1, students should play the exercise as 

written but also vary it according to the needs at hand. Students may transpose this exercise to 

other keys including E, F, G, A, Bb, C and any other keys that an instructor deems appropriate. 

The tempo should be varied as well starting at 50 bpm and increasing to as fast as 200 bpm 

being careful not to increase tempo until mastery is achieved. Using a tuner will also increase 
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the effectiveness of this exercise by requiring students to add an additional level of awareness 

to their practice. Finally, students should perform this exercise as several different dynamic 

levels beginning at the mezzo forte dynamic level first, then moving to forte mezzo piano, 

fortissimo, piano, and pianissimo. 

 

5.2.2 Technique: Note-Grouping 

Elegy for Solo Clarinet’s melodic content of the work consists primarily of step-wise and 

small intervallic motion, both ascending and descending, making it possible for students with 

undeveloped or underdeveloped pattern reading or note-grouping skills to read and learn these 

skills with diligent practice. In his book Note Grouping: A Method for Achieving Expression and 

Style in Musical Performance, Thurmond discusses this concept in detail but does not use 

examples specific to actual pieces of music. Del Borgo’s composition presents an ideal situation 

in which note-grouping can be explained and applied to technical practice of passagework.65  

FIGURE 5-2: Passagework example from Elegy for Solo Clarinet m. 1 - 12 
 

The bracketed passages above may not appear to resemble any pattern a student has 

yet encountered.  However, upon closer inspection, common scale and arpeggio patterns are 

                                                      
65 James Morgan Thurmond, Note Grouping: A Method for Achieving Expression and Style in Musical Performance, 
(Meredith, Australia: Meredith Music, 1982).  
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present. Through this passagework, students can be taught to recognize note groupings of step-

wise passages that are approached from larger interval leaps within the key center. 

Exercise 5-2 features elements of the passage above, isolating step-wise motives within 

the key and placing them adjacently in a fashion similar to the original passagework. Because 

Elegy for Solo Clarinet moves to a C-major tonal center, this exercise does the same in an effort 

to relate to the harmonic demands of the repertoire. Because note grouping could be difficult 

for a younger student to achieve, the short exercise below could be used in any key(s) to 

resolve technical challenges within a key while also training the ear to perceive a basic tonic to 

dominant progression. 

EXERCISE 5-2: For development of note-grouping skills in Tonic and Dominant   

 
To increase the conceptual nature of this exercise, students should vary it by 

transposing it to other keys that are posing technical issues or that are present in the repertoire 

at hand. The metronome marking should be varied starting at 50 and moving as high as 200. 

Articulating all subdivisions may be difficult for some young students thus, the exercise should 

be practiced with different articulation markings including slurring an entire measure, slurring 

two beats, slurring one beat, slurring two beats and articulating two beats, and any other 

variation deemed appropriate by the instructor. Using a tuner could help students to be sure 

that they are aware of their general tendencies as they are playing. Finally, this exercise should 
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be practiced at the mezzo forte dynamic level first, then the forte, mezzo piano, fortissimo, 

piano, and pianissmo levels as well. 

 

5.2.3 Rhythm: Duple and Triple Subdivision 

The rhythmic elements of Elegy accentuate the difference between duple and triple 

subdivision, challenging a student to develop that skill. There are several examples of rhythmic 

challenge here that may pose problems for a young student.  

 
FIGURE 5-3: Duple and triple subdivision in Del Borgo m. 18-19 

 
For some beginning students, this passage poses a challenge because of the rhythm of 

the subdivision, in combination with the particular pitches required. Neglected is the idea that 

the root of playing rhythmically is rhythmic finger motion rooted in ergonomic, healthy hand 

position. Proper hand placement is critical for success in playing the throat tone notes of the 

clarinet that are part of this group’s sequence.  

EXERCISE 5-3: For the development of rhythmic finger motion 

 
In order to increase the conceptual nature of this exercise students should vary it in 

ways deemed appropriate by the instructor. Because rhythm is the concept at hand here, 

students should use a metronome faithfully while practicing. The tempo should begin around 

50 and may move as high as 200 over a long period of time. Students should listen carefully to 
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ensure that the rhythm is accurate by feeling the rhythm in the fingers and feel the rhythm in 

the fingers.  As initial tempo becomes easy, begin to increase it gradually. This exercise should 

also be transposed to other keys and performed first at the mezzo forte dynamic level, then 

forte, mezzo piano, fortissimo, piano, and pianissimo. Finally, students should use care to move 

fingers from back knuckles only, keeping palm of hand relaxed, in order to use finger motion to 

effectively create the rhythm with the fingers.  

It should be noted that proper hand placement is critical for finger rhythm success. By 

practicing the thumb motion from A4 to Bb4 in duple and triple subdivisions sequentially, 

students will train their hands to move in rhythm regardless of speed. This exercise can be used 

with any troublesome interval in a series of passagework.  

 

5.2.4 Phrasing: Using the Air 

Elegy for Solo Clarinet is in a basic ternary, ABA, form. Phrases are primarily in sentence 

structure, consisting of a microphrase, followed by another microphrase, and finished with a 

longer consequent phrase. Within these phrases, printed dynamic markings indicate the 

specific required shape.  

 
FIGURE 5-4: Opening phrase of Elegy for Solo Clarinet 

 
Though phrase shaping is clearly notated in Elegy, it is often a challenge for students to 

learn to move air through a phrase to its high point, hold the harmonic tension, then release 
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the phrase. Notating subdivision above pitches and numbering each subdivision provides a 

framework over which students can overlay a dynamic map. In this way, they can literally see 

what the most intense moment of the phrase should be and understand how to reach it 

effectively. In the example below, the subdivisions have been inserted above the music. Above 

that, numbers indicating the movement of the dynamic volume have been indicated so that 

students can directly correlate the subdivision to the growth and decline in intensity.  

EXERCISE 5-4: For development of phrasing on the wind 

 

To increase the conceptual nature of this exercise, several variation techniques may be 

used. Students could utilize the technological tools readily available to them. Recording several 

different interpretations of the passage is one option to vary this exercise. Using a decibel 

meter app (such as Decibel X) is a visual way for students to attain a visual representation of 

how loud they are playing, as well as a measurement of their dynamic level. Combining 

recording with the use of a decibel meter can help students to more accurately perceive how 

loud they are in real time. Finally, using the analysis function on the Tonal Energy App© can 

help students to be sure they are supporting the amount of sound they are making, again 

through a visual representation of the sound in a bar on the screen, produced in real time as 

they play. These steps with a younger student should be done in consultation with their 

teacher.  

.5            1         .5        1                                                 .5                      1                                              .5          .5    .25 
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Though the exercise above is specific to the Elegy, the concept of using a small portion 

of an unaccompanied work to experiment with phrasing on the wind is not. Thus, phrases of 

other works should be substituted when a student progresses from the Elegy. The process of 

writing in the subdivisions and shaping markings to make decisions about where the shapes lie 

rhythmically remains the same.  

Exercise 5-4 illustrates what a dynamic roadmap might look like. Additionally, a student 

may be asked to provide three different alternatives that adhere to the same phrase shape in 

order to demonstrate places where the dynamic might suddenly rise more specifically. In this 

way students may explore different phrasing options while listening to hear which might be 

most effective in conveying the information on the page.  
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CHAPTER 6 

FIRST AND SECOND YEAR HIGH SCHOOL: 

THERE IS A BLUER SKY, A WALL WITH ROSES… (2008) BY SVEN-DAVID SANDSTRÖM 

6.1 Composer Background 

Originally from Borensberg, Sweden, composer Sven-David Sandström (b. October 30, 

1942) studied both Musicology and Art History at the University of Stockholm from 1963 - 1967. 

He subsequently studied composition from 1967 - 1972 with Ingvar Lidholm, György Ligeti, and 

Per Nørgård at the Stockholm Musikhögskolan where he was a faculty member in 1981. He is 

currently on the composition faculty at the Indiana University Jacobs School of Music.  

Sandström’s compositional style and output has varied throughout his career. Though 

his style initially featured quarter-tones and other non-traditional sounds, it evolved to a tonal, 

and finally moda,l style, features that are prominent in his contemporary style. Sandström’s 

website states, “around 1980 a decisive turning point occurred in his tone language. Without 

abandoning the high demands on his executants his musical form of address became simpler, 

more emotional.”66 Sandström has written over three hundred published works for orchestra, 

chamber music, and sacred music.  

There is a bluer sky, a wall with roses… is an emotionally challenging work appropriate 

for young high school students for many reasons. Because of its extensive use of the altissimo 

register, tone development through tongue placement is challenging. Difficult technical 

passages move through several different key centers. Problematic rhythmic moments can serve 

66 “Biography,” Sven-David Sändstrom Website, last modified September 2011, accessed November 29, 2017, 
http://svendavidsandstrom.com. 
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as venues for teaching internal subdivision. Finally, a successful interpretation requires true 

expressive performance and sensitivity, requiring a student to develop a method for tackling 

troublesome passages.  

 

6.2 Challenges 

6.2.1 Tone: Altissimo Register 

Tone development can be a problematic concept to address because it is based partially 

upon a student’s individual muscular-skeletal structure. Tone development is particularly 

difficult to address in the altissimo register. There is a bluer sky, a wall with roses… contains 

several passages in the altissimo tessitura, making it an effective vehicle for addressing effective 

and consistent production of this register.  

The final phrase of the work, measures 74 through 80 (below), traverses from the 

chalumeau through an altissimo A-flat, providing an optimal opportunity to discuss the role of 

voicing and tongue placement in production of the altissimo register.  

 
FIGURE 6-1: M. 75-80 of Sandström, There is a bluer sky, a wall with roses… 

 
One of the major challenges with tone production in the altissimo register is a student’s 

inability to voice the correct partial with a given fingering. The result is often a pinched sound 

created by excessive jaw pressure rather than air support and proper voicing. By experimenting 

with producing a note based on the fundamental fingering with correct partial voicing, students 
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can learn how to coordinate the altissimo fingering with appropriate altissimo voicing to create 

a freer, more controlled, rich tone in the register.  

EXERCISE 6-1: For the development of voicing in the altissimo register 

 

Exercise 6-1 requires a student to play the fundamental pitches of the melody initially 

(the bottom pitches). Once a student is comfortable with these pitches, a student should work 

through a ‘bugle call’ partials exercise, moving to the third partial of the notes but without 

using the register key in order to play the third partial notes. Next, a student adds movement to 

the fifth partial, and finally the seventh partial, in the order shown above. In this way, a student 

learns oral cavity flexibility as well as how to balance support and volume of air to produce a 

consistent altissimo register that is also in tune.  

This exercise also provides an opportunity to address choice of altissimo fingerings. The 

optimal fingering is often based solely upon what is most technically efficient for the fingers, 

ignoring the fact that each fingering is a partial of the fundamental tone. Choosing fingerings 

close to or in the same partial will create more consistency because of elimination of excessive 

movement of the tongue to another partial. A great resource in which to examine clarinet 

fingerings according to partial is in Paul Drushler’s, The Altissimo Register: A Partial Approach 

published by Shall-U-Mo which provides a large catalog of altissimo fingerings categorized by 

partial.  

Third Fif Sevent
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To increase the conceptual nature of Exercise 6-1 it should be practiced with different 

variations. The exercise here is directly tied to a portion of the Sandström, but the process of 

identifying the partial of each pitch in a rising or falling melodic line is what will remain 

conceptually the same. This point should be emphasized with a student. Students could do this 

exercise for any passage in which voicing is the primary challenge. (Additionally, students could 

play the exercise at different tempos beginning around 50 moving as fast as 200, in order to 

regularly increase voicing accuracy.) Finally, varying the dynamic level will help students 

increase their dynamic range. Students should be sure to maintain an open and relaxed throat 

and chest when working on voicing exercises in order to ensure that a healthy tone with little to 

no upward jaw pressure is being produced.  

 

6.2.2 Technique: Key Grouping 

Tonally, There is a bluer sky, a wall with roses… does not fit into a traditional key center. 

Sandström employs a more modern technique of notating individual accidentals to avoid 

constant key changes. This technique makes it a particularly useful piece to use with young high 

school students for a number of reasons. Instead of relying on a key signature, students must 

exercise and develop the skill of reading accidentals, a skill that is often neglected in other 

ensemble work. Students could bracket key areas above the staff to practice the skill of key 

grouping. Similar to note grouping, this technique works well for music that is notated in a 

similar fashion to There is a bluer sky... (see Figure 6-2). In using key grouping, students exercise 

factual knowledge of scales and scale-related patterns such arpeggios while simultaneously 

developing ability to read this more modern notation.  
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FIGURE 6-2: Opening of There is a bluer sky… with key grouping  

 
To increase the conceptual nature of this approach, students could apply the concept of 

key grouping to any piece of music written in this modern style. A copy of a piece should be 

made and bracketed key indications made in consultation with a teacher. There are several 

ways students can increase the effectiveness of this exercise. This technique, once it has been 

taught, could be applied by a student to different passages of any piece a student it working on 

in order to gain a basic level of familiarity with tonal areas and how they are connected to 

scales.  

Key grouping is a useful technique for contemporary music such as this but could also be 

helpful when teaching younger high school students the value of scale practice. Younger 

students typically first use scales to learn notes on their instrument. As they progress, it is 

imperative to emphasize not only the value of continual scale practice, but to point out 

D 
A 

B 

 

B 

 

E 
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moments when students may transfer the scale patterns learned in isolation to the music at 

hand.  

 

6.2.3 Rhythm: Rhythmic Chanting 

Subdivision poses a regular rhythmic challenge to players of most ability levels. Figure 6-

3 appears four separate times in There is a bluer sky…, making it a rhythmic motive that must 

be practiced and perfected. The pattern is tonally consistent; it is always a half step interval 

followed by a minor triad as shown in Figure 6-3.  

 
FIGURE 6-3: Mixed subdivision rhythm m. 8, 28, 61, and 69 

 
To ameliorate this rhythmic challenge, a clarinet isn’t actually necessary. In order to 

internalize this rhythm accurately, a teacher may work with a student on chanting the micro 

beats of a 5/8 time signature by following the step by step process outlined in Exercise 6-2.  

EXERCISE 6-2: For development of mixed duple and triple subdivision internalization 

Rhythmic Chanting Process 

1.) Using a metronome that has ability to beat in a 5/8 time signature, turn metronome 
on to a 5/8 time signature with a 2+3 subdivision at mm.= 55 entire 5/8 bar.  

2.) Chant the eighth note micro beat subdivisions, giving emphasis to beats1 and 3 (1 2 
3 4 5, 1 2 3 4 5).  

3.) Next, chant the micro beat subdivisions, naming the groupings (1 2 1 2 3, 1 2 1 2 3) 

4.) Next, clap each of the micro beat subdivisions, emphasizing the macro beats with a 
slightly louder clap in time with the metronome. 

5.) Next, chant the micro beat subdivisions with rhythm syllables of choice while 
clapping to emphasize the internalization of the rhythmic figure.  
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6.) Continue to increase tempo of the metronome until the pattern can be contained in 
one beat as in Figure 6-3. 

 
Exercise 6-2 represents a process that can and should be applied to any passage that 

may present a challenge to a student or to entire phrases to ensure accuracy when a student is 

first learning a new piece. Though it specifically outlines how to work within 5/8 time, this 

process could just as easily be replicated with duple time, triple time, or any other time 

signature. The concept highlighted here is working through a specific rhythmic chanting 

process. Thus, the process should also be practiced with different passages, at different 

tempos, with different rhythmic figures, with different time signatures, and as many variations 

as can be found among the music on which a student is working. Since this is a rhythmically 

based exercise, it will be most useful to keep a log of tempos practiced in order to keep track of 

student progress.  

By simply replacing the compound time signature with another, the same process can 

be used to address rhythmic inaccuracy and to foster internal subdivision skills of any piece 

written in any key signature. Note that not all analog metronomes contain a 5/8 time signature 

option, but many digital metronome apps such as Tempo© and Tonal Energy© do have this 

option.  

 

6.2.4 Phrasing: Dynamic Mapping 

Because young high school students generally encounter contemporary or modern 

music within the band context infrequently, it may be a special challenge for them to 

expressively perform a modern work. There is a bluer sky, a wall with roses… provides 
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developing students an opportunity to explore this style of music. Structurally, the most 

difficult aspect of this work is its lack of regular phrases. As a result, students must develop 

strategies for making musical decisions.  

One solution is to purposefully relate their study of scales to key areas which has 

already been discussed in this document earlier. Though many young high school students will 

have little to no experience with theoretical analysis, they do have experience with scale 

patterns that they may relate to key area. A student should make four copies of their printed 

score. On the first copy, a student should, in consultation with their teacher, bracket areas that 

represent specific key centers as suggested by Figure 6-4. Next, students could play the notes 

representing those key areas in a succession of whole notes in order to train their ear to clearly 

hear that harmonic progression. Students may then try different combinations of dynamics and 

dynamic movement to create different phrase shapes. They then should choose their 

preference from the various combinations, before finally transposing this shape on to the 

overall phrase present in the music. They should then fill in the rest of the music as written 

while adhering to the shape as in Exercise 6-3.  

FIGURE 6-4: M. 1-9 of Sandström with key areas marked 
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EXERCISE 6-3: Whole note progression with three different dynamic maps 

 
In order to increase the conceptual nature of this exercise, students should apply this 

technique of ‘skeletonizing’ the harmonic movement to any repertoire they are working on in 

consultation with their teacher. Several copies of music can be made, and different dynamic 

maps can be made for each phrase. In this way, students have a visual map by which they may 

ascertain information about the music that can help them make informed musical decisions 

guided by, rather than based purely on creativity. A student could then test these maps by 

recording and performing the different interpretations for their teacher in order to make a 

decision.  
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CHAPTER 7 

THIRD AND FOURTH YEAR HIGH SCHOOL: 

RHAPSODIE POUR CLARINETTE SEULE (1979) BY GIACOMO MILUCCIO (1928-1999) 

7.1 Composer Background 

Little has been written about Giacomo Miluccio (1928 - 1999). Throughout his career he 

worked as an opera clarinetist, teacher, and composer in Naples and Milan, Italy. His Rhapsodie 

for Clarinet (1979) is dedicated to his friend, Jean Leduc. As a one movement, through-

composed work, Rhapsodie requires a clarinetist to phrase through seemingly unending 

passagework while also highlighting the beautiful melodic motives woven throughout the 

technical passages.  

The virtuosic style of Rhapsodie makes it challenging for almost any level clarinetist to 

perform. However, when simplified through explanation, it is realistic for an advanced high 

school student to perform. Passagework extending through all registers allows for study of tone 

production consistency across different registers. Significant technical passagework can be 

mastered efficiently through use of varied practice strategies. Rhythmically, Rhapsodie contains 

a wide variety of subdivisions combined with repeated patterns creating an opportunity to 

further address internalizing subdivision and the role of finger motion in rhythmic playing at a 

more advanced level than has been previously addressed here. Rhapsodie’s phrasing is 

demanding because of seemingly never-ending passagework.  
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7.2 Challenges 

7.2.1 Tone: Registral Consistency 

Tonal development is a pedagogical area appropriate for all levels of students. It 

becomes increasingly more important as a student begins to advance. Obviously students must 

continually strive for consistent tonal production and matched, even quality throughout all 

tessituras. Rhapsodie provides optimal material for such study. The example below shows the 

first phrase of the work that spans three registers of the instrument: chalumeau, throat tone, 

and clarion.  

 
FIGURE 7-1: First phrase of Miluccio’s Rhapsodie 

 
In developing tone, it is paramount that students understand that persistent support is 

required throughout all registers of the instrument, not just the ‘high notes.” In order to grasp 

persistent support, students must truly understand how to support and be able to 

demonstrate. Unfortunately, there are few pedagogical resources that address this topic simply 

enough for students to understand. The act of supporting sound on the clarinet consists of 

three distinct steps: the inhalation, the support, and the supported exhalation. The inhalation 

must consist of a relaxed, full breath drawn into the lowest part of the lower abdominal area 

between the hips. Next, the abdominal muscles (see Figure 7-2) must engage, creating a 
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supported structure in which the lungs can be allowed to inflate, and the diaphragm to displace 

the lower viscera. Finally, the exhalation must consist of pressurized air being pushed out while 

maintaining the rigidity of the muscular structure of the abdomen. Though these steps seem 

obvious, many students often don’t comprehend each of them and their individual importance 

in the breath. Once the breath control process is consistent, students can be taught to 

manipulate the variables associated with air support in order to produce different timbral 

variations in their tone.  

 
FIGURE 7-2: Abdominal muscles67 

 
Variables that create a centered, colorful tone are tongue position and volume of air; 

these are the only elements that should change when moving through registers. Passages that 

span so much of the instrument in such close succession may require students to develop a 

higher level of sensitivity to air support activity as outlined above.  

  

                                                      
67 “Abdominal Muscles,”Dr. Russell Schierling Website, last modified 2018, accessed March 20, 2018, 
http://www.doctorschierling.com/blog/scar-tissue-of-the-abdominal-muscles 
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EXERCISE 7-1: For the development of air control and support 

 
In approaching Exercise 7-1, students should first play it at a mezzo forte dynamic level 

to establish base measurements of each of the variables mentioned above. Only then should 

forte, and fortissimo dynamic levels be approached. Students should use caution to avoid 

pushing air forcefully to create the dynamic shifts, but rather use abdominal support to 

manipulate the volume of air. Students should then play the above exercise at the mezzo piano, 

piano, and pianissimo dynamic levels using care to continually support the air and to maintain a 

high and forward tongue position, enabling decreased the volume of air. Once all basic dynamic 

levels have been practiced, students could overlay a dynamic map on the rhythm and, in 

consultation with their teacher, make choices about the shape of the phrase as suggested in the 

previous chapter. With all dynamic levels well supported and available, phrasing within rhythm 

is possible.  

Exercise 7-1 takes the same rhythm as the first phrase of Rhapsodie (Figure 7.1), but 

with its rhythms notated on a single pitch. The exercise should be repeated on pitches in 

different registers as well. The purpose of this exercise is for students to use only air speed, not 

volume, to produce the shape of the phrase, taking changes in register and finger motion out of 

the equation. By practicing the exercise in different registers, a student may perceive the 

differences in resistance between the various registers and notes. When the printed notes are 

added back in to the rhythm, the air will generally move through the instrument more freely, 
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creating a more consistent and singing tone throughout all registers due to understanding of 

the differences in registral resistance.  

 

7.2.2 Technique: Pattern Practice 

Often times, the most important aspect of playing technical passages with precision and 

accuracy is simply relaxation. Such relaxation is partially achieved through comfort and ease 

with the material at hand. To achieve ease, a student must slow a troublesome passage down 

in various ways to ascertain what the true technical problems are. Experienced woodwind 

players have an arsenal of basic practice techniques to address basic technical issues. These 

basic techniques are introduced conceptually in this section. The idea here is to present these 

technical solutions conceptually in a way that can be applied to many different situations by 

students of differing levels.  

Before determining solutions to technical problems, it should be noted that there are a 

few different categories into which technical problems can usually be classified. These 

categories include but are not limited to: (1.) remembering the fingering of one note, (2.) 

movement from one note to the next, (3.) music not sounding like it looks, (4.) music not 

looking like it should sound, and (5.) basic lack of coordination. Though there are other, more 

specific technical considerations, the categories listed comprise general groups into which 

many technical problems fall. To determine what kind of technical problem, the tempo of a 

passage should be decreased to 50% or 75% of the marked tempo so that a student can play a 

passage cleanly, accurately, and rhythmically in time. After a problem is diagnosed, several 
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different practice techniques ameliorate any problems discovered. Figure 7-3 is a passage that 

would likely benefit from a variety of approaches. 

 
FIGURE 7-3: Miluccio Rhapsodie B section passage 

 
Slowing an overall passage down is one obvious option for working through challenging 

passage work. The best tempo to do such work is often three-quarters or half of the marked 

tempo as mentioned. One suggested method of practice is the “5 X 1” method described by 

Peter Hadcock. Hadcock suggested playing a passage at half tempo five times, bumping the 

metronome up ten clicks and playing the passage once, then bumping the metronome back five 

clicks, redoing the five by one pattern until the desired tempo is achieved. Another successful 

strategy for improving technical passages is to apply different rhythmic values to the 

troublesome passage. Doing so creates a fast motion in the fingers every other movement, 

allowing a student to hear more clearly if a technical mistake is being made. By reversing the 

pattern, the other motions are practiced (see Exercise 7.2).  

EXERCISE 7-2: For technical practice – Phase 1  
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Once a level of comfort and familiarity has been achieved, another option is to place a 

hold on the first note of each group, so that faster motion between notes is practiced, but with 

breaks (see Exercise 7-3).  

EXERCISE 7-3: For technical practice – Phase 2 

 
The held note can move next from the first note to the second, third of each group until 

the final note, so that fast movements are rotated through the passage. Students may combine 

the above practice strategies with the 5X1 strategy until a relaxed and even interpretation is 

attained.  

Based on the concept of elongating one note in a series of notes, students can explore 

any number of ways to incorporate this into practice of a technical problem area. This should 

include varying the of tempo as in the 5X1 method described above. Additionally, the student 

should explore inventing new rhythms with which to experiment and increase the difficulty 

level of the exercise in consultation with a teacher.  

 

7.2.3 Rhythm: Syllabic Chanting and Lyric Writing 

Though rhythm is first produced in the brain and transferred to the body, it is the fingers 

that must create the rhythm physically. In order to achieve rhythmic playing in the fingers (as 

with technical playing) relaxation is necessary. Such relaxation comes from strength and 

training of efficient finger motion and ability to move fingers accurately within the time. To 

achieve relaxation rhythmically, students must have a command of rhythmic comprehension as 
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well as a well-developed sense of internalized tempo and subdivision. At the late high school 

stage, many students are comfortable with basic subdivision of eighth notes and sixteenth 

notes in duple and triple subdivisions. However odd subdivisions such as groups of five, seven, 

nine, or eleven may pose a different challenge.  

Though dividing odd groupings into smaller groups seems like a natural solution, the 

effect will not sound an evenly performed odd grouping over the course of a beat. Switching 

between one subdivision to another in sequence is also difficult for students. Many teachers 

have specific words they assign to groups of five, seven, nine, or eleven. An interesting exercise 

is to ask a student to find words of 5, 7, 9, 11, and 13 syllables. The key is to choose words that 

do not have emphasis on any particular syllable or words that can be said with little to no 

emphasis on any one syllable. Provided below are examples of three words for each number of 

syllables (see Figure 7-4).  

FIGURE 7-4: Odd grouping word lists 

· Five syllable: University, organization, electricity 

· Seven syllable: Interdisciplinary, telecommunication, individuality 

· Eleven syllable: Antiestablishmentarianism, uvulopaletopharyngoplasty, 
hyperbetalipoproteinemia 

 
Rhythmic repetition of words may be successfully applied to music in a myriad of ways. 

Students could come up with a series of words of various syllables to create lyrics to the music 

to assimilate this technique into the performance of the music. Singing the lyrics to the song 

along with a recording would help students internalize subdivision of rhythm. Most important is 

that students focus on transferring the rhythm used in the words to their fingers. This could be 

done on a percussion instrument first in order to more clearly perceive the sound of the 
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rhythm. Students could then practice playing the rhythm on the clarinet with their teacher 

singing the words and then switch, with a student singing words and a teacher playing the 

rhythm. Finally, a student is asked to play the rhythm while thinking the lyrics before adding the 

pitches. A metronome should be used, beginning at half tempo set to the eighth note 

increasing the tempo incrementally by ten clicks after five precise and correct repetitions of the 

chosen passage.  

 

7.2.4 Phrasing: Phrase Intensity Identification 

Phrasing may remain challenging for advanced high school students because although 

they may be comfortable forming a phrase, they may not comprehend the larger trajectory of 

how that phrase functions with subsequent phrases. Since Rhapsodie is a longer work in 

duration, study of each phrase and how phrases work together to create the larger composition 

is a valuable exercise for teaching students how to do so in subsequent works. Such study is 

done by following a process designed to help students think through phrasing effectively.  

Students begin by making two copies of the printed score. On one copy, a student 

should bracket the large sections of the work that articulate the form, such as ABA or ABACA. 

Next, each phrase may be identified within the large section. A student then, in consultation 

with the teacher, could play through each phrase, determining how it is related to the phrase 

that precedes it, as well as the phrase that follows it. After each phrase has been played 

through, a student could identify the climax of the section. Once identified, each phrase before 

it will be numbered sequentially, reminding the student where they are in the section. The rest 

of the section should then lead away from that climactic moment.  
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The process of identifying phrases and apexes should be repeated for all sections. After 

each phrases climax is identified, the overall high point of a movement should be chosen and 

marked. Students now have a visual reminder of where they are in the form of the work as they 

play and can gauge their musical expression appropriately.  

To increase the conceptual nature of this exercise, students should be encouraged to do 

phrase and formal analysis in each movement and through-composed work they perform. 

Students are encouraged to create other ways to see the form ore clearly such as using colors 

to denote certain sections, dynamic levels, or intensity levels.  

  



51 

CHAPTER 8 

FIRST AND SECOND YEAR UNDERGRADUATE: 

THREE PIECES FOR CLARINET ALONE OP. 78 BY JAMES COHN 

8.1 Composer Background 

Originally from Newark, New Jersey, James Cohn (b. 1928) studied composition at the 

Juilliard School of Music and Dance with Wayne Barlow, Bernard Wagenaar, and Roy Harris. His 

output includes choral, orchestral, chamber, and solo works, including eight symphonies. He 

has received many awards for his compositions including the Queen Elisabeth of Belgium Prize 

and an A.I.D.E.M. Prize as well as the Ohio University Opera Award. He has received 

commissions from the McKim Fund in the Library of Congress, the Music at Gretna Festival, Jon 

Manasse, Christopher Jepperson, and the Claribel Clarinet Ensemble.  

Cohn’s compositional style generally uses melodic elements of late romanticism with 

harmonic and stylistic modernism. However, in Three Pieces for Clarinet Alone, Cohn utilizes 

several different compositional styles. Though not explicitly stated or mentioned in any 

interviews, it is conceivable that each piece is written specifically for one of the three 

dedicatees, Raphael Sanders, Jr., Jon Manasse, and Fan Lei. In the first movement, Cohn used a 

traditional East-Asian folk tune, Wind Song. The second movement, Slow Dance, is evocative of 

the 1950s minor ballad prevalent in American Rock Music of the period. The final movement, 

Polonaise, follows the conventions of the traditional Polonaise form and is written in triple time 

with march-like characteristics.  

Three Pieces for Clarinet Alone makes significant stylistic, technical, and expressive 

demands of a clarinetist. Each movement is stylistically varied, demanding that a musician learn 
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to create a variety of tone colors. Style also has a strong influence on what part of the beat the 

musician chooses to emphasize.  

 

8.2 Challenges 

8.2.1 Tone: Timbral Variations 

Tone color choice and production is essential to creating an effective performance. A 

Wind Song is inspired by a traditional East Asian folk song, and is characterized by its feeling of 

moving forward, as would the wind. As a result, an effective strategy for interpretation might 

be to emulate instruments that would typically play this type of traditional folk song such as the 

shen.  The tonal palette in this case may be lighter and full of bright overtones.68 

Teaching tone color is arduous because of its subjective nature. However, one method 

for students to begin exploring the concept of tone color is through use of the actual colors of 

colored pencils or crayons. After presenting a student with a colored pencil or crayon, ask a 

student to show all of the different saturation levels of color available with the pencil. Ideally, 

the student will initially color as lightly as possible, subsequently pressing the pencil down 

harder and harder until it resembles an ink pen. 

The manner in which color is produced and explored in clarinet playing is not all that 

different. After coloring, ask a student to play something simple for them such as a scale or 

familiar passage (see Figure 8-1) in a comfortable mezzo forte dynamic level, generally the 

default dynamic for students.  

                                                      
68 “Wind Song,” Peter J. Burkholder and Donald J. Grout, A History of Western Music, 9th ed. (New York: W.W. 
Norton, 2014). 
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FIGURE 8-1: M. 1-7 of Movement 1, Cohn Three Pieces for Clarinet Alone 

 
Next, ask the student to play the passage as powerfully as possible with a good sound, 

attempting to match the completely saturated markings made earlier in their sound 

production.  Finally, ask the student to play as softly as possible with a good sound, modeling 

the lightly saturated markings made earlier. Based on the register and demands of producing a 

tone in the given register, a student begins to determine how to balance volume of air with air 

speed to create the desired variation of color appropriate for a phrase or movement. 

The same coloring process may be used for each subsequent movement, though color 

will differ based upon the information given in the title and dedicatee of each movement. It is 

up to the student to look at the information provided in the title of each movement, research 

what it means, and figure out how it can be related to the performance of the work. The same 

should be done with the dedicatee to get as much information about the work as possible.  

 

8.2.2 Technique: Grouping Notes Gesturally 

Presumably, at the early college level, students have some familiarity with scales. For 

each of the Three Pieces, patterns do not fit into traditional major or minor tonalities that 

students have practiced. Therefore, it is helpful for students to analyze how these patterns are 

similar to, or different from, traditional scale patterns they have already learned. Such analysis 
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should be encouraged, but identification alone may not be sufficient when faced with the 

technical level of this work.  

A different type of note grouping than that previously discussed is helpful, a grouping 

not based on scale or key area. While notes are beamed together, a beam does not necessarily 

dictate optimal organizational structure needed to successfully and efficiently read the music. 

Sometimes, in order to produce an even and precise performance, notes may be grouped that 

are not beamed together to create more complete gestures. 

 
FIGURE 8-2: M. 8-11 from Movement I, Cohn Three Pieces for Clarinet Alone 

 
Figure 8-2 shows bracketed groupings with a number of notes notated above the 

gesture. By reading the music according to gestures, rather than rhythmically or tonally, a 

resulting performance is more organic since units of musical material are grouped together, 

rather than separated, for understanding. To achieve further mastery, these grouped gestures 

should be broken down into smaller groups of two and three notes for optimal note reading 

accuracy.  
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8.2.3 Rhythm: Beat Placement 

Though this work doesn’t feature any rhythms particularly challenging for most college 

level students, its musical style requires nuanced understanding of rhythm and time. As stated 

earlier, the first movement, Wind Song, is inspired by a traditional East-Asian folk song. One 

might imagine this movement depicting the wind’s sound as it moves through trees. With this 

interpretation, a decision regarding the tempo and where in the beat the main pulse should lie 

needs to be made. The second movement, Slow Dance, has a jazz influence and implied 

backbeat feel because of Cohn’s use of syncopation. As stated earlier, the final movement, 

Polonaise, is a stylized courtly dance requiring a performer to play directly in the middle of the 

beat since Polonaise structure is based on a strict, clear cut phrase and tonal structure.  

There are several methods for practice in playing in different parts of the beat that do 

not require an instrument. Many metronomes have settings that provide various rhythmic 

grooves with which students can play to feel the beat. More effective, though, is coaching a 

student to move through the beat in the way they feel is appropriate for the music. This can be 

uncomfortable for a student to do in a studio if appropriate rapport has not been established. 

Ideally, dancing is optimal because of its requirement that the entire body is involved. 

Conducting also works well because clarinet students are already used to creating with their 

hands, but may not be familiar with the larger motor skills required for larger movements in 

time that they can use to understand their fine motor skills. Any type of large body movement 

is suitable so long as students are actually learning to feel the pulse rather than simply “think” 

it. 
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As mentioned, conducting is an effective method to use to help the student feel the 

placement of the beat. With a metronome playing, ask a student to conduct the beat according 

to how they believe the music should sound. Often students will become very tense when 

trying to conduct in a fast tempo, so advising students to use only their hand, rather than the 

whole arm, will help. Another helpful activity is to decrease the metronome speed by half, 

adding the sixteenth note subdivision so that a student may feel how much time actually exists 

between the beats. Understanding this spacing better will often help students realize how 

much time really exists between the beats, which is often much more than they perceive.  

Each movement will require a student to move and conduct in very different ways, 

ideally leading to fruitful conversations about why a student might choose gestures that they 

did. Following these conversations could be a discussion regarding how to translate that style of 

movement to the instrument with the music. Students could also practice dancing and 

conducting while listening to recordings and watching other performances. Additionally, 

students should dance and conduct through each piece they play to better understand the 

character and style of the music.  

 

8.2.4 Phrasing: Style 

As mentioned earlier, Cohn’s Three Pieces presents an opportunity to play different 

styles of phrases within a single work since each movement has a different musical influence. 

Cohn wrote a flowing improvisatory movement, a soulful vocal movement, and a precise 

stylized dance, allowing for dialogue with a student regarding how to make each movement’s 

phrasing varied and stylistically appropriate. 
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Like many pedagogical concepts in music, phrasing can be subjective; however, if 

students understand general patterns or concepts, phrasing may be approached objectively 

rather than subjectively. Because the first movement is based on a song that does not have 

regular phrase structure and is more improvisatory in nature, a student may be instructed to 

define each phrase. This can be done by photocopying the work three times, marking different 

possibilities for phrasing (learned in other unaccompanied works mentioned in this document) 

with colored pencils, and marking phrase shapes and apexes in order to work through each 

phrase to craft a convincing emotional interpretation of the work.  

The second movement, ‘Slow Dance’, is vocal and jazz-influenced in its melodic material, 

enunciated through stylized articulations and implied chord progressions. Though the basic 

skills described earlier to define phrases may be used, a student will need to determine the 

effect of jazz style upon phrase shape and interpretation. Since jazz-inspired phrases are 

typically intended to sound more vocal in nature with varied articulation sounds and effects, 

the climax of phrases cannot be determined according to the traditional means highlighted 

previously in this document. Instead, articulation markings serve as a roadmap indicating which 

gestures belong with which. Because the movement is vocally inspired, an obvious solution to 

mastering phrasing style would be to actually vocalize the line, or at the least speak the rhythm 

with articulations. Below is the first phrase of the movement. With only the rhythmic values of 

the work (see Exercise 8-1), a student and teacher, working together, may develop a vocabulary 

of sounds that correlate to each unique articulation marking. A student and teacher should 

experiment using a variety of different kinds of syllables available which may include those that 
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sound similar to the articulation they want to achieve on the clarinet such as ‘teet’, ‘deet’, 

‘toot’, or ‘doot’. 

FIGURE 8-3: Cohn, Three Pieces for Clarinet Alone: Slow Dance m. 1-5 

 

EXERCISE 8-1: Rhythm of Cohn, Three Pieces for Clarinet Alone: Slow Dance m. 1-5 

The final movement, ‘Polonaise,’ is a stylized courtly dance in the late Baroque or early 

Classical style.69 Its phrase structure generally follows the short-short-long sentence structure 

expected from this traditional genre of music, allowing a student to utilize traditional 

interpretive techniques in determining the phrase structure for this movement. Students may 

apply the conceptual ideas discussed earlier to determine phrase structure for this movement.  

  

                                                      
69 “Polonaise,” Peter J. Burkholder and Donald J. Grout, A History of Western Music, 9th ed. (New York: W.W. 
Norton, 2014).  
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CHAPTER 9 

THIRD AND FOURTH YEAR UNDERGRADUATE: ZANELLE (2009) BY VIET CUONG (B. 1990) 

9.1 Composer Background 

Viet Cuong (b. 1990) was raised in Marietta, Georgia. His works have been performed on 

six continents. He currently holds the Daniel W. Dietrich II Composition Fellowship at the Curtis 

Institute for Music. Prior to this, he received an M.F.A. from Princeton University as a 

Naumburg and Roger Sessions Fellow and studied with such notable composers as Steve 

Mackey, Donnacha Dennehy, Dan Trueman, Dmitri Tymoczko, Paul Lansky, and Louis 

Andriessen. Cuong has held residencies at the Yaddo Artist Retreat, Copland House, and 

Atlantic Center for the Arts in addition to numerous other awards and honors.70  

Cuong’s compositional style is characterized by its rhythmic intensity and use of the 

additive variation technique by which he slowly transforms the melodic ostinati that comprise 

much of his primary compositional material. His work, Zanelle (2009) is a programmatic work 

for which Cuong wrote the following: 

A Zanelle is a piece of artwork painted by a robot or machinery. Unlike other forms of 
machine-made artwork, a Zanelle is created with actual brushstrokes and paint. It is 
fascinating to watch a machine alternate quickly between sharp, jolting gestures and 
fluid brush strokes. Even though it occasionally pauses to reapply paint to its brush, the 
machine maintains a sense of rhythmic propulsion and effortless pacing. My piece 
Zanelle therefore not only reflects a finished piece of artwork: it also narrates the 
process in which the art was created.71 

70 “Biography,” Viet Cuong Website, last modified June, 2017, accessed November 28, 2017, 
http://vietcuongmusic.com/about. 
71 Viet Cuong, Zanelle (New York City: Viet Cuong Music, 2009).  
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Zanelle poses advanced technical, range, and expressive challenges for a clarinetist to 

surmount in order to perform the work convincingly. Development of consistent tone 

production at the extreme fortissimo and pianissimo dynamic levels is paramount. Extended 

technical and expressive passagework with difficult articulation and voicing demands 

throughout all registers requires advanced strategies for technical practice and analysis. Major 

rhythmic challenges center on constant meter change from duple subdivision, to triple 

subdivision, to mixed meter, and back again.  

 

9.2 Challenges 

9.2.1 Tone: Consistent Voicing Over Large Leaps 

At the advanced college level, it may be assumed that a student can comfortably and 

consistently produce a balanced tone full of color and overtones throughout the range of the 

instrument. However, it is likely that playing large two octave leaps at Zanelle’s marked tempo 

of quarter note equals 160 will pose a challenge to any player. Additionally, students may not 

have ample experience exploring the outer limits of their dynamic palette. Zanelle provides not 

only an opportunity to work through all of these challenges but requires that a clarinetist 

execute a staccato articulation on all notes at extreme dynamic levels (see Figure 9-1) and fast 

tempi.  
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FIGURE 9-1: Cuong’s Zanelle m. 27-36 

 
As observed above, measures 27-36 require execution of staccato, articulated two-

octave leaps at piano and forte dynamic levels, in a mixed-meter time signature, at the marked 

tempo of quarter note equals 160. Though a student approaching this work will have 

presumably practiced large leaps already in other works as well as in technical etudes and scale 

practice, a student may not have encountered articulated large leaps in a fast tempo with 

deliberate and exaggerated dynamic considerations. Though much repertoire requires some 

combination of these characteristics, few require all of them simultaneously. In order for all of 

these foundational aspects of clarinet playing to be executed successfully, consistently, and 

simultaneously, a student must understand how to consistently engage the support mechanism 

at all times to produce a beautiful, full tone free from adverse embouchure engagement such 

as excessive lower jaw pressure or pinching. This can be achieved through mastery of different 

types of exercises including third octave scales at the piano, pianissmo, mezzo forte, forte, and 

fortissimo dynamic levels concentrating on smooth connection between notes created by the 

flowing air.  
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Addressing voicing before the other skill requirements in Zanelle ensures that air 

support is in place while also training the student to perceive optimal tongue placement for 

extreme skips. Exercise 9.1 is designed to address large leap voicing control.  

EXERCISE 9-1: Exercise for the voicing of large leaps 

 
Students could apply this exercise to any passage in any piece featuring large leaps at a 

fast tempo. A metronome should be used to gradually increase tempo, beginning at half of the 

desired tempo and continuing to the notated tempo. As mentioned previously, keeping 

detailed and accurate record of each tempo increase is paramount to reaching the goal tempo. 

Students should be careful not to rush this process, taking care to perform consistently at one 

tempo before moving to a faster tempo. Once a desired tempo has been reached, a student 

should add the additional layer of practicing at various dynamic levels while maintaining 

appropriate voicing and air support. The equally difficult articulation challenge is addressed in 

the following section. It is worth mentioning that, as works increase in difficulty, they often 

incorporate many different challenges into one passage, making it even more important for a 
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student to be able to identify the various challenges and separate them if necessary to achieve 

mastery.  

 

9.2.2 Technique: Developing a Healthy Staccato in Large Leaps 

A student approaching this work would likely already know many traditional methods 

for evaluating and practicing technique. Additionally, a student would likely have a strong grasp 

of basic technical rudiments, including scale and arpeggios patterns in all major and minor keys. 

It is the simultaneous combination of skills required to perform this work that make it 

challenging. Large leaps and voicing having been previously addressed; the most pressing 

technical issue here is the acquisition of crisp staccato.  

Staccato is one element of clarinet performance already explored by a wealth of 

resources. What lacks in these resources, however, are exercises designed to improve ease of 

production of staccato in all registers and over large leaps with accompanying explanation. 

Before moving into Zanelle, it is useful to review the process of achieving a crisp and unforced 

staccato articulation.  

As with any articulation on the clarinet, the root of healthy staccato is in efficient air 

support. Without sufficient air support, the air pressure required to produce the characteristic 

spark of the articulation is not possible without using other unhealthy means such as excessive 

upward jaw pressure. Articulation is produced by gentle, momentary interruption of the 

vibrations of the reed by the tongue. What delineates staccato articulation from one’s default 

articulation or legato articulation is the amount of time the tongue spends on the reed. To 
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describe this in terms of actual time would be almost impossible; it makes more sense to 

describe it in terms of the type of articulation syllables used to produce it.  

To effectively and consistently produce staccato articulation, a clarinetist must choose 

articulation syllables that produce the desired tongue motion, sound, and style. In woodwind 

pedagogy we often consider only the beginning of the note. However, in creating an effective 

staccato, we must also consider what the tongue does at the end of the note. The “TEE” 

articulation is often used to create a default articulation that has an open ending, allowing 

vibrations of the reed to sound until the next interruption by the tongue. Conversely, the 

“TEET” adds an additional ‘t’ at the end of the articulation syllable, allowing a clarinetist to hear 

the end of the articulation as well as the beginning. Hearing the ending of the “TEET” indicates 

that the amount of time the tongue is on the reed is significantly longer than with the open 

“TEE.” The increased non-vibration time of the reed creates the characteristic separation of the 

staccato articulation required in Zanelle as shown in Figure 9.2. 

 
FIGURE 9-2: Cuong’s Zanelle m. 28-36.  

 
As stated earlier, the combination of the staccato articulation challenge with the large 

leaps posed here is demanding for a clarinetist of any level to achieve successfully. Experienced 

woodwind players have a variety of devices that they may use to achieve success in a passage 

such as this, but when utilizing Zanelle as a teaching tool, it is important for undergraduates to 
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learn to navigate such challenges in this work, as well as others like it they may encounter. The 

large leaps and common resulting voicing issues are addressed in the first section of this 

chapter. Exercise 9.2 is designed to address the added articulation challenge.  

EXERCISE 9-2: For the development of ease in staccato articulated large leaps  

Students should practice this exercise in a variety of different tempos ranging from as 

low as 50 bpm to at least 144 using the “TEET” syllable. More advanced students might strive to 

work the tempo up to 160 or 180. Though written in half notes and quarter notes, the exercise 

should be practiced until it can be read with one large beat per bar, making the quarter notes 

feel as fast as sixteenth notes. Students should be careful not to increase the tempo of this 

exercise too quickly because the goal is speed over time only after voicing has been perfected. 

Students may then begin to play this exercise in different keys and with chromatic steps rather 

than major or minor patterns. The goal is not perfection of voicing, though it also should be 



66 
 

consistent, but instead the acquisition a healthy staccato over a large leap. Students should be 

aware of maintaining a high and forward tongue position, avoiding excessive tension in the 

throat and chest. Consistent support from the core should provide the foundation for this 

exercise. Additionally, the movement of the gentle movement of the tongue should not impede 

voicing; only the front of the tongue moves in articulation. If the tongue is moving enough to 

affect voicing, then the student should practice the exercise first without the staccato, in a 

slurred manner to be sure voicing is optimal for the range being played.  

 

9.2.3 Rhythm and Phrasing: Developing a Process to Learn, Practice, and Make Musical 
Decisions 
 
At the late undergraduate level of development, a student will likely be able to precisely 

decipher rhythmic figures. To reiterate, a major challenge of Zanelle is the change in time 

signature that occurs regularly and at a very fast tempo, combined with staccato articulation 

and large leaps.  

In order to practice the challenging rhythmic aspects of this piece, two specific 

techniques are recommended. The first is to create a rhythmic practice sheet containing the 

least familiar rhythmic figures from the piece collected in one place. A student should make 

several copies of this sheet and practice writing in the rhythmic “syllables”. Next, a student 

should practice chanting these rhythms daily with a metronome starting at 50 moving to 144 

set to the eighth note, as well as performing them on a singular note on the clarinet in order to 

increase effectiveness with the same tempos. Finally, the student should make at least three 

additional copies of the entire piece on which to write the rhythm syllables to practice chanting 

and performing on one note.  
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After rhythmic challenges have been examined, and a practice plan to remedy any 

rhythmic deficiencies has been made, a student should undertake an analysis of the work’s 

form. Students should first look for the largest sections of the work by identifying similar 

materials likely present in a sonata form or a repeated theme as in a rondo form. Then the 

phrases of each large section should be defined, identifying the climax of each section. After 

defining the form, a student could practice the following sequence, outlined in Exercise 9.3., on 

a daily basis.  

EXERCISE 9-3: Step by step process for breaking down difficult passages of music 

1.) Choose a passage of music no longer than eight measures.  

2.) Set a metronome to half the marked tempo, and chant only the rhythm with 
preferred rhythmic syllables. Ideally, repeat five times without directly 
reading the rhythmic syllables. If the passage is particularly troublesome, it 
may be helpful to add a step simply reading the syllables for familiarity 
before chanting them without reading the syllables. 

3.) Play the chanted rhythm on one note five times while thinking the rhythm 
syllables.  

4.) Chant the names of the notes in rhythm five times. For flats add the suffix “-
eef” to the end of the note, and for sharps, add the suffix “-ese.” 

5.) Chant the names of the notes in rhythm while fingering the notes five times.  

6.) At half tempo, play the passage five times accurately and precisely. If a 
mistake is made, stop and reduce the tempo by five.   

7.) If there is a fingering-based problem, go back to Step 3 and repeat, adding a 
step wherein pitches only are played without the written rhythm. Pitches 
should be played in order as half notes, then quarter notes, then eighth 
notes and then triplets to isolate any technical or finger motion based 
challenges.  

8.) Once the selected passage can be performed reliably, add the articulations to 
the passage, and practice the passage five times in a row perfectly for 
consistency. If there are many different kinds of articulations that are 
confusing, a student may begin by slurring the entire passage, adding in one 
articulation at a time until all are added. The passage should be repeated five 
times again. 
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9.) Add in the dynamic and shaping elements of the work. Based on the 
preparative analysis done before playing or practicing the work, a student 
should understand the overall form, the large sections of the work, and the 
phrases of each section. Using that information, a student should use 
another copy of the music to mark the high points of each large section, 
deciding where the ultimate climax of the work is, and creating phrase 
markings appropriate for the desired shape. Finally, a student will tie 
everything together by playing the passage through five times with all correct 
rhythms, pitches, articulations, phrasing, and form considerations.  

10.) Finally, increase the tempo incrementally. This is done by playing the 
passage through five times correctly, increasing the tempo by ten clicks, 
playing the passage once, decreasing the tempo by five, and playing the 
passage again five times correctly. This process is repeated until the desired 
tempo is achieved.  

11.) Repeat this process for all passages that contain unfamiliar rhythms or 
time signatures and for meticulous preparation of any work of any level.  

Because of the sequential nature of this exercise, it will be most effective for an 

undergraduate student to work through a passage of moderate difficulty under the direction of 

the teacher first before continuing to learn the rest of the work independently. Because the 

level of a student who is most likely to perform this is more advanced, it is conceivable that a 

student might learn the work completely, playing passagework too fast and without rhythmic 

accuracy. It is essential to emphasize the importance of taking the step-by-step process 

seriously. Not only will the process encourage students to be honest about their abilities to play 

consistently and accurately, but repetition will also feed a student’s ability to focus, teaching 

them to practice more efficiently and to set clear practice goals for each session. With such a 

process familiar and established, a student can move into meticulously planned performance 

preparation. Students now have tools that prepare them for a career requiring advanced time 

management skills.  
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CHAPTER 10 

CONCUSION AND FURTHER RESEARCH 

10.1 Conclusion 

Music making has survived because it communicates emotional responses universally 

and creates shared connections between people. Though ensemble performance is a powerful 

experience, it does not provide the same liberty and creative empowerment as unaccompanied 

performance. As discussed throughout this document, the technical skill and mental focus 

required to perform alone provide a special opportunity to explore the unique properties of 

unaccompanied music as well as the clarinet, which are impossible to explore in group 

performance alone.  

Since teachers are no longer the sole keepers of content, moving from content-based 

instruction to concept-based pedagogy is essential so that students learn to consider and 

interpret the larger ideas that surround content rather than the content itself. The result is 

transferable conceptual knowledge that can be used to understand a wider variety and depth 

of content. Unaccompanied repertoire provides teachers an opportunity to teach conceptually 

while emphasizing the importance of learning how to interpret real music such that they can 

produce emotionally effective performances without the safety of a collaborator or any 

accompaniment.  

This dissertation has provided a brief history and background of unaccompanied clarinet 

repertoire and concept-based pedagogy to demonstrate why unaccompanied music is the 

perfect vehicle through which to teach transferable musical concepts. Additionally, examples of 
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concept based pedagogy exercises and explanations were provided showing how tone, 

technique, rhythm, and phrasing can be worked on at different difficulty levels.  

What was discovered is that the simpler the repertoire level, the more specific kinds of 

exercises are necessary. As a difficulty level of the repertoire increases, so does performance 

capability and understanding of the student, allowing more universal solutions to be discussed 

and transferred between repertoire. As a student learns and assimilates basic skills, practice 

techniques, and solutions in the areas of tone production, technique, rhythm, and phrasing, the 

level of independent interpretation of the music increases. This allows the music teacher at the 

most advanced levels to act as a guide, offering repertoire-specific information that may be of 

interest in each piece. 

Skipping over concept-based instruction produces musicians who are not equipped to 

create independently. If students are merely mimicking what someone told them to do, they 

are not likely having as profound an experience as if they had produced the interpretation on 

their own, with guidance from a mentor. As a result, they cannot interpret music without a 

guide and cannot communicate effectively with an audience. If a performer isn’t connecting 

with the audience, and is merely reproducing a recording, there is no reason to attend a live 

performance. Without an audience, music performance as we know it will no longer exist.  

In order for our art to survive, we must strive to produce musicians who are capable of 

informed musical thought rather than creating students who are dependent on teachers to tell 

them how a piece should be performed. We need to provide students with tools to deciper 

music for themselves via guided instruction in transferable concepts. In an increasingly 
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information-based society, teachers must be able to provide students with something other 

than factual information or music education will also die.  

 

10.2 Further Research 

Suggestions for further research include an examination of the effect of concept-based 

pedagogy in the individual lesson over a period of time, a survey of current college-level 

professors of music concerning the prevalence of concept-based pedagogy in the applied 

studio, and a comparison of the effectiveness of concept-based pedagogy in the vocal, string, 

wind, and brass applied studio. 
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