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ABSTRACT 

 

 
Rudolph Jettels’ Der Vollkommene Klarinettist: 

A Pedagogical Analysis and Suggested Utility 

 

By 

 

Andriy Dyachenko 

 

 
An analysis of each of the fifteen short works found in the first volume of advanced etudes for 

solo clarinet comprising Rudolph Jettel’s Der Vollkommene Klarinettist, from a pedagogical 

standpoint, to determine a best application for each etude in the development and encouragement 

of specific technical and interpretive clarinet competencies. These analyses are discussed, and 

each etude examined for the specific musical and technical challenges posed by it. Solutions are 

offered for the instruction necessary to master each such challenge, with a general overview and 

advice as to how best to prepare and perform each etude in its entirety, once the individual 

problems have been overcome. Liberal use of examples from the music serve as illustrations, and 

are annotated by the author. 
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Introduction 

The materials gathered here intend to put forth a comprehensive method and tools 

addressing technical aspects of playing the clarinet.  Playing any musical instrument, including 

the clarinet, involves several different variables. These consist of the selection of the equipment 

and its maintenance, which can make for easy execution on the instrument; mental and physical 

preparation, which ensure the performer is capable of handling the stress and unforeseen 

challenges of a live performance; practicing and studying music, which ensures that the 

performer has very clear artistic ideas about musical structure and is imaginative with 

interpretation of melodic phrases; and having a set of technical aspects, or a collection of tools 

and exercises, which supports the aim of flawless interpretation and handling of musical ideas. 

Every one of these aspects is very important, but technical efficiency is indispensible. No matter 

how imaginative the musician, how well thought through his or her musical ideas, or how great 

the mental and physical readiness, all would be in vain without solid technical groundwork.  

The method of mimicking the teacher, which is very well represented by the Suzuki 

Method, can be extremely beneficial to beginners and younger professionals. It allows the 

student to develop good taste in sound and proper phrasing, as well as to see and hear a live 

example of high level proficiency. It also teaches the student consistency and a work ethic.  

Later in their musical careers it is very important for students to have a clear understanding of 

how and why specific passages in music should be practiced. Without that knowledge, and 

without a developed methodology, it is nearly impossible to be self-sufficient as a professional.  
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Once a player is on his or her own with no guiding teacher, being without a set of tools 

and a methodology to address technical difficulties will make the process of learning and 

perfecting one’s craft arduous and time consuming. At that point, when the volume of new music 

one faces grows larger and the time between performances becomes shorter, efficiency is an 

invaluable must. The methods and exercises discussed in this document are fashioned to create a 

self-sustaining method of practice which is time efficient and effective. It provides an individual 

with a toolset which they can use independently to address any technical issues found in the 

clarinet repertoire, both for orchestral and solo performance.  

This document is divided into three main parts. Part I creates a set of preliminary 

exercises. Those exercises create a backbone for later more intricate and specific tools discussed 

in Parts II and III and familiarize the performer with most basic concepts of technique. Part II 

focuses on the First Volume of Rudolph Jettel’s The Accomplished Clarinettist etude book for 

clarinet. The reason why Jettel’s studies were chosen specifically is simply because they are 

extremely difficult and provide many examples of technical challenges for even a well-prepared 

professional. To simplify the discussion, each etude is assigned a few particular problems that 

are resolved through the application of specific tools or exercises.  

 

 

 

 



 

3 

 

Lastly, several etudes are used as examples and employ a combination of previously presented 

tools. These etudes summarize the approach and provide an overview of all the exercises and 

techniques discussed in the document previously. Part III selects particular orchestral excerpts 

and solo passages from the clarinet repertoire to illustrate how methods and specific exercises 

from Part II can be used during preparation for an audition, an orchestra concert or a solo 

performance.  
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PART I 

SCALE AND ARPEGGIO TECHNIQUE METHOD 

The ideas behind the assembling method presented in this section are to develop dexterity 

using intervals not exceeding a perfect fourth; to provide a backbone for approaching technical 

passages and exercises forthcoming in Part II; to introduce less common interval combinations 

and harmonic outlines for training the ear; and to cover all possible combinations of previously 

mentioned harmonic outlines and intervals not exceeding a perfect fourth. The purpose of this 

assembling method is to present a harmonic and technical groundwork for approaching difficult 

passages in the clarinet repertoire generally and Jettel’s studies specifically.  

  The reason for concentrating on the intervals not exceeding a perfect fourth is a 

physiological one. Any large interval on the clarinet requires a careful assessment of the throat 

movement and tongue position. It is a common practical trap that a player drastically changes the 

dimensions of oral cavity to reach the second note in a large leap or lowers the tongue position in 

order to avoid a “pinchy” or “shrieking” quality of the sound in the upper register. This results in 

a hollow, throaty quality of the sound and even flatness of the pitch. Another common mistake 

when executing a larger leap is to pinch the reed with the lips, applying extra pressure 

horizontally primarily with the lower lip. This misstep, in combination with backing off the air 

stream, results in squeaking and an even more shrieking sound quality.  

Even advanced players, when pressed for time, sometimes tend to overlook these traps in their 

chase to make things work on the spot. Dealing with smaller intervals in a scale or arpeggio 

setting eliminates the traps and difficulties associated with larger leaps.  
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Resolving the problems associated with throat and tongue position will allow the player 

to pay more attention to issues of dexterity, namely, concentrating on smoother connections 

between adjacent notes, maintaining the evenness of the fingers and a constant air support 

without fear of missing the large interval, keeping a close hand position, and developing finger 

speed. Focusing on smaller intervals also ingrains good habits, such as keeping a stable tongue 

position since changes from note to note are not very drastic, and having good control over 

minimal throat movement since register changes are much more gradual.  

The basic outline of the majority of technical passages is rooted in a simple scale or 

arpeggio. Any run or lengthy stretch can be broken down into bits and pieces of these most basic 

building blocks of technique. Let us examine a random spot from an etude by Jettel and an 

orchestral excerpt. Just the first bar of Jettel’s first etude provides such an example. The first bar 

is a basic outline of the harmonic version of f-moll, which, accidently, is the tonality of the 

whole etude. The first four notes are in order and the first seven notes are still a harmonic f-moll 

with exclusion of Ab, F and Db (mid-register). G, E C and Bb could be also interpreted as a 

dominant seventh chord built on C.  
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Now consider an example from the orchestral repertoire. The third movement of Rimsky-

Korsakov’s Capriccio Espagnol provides a good example. This famous clarinet excerpt used in 

almost every clarinet audition is eleven after letter “K” to six before the end of the movement. It 

is easy to decipher the two main areas: mm. 1-2, 5-6, 9-10, 13, 15 (which shall be called section 

I) and mm. 3-4 14 16 (which shall be called section II). Section I presents an outline of a C major 

triad: C, E, G. Section II, in turn, is an outline of a B diminished triad: B, D, F. If the player has 

an intimate knowledge of these basic building blocks through daily exercises, then practicing and 

performing these excerpts should not be a difficult task.   
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Both examples, from the etude and the orchestral excerpt, provide an indisputable 

illustration of the importance of the most basic technical building blocks: scale and arpeggio. 

This points to the importance of having intimate knowledge and emphasizes maintenance of 

thorough command of those most simple ingredients of technique. 

Many commonly used clarinet method books partially address awareness of scales and 

arpeggios, but there are several issues in organization of those methods. Such examples as Yves 

Didier’s Gammes Du Clarinettiste, Klose’s Method for the Clarinet or J.B. Albert’s 24 Varied 

Scales and Exercises for Clarinet quickly introduce large intervals to the mix of exercises 

without properly easing into them. As was discussed previously, leaps add several other 

physiological aspects, which shift the focus away from basic techniques and may result in the 

cultivation of incorrect habits.  

In other words, the transition from simple concepts, explored in playing small intervals, to the 

more complex concepts, as in playing leaps, is too rapid and has the danger of creating future 

problems.  

On the other hand, method books like Baermann’s Complete Method for Clarinet: Third 

Division, Paul Jean-Jean’s Vade Mecum Du Clarinettiste and Jacques Lancelot 25 etudes faciles 

et progressives focus very thoroughly on the simple intervals and provide a study that slowly 

transitions to larger leaps. However, these authors skip over the introduction to more complex 

harmonic language, which is vital not only for sight-reading, but also for understanding and 

dealing with phrasing and harmonic outline of the melodic lines.  
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The main focus of these methods is on the basic major and minor triad relationship with an 

occasional introduction of dominant seventh chords.   

It is not to say that all these method books are inadequate or unimportant. They have 

many merits in developing technical proficiency and providing important introductory 

knowledge in dealing with technical passages. But there is a better and more efficient way of 

introducing complex harmonic structures while focusing on simple intervallic relationships. 

These concepts are presented by the method provided in Part I of this document. The method is 

organized by pitch instead of tonality. This type of organization forces the player to pay more 

attention to intervallic relationships within chord structure as well as to provide the ear with 

flexibility in identifying the chords and their harmonic outline. Among more complex harmonic 

structures used in this method are different versions of seventh chords.  

The organization of seventh chords is based on two main factors: the quality of the triad and the 

quality of the top interval. For example, a dominant seventh chord is presented as a major triad 

and a minor third between the fifth and seventh scale degrees. Therefore, it is labeled as 

“major/minor” in the context of the exercise. At the same time, the method presented in this 

document embraces more common intervallic structures like major and minor scales and major, 

minor, diminished and augmented triads. It is recommended that the player select only one or 

two pitches per day to avoid getting overwhelmed and rushing through the exercises, rather than 

focusing on the quality aspect of playing them. Each following day, the player should pick one or 

two different notes until the whole rotation cycle is completed by playing through all the pitches. 

Also, with the first play-through, or during the first stages of practice, exercises should be played 
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legato or slurred. This ensures that the scales and arpeggios are even and without any speeding-

up in easy stretches while slowing down in more difficult passages.  

When the player uses the tongue to articulate in these exercises, the rhythmic finger 

imperfections could be hidden by an effective and even articulation. Later on, after the player has 

mastered evenness while performing the exercises, articulations could then be introduced. There 

are specific articulation exercises that develop good coordination between tongue and fingers. 

For further discussion see Etudes N. 9 and 14. Suggested articulations for these exercises are: 

separated articulation, tenuto, marcato, staccato and staccatissimo.  

The tempo for these exercises may vary from eighty beats per quarter-note to a hundred 

and forty beats per quarter-note, as well as faster tempos if needed. The tempo should be raised 

gradually, providing the player with controlled and flexible technique. Use of a metronome is a 

must! Keeping a consistent rhythm provides the player with discipline and allows one to keep a 

constant speed without any problem.    
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PART II 

JETTEL’S ETUDES: ADDRESSING TECHNICAL CHALLENGES  

 

INTRODUCTION 

 There are two main approaches when it comes to practicing. The first approach is to 

make a passage more difficult for the player in order to “overcompensate” for the amount of 

difficulty it presents. The player makes a passage more difficult and then steps back into an 

actual way it is supposed to be played and it seems comfortable. The psychological aspect of this 

method is very important since all of a sudden player gains a level of confidence and reassurance 

of his/her ability to play challenging passages with ease.  

The second approach is to raise the level of difficulty gradually until the passage is up to 

the desired level of proficiency. In this method player slowly reaches required the goal without 

being overwhelmed with the particular challenge the passage provides. It is very important to 

raise the bar slowly so that the transition into the required aptitude of the passage is reached 

gradually without the player even noticing the improvement. Another variation of this 

philosophy is to simplify the passage and then steadily making the passage more difficult. Both 

of these philosophies or a combination thereof is presented by the exercises and methods 

discussed in Part II. 
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Etude N. 1 

 Etude N.1 consists of two thematically distinct sections that present different challenges 

for a performer. The A/A’ section (mm. 1-10; mm. 73-80) concentrates on juxtaposition of the 

different beat subdivisions while making sure that the pace and tempo stay stable throughout the 

section. The middle B section focuses on a continuous string of arpeggiated sequential triplets. 

For practice purposes all ornamentations should be omitted until final stages. 

The first step is to create a clear plan for the general subdivision of each beat. This should 

be done by isolating the first notes of each subdivision and creating a duplet or triplet outline of 

the whole passage (Example 1). Isolated notes in Example 1 are marked with tenuto markings. In 

order to avoid confusion a single note value should be chosen for subdivision and even longer 

note values like half note should be subdivided. In this particular instance eighth notes are the 

most obvious choice. The entire section A/A’ should be divided into two and three bar groups 

and practiced with the metronome at a slow tempo, at least ten clicks below any given tempo, in 

order to instill the subdivision change (Ex. 2). Spots where larger beat subdivisions are broken 

into different sub groups are especially challenging (Ex. 3). The larger beat should be isolated 

from the bar; in this case a full quarter note and a metronome should be set to count eighth notes 

of the triplet. It is a good idea to slightly accent the strong beats in order to enforce clear rhythm 

the way it is shown in Example 4. This strategy is especially useful in the spots where two 

complex subdivisions are tied over the beat as in bar seven between beats three and four.    
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Once the metric outline is clear, the whole section should be played in order to get down 

the overall pacing. When practicing the meter, one should avoid overly concentrating on the 

dynamics and phrasing; even though this might seem “unmusical”, precise execution of the 

rhythmically complex section would otherwise be jeopardized. It is advisable to go through these 

steps no less than five times to solidify the rhythm.  

After these first steps are taken the performer may concentrate on the melodic properties 

of the section without fear of losing track of subdivisions and botching its rhythmic integrity. 

Even if some freedoms are taken within the phrase, such as slight movements forward toward 

longer note values in bars 1-2 (Ex. 5), the underlying beat will remain true.  

The B section presents the challenge of keeping the runs very even, although 

rhythmically it is rather straightforward. The underlining beat subdivision is a duplet (Ex. 6). The 

triplets that subdivide each beat later in the section, starting in bar 39, can be grouped either in 

triplets or sextuplets. For learning purposes, the performer should group these runs into two, but 

no more than three, bars stopping on the downbeat of the following bar, if applicable.  

The purpose of adding an extra beat at the end of each two bar group is to create a link to 

the following group and thus create continuity when playing larger sections of the sixteenth runs. 

As mentioned above, the runs can be grouped in triplets or sextuplets which will allow a greater 

number of rhythmic tools to clean up those passages. In order to make these runs clean and even, 

the performer can utilize the alternating rhythm technique (Ex. 7). It is advisable to use all 

divisions in order to achieve a greater level of fluidity.  Each alternating rhythm should be played 

at least five times.  
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Once two or three two-bar groups are practiced they should be linked into one bigger section. 

During the learning process it is important to avoid playing longer stretches of music as it might 

create confusion and lower the chance of playing the passage without any mistakes.  
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Etude N. 2 

This etude is focused around an irregular subdivision of the beat, that is, more 

specifically, in sevens. It is a common practice among some players to split the beat into several 

common subdivisions. For example the beat subdivided in seven can be presented as four plus 

three or four plus three (Ex. 8); however, this practice is faulty as it creates an incorrect aural 

interpretation of the beat and can produce some major problems especially if applied in 

orchestra. Stravinsky’s Rite of Spring is one of the examples where dividing the beats into 

common subdivisions can lead to very grave results. 

There are several distinct tactics that a player may apply in order to conquer the task of 

correct subdivision in etude N. 2. First the performer can apply a clever tactic of tricking his ear 

into thinking of a regular separation of the beat into eight sixteenth notes while practicing 

evenness and applying it on a beat-by-beat and bar-by-bar basis (Ex. 9). Another way to practice 

the passage is to recite a seven-syllable word to reinforce the needed rhythm aurally and 

verbally.  

Choosing a word that stresses one or more syllables could destroy the evenness of the 

sevenths, so a seven syllable word such as “irresponsibility” will most definitely create a 

problem. The stress on the fifth syllable of this word will create a more likely subdivision in four 

plus three (Ex. 10). Better would be the Spanish phrase “Óle torero ole”. Its seven syllables, and 

the repetition of the word “ole”, will reinforce the accent on the first syllable of the phrase (Ex. 

11).   
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Yet another way of enforcing the subdivision is setting the metronome to a constant beat without 

accents. This should be the last tactic employed as it requires a string of notes no less than a full 

bar, but not exceeding two bar segments (Ex. 12).  

Once the general subdivision in seven is engrained the player can address another issue in 

this etude – rests and long note values (Ex. 13). It is advisable to fill in rests and long notes with 

the appropriate number of sixteenths in order to create the continuity of subdivision. The easiest 

way is to repeat the last note that was played before the rest (Ex. 14). After the whole etude is 

worked out the performer may go back to create an appropriate phrasing scheme without fear of 

jeopardizing the basic subdivision in seven. 
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Etude N. 3 

Although it is not particularly challenging rhythmically, Etude N. 3 presents two special 

difficulties: sequential patterns and arpeggiation of a whole tone scale. Although not as common 

in the Classical and Romantic eras, a whole tone scale in clarinet repertoire appears more 

frequently with such composers as Debussy - Premier Rhapsody and Messiaen - Quartet for the 

End of Time. Since these pieces are considered contemporary standards, it is important for the 

well-rounded performer to become acquainted with the technical difficulties arising from playing 

a whole tone scale. Learning to play sequential patterns depends in part on mastery of whole tone 

scales. 

The first passage of Etude N. 3 that utilizes a whole tone scale starts in bar five (Ex. 15). 

The scale uses arpeggiated segments but the pattern changes from one arpeggiation to the next. It 

is useful to compare the four ascending passages in bars five and six (Ex. 15). In the first 

sextuplet, the notes that are omitted are G#, D, G#. In the second it is a different set of notes – 

A#, E, G#, while in the third – D, A#, and in the fourth – F#, A#, D, F# (Ex. 16). Clearly there is 

no logical formula that can apply to all four passages. The tempo of the etude also makes it 

difficult to cope with sudden and “unorganized” changes. This requires not only becoming 

familiar with a straightforward scale but also with possible skips within the scale itself. This task 

is even more difficult on the clarinet where organization of overtones is “illogical”. Unlike the 

piano where each octave is visibly the same, or on other reed instruments where simple pressing 

of the register key resolves into an octave above a played note, on the clarinet pressing the 

register key gives out a twelfth above a played note.  
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This may result in confusion when approaching a scale with many sharps or flats or, in this case, 

a whole tone scale. The exercise provided in Example 17 addresses these challenges. The 

exercise may be written out indefinitely. During the last stages of practice it should be 

memorized rather than played using music. This will not only lead the performer toward 

technical flawlessness but will also train his mind to react quickly to changes using concepts 

rather than reading individual notes on the page.   

The matter of sequential passages (Ex. 18) is much simpler conceptually, even though it 

utilizes a whole tone and chromatic scales for its backbone. Once a single unit of the sequence is 

isolated, each element of the sequence should be practiced individually (Ex. 19). It is important 

to stop on the first note of the next unit of sequence because it creates a bridge to the section 

following and prevents the performer from stopping each time a new segment begins. Even when 

the continuity of the whole tone scale outline is broken it is still much easier to conceptualize a 

sequential pattern using the simple unit of the sequence (Ex. 19).  

Mastery over challenges seen in this etude will allow the performer to focus on the 

emotional content and concepts of the music itself rather than being locked into constant concern 

with the technical difficulties associated with whole tone scales. 
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Etude N. 4 

Etude N. 4 bears a similar issue of evenness that is addressed in the B section of Etude N. 

1, but it also introduces the new challenge of upward leaps. Because of acoustical phenomena, 

the upper register played at the same dynamic with an exact same speed of air will always sound 

louder than the lower register because of the higher frequency of the reed vibration in the upper 

register. Evenness is yet more difficult to achieve in Etude N. 4 given the Viennese waltz-like 

flowing nature of the music and the consistent placement of the top note of the leap on the 

weaker part of the beat (Ex 21). 

 There are several exercises a player should consider in order to achieve the fluidity of the 

jumps.  The most basic exercise is to fill in the jump with a scale (Ex. 22). The method described 

in Part I of this document directly relates to the challenge of a leap. In order to avoid any sudden 

drastic throat and tongue movement the leap should be filled with scale and/or with arpeggio. 

This is why it is important to familiarize yourself with all permutations within concept of scale 

and arpeggio.  

The beginning of the scale should be played forte with diminuendo towards the top. It is 

important to remember that the air speed should not slow down when approaching the top note 

but instead the amount of air should be lessened to achieve a softer dynamic. Once the dynamic 

and the air on the scale are secure the player should take out one or more notes from the scale 

thus creating an arpeggio.  
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This should be done while keeping the same evenness of diminuendo and focusing on the speed 

of the air. This action can be repeated several times until there are only two outer notes of the 

leap left (Ex. 23).  

Another way to practice smooth connection between two notes in the upward leap is to 

put a tenuto marking on the bottom note. Leaning into the first note will provide efficient speed 

of air and will “trampoline” the sound into the top softer note. However this exercise should be 

done only after the throat and tongue positions are secure. This approach could be combined with 

yet another physical exercise. The player should start in a sitting position on a chair playing the 

bottom note of the leap. As the player proceeds to the top note of the leap he/she should stand up 

while making a diminuendo to the top note (Ex. 24). This exercise has several important 

advantages. The player connects the physical act of standing up with the concept of “rising up” 

to the top note. The process of getting up tightens the abdominal muscles and ensures that the 

speed of the air remains very fast, while diminuendo makes sure that the top note does not shoot 

out. And the physical action of standing up takes one’s attention away from the embouchure and 

keeps the note relaxed and natural. This exercise should be repeated at least five times or until 

the player feels secure with a particular leap. 

 Another important concept when approaching the leap is stability of throat and mouth 

position, specifically lip pressure. One of the most common and effective exercises is an 

“overtone exercise”. As was mentioned in Part I the function of the register key is a bit 

counterintuitive on the clarinet.  
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Unlike most of the other woodwind instruments like oboe, flute or saxophone, pressing the 

clarinet’s register key results in a twelfth above the fundamental, as was discussed in Etude N. 3. 

The overtone exercise uses an outline of the first octave of a simple scale like F-dur. The first 

note is held for two beats while the top note is held for four beats (Ex. 25). The fingering of the 

note in the upper octave doesn’t change except for the register key. This allows the player to 

concentrate on the tongue and mouth position without being troubled by a drastic fingering 

change.  

It is important to make sure that both tongue and mouth positions do not change from 

lower to upper pitch. It is also a very good testing exercise. If the tongue is too low or the mouth 

is too tight the intonation of the upper note will consequently be too low or too sharp. It is a good 

idea to adjust the mouth and tongue position according to the upper octave pitch level and then 

make sure that the bottom note is played using the same embouchure setting.   

 After all the leaps in the piece are worked out, the etude should be practiced using 

rhythmic patterns in triplet subdivision to ensure the evenness of the running sixteenth passages.  

The method is the same as discussed in Etude N. 2 (Ex.26).  
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Etude N. 5 

 Etude N. 5 explores a problem of long leaps similar to the one in N. 4 only in a slightly 

different light. Even though smoothness is a key factor while moving through individual leaps, 

this etude is focused on highlighting the moving voice, which is almost exclusively contained in 

the lower voice (Ex. 27). The exercise that fills in the leap with a scale from etude N. 4 can be 

applied to this study as well (Ex. 22); however, because of the high density of leaps it might be 

too time consuming and inefficient to work through each and every leap in that manner. Instead 

one can create a version of a scale exercise and proceed by gradually taking out notes starting 

from the second to the top (Ex. 28).  

The scale should be constructed for each individual bar using all the notes in a bar to 

create a linear connection from the bottom note to the top (Ex. 29). The concept of continuous air 

through the leap and the exercise in Example 24 can be integrated into the scale exercise. If 

doing an exercise in Example 24 the player should stand up with each leap. This action not only 

has obvious musical benefits but will also provide a physical exercise so needed during hours of 

practicing while sitting down. 

The next step in practicing this etude should be to isolate the moving line from the 

accompaniment notes in the bar. As was mentioned above, the melodic moving line is 

predominantly confined to the lower voice (Ex. 30). It is a very good idea to play only the notes 

of the moving line for several bars (Ex. 31). Although it might be difficult to think of these 

outlines as a melodic line, the linear drive into each downbeat will help create direction and thus 

ensure continuity of the air.  
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It is important to note that in several instances in Etude N. 5 the registers are consolidated into a 

single moving melodic line instead of division into melody and accompaniment (Ex. 32). Once 

again the concern of the performer should be with the smoothness of connections between notes 

and continuity of the air stream. In order to practice this, the player should simply reconcile the 

registers to create one smooth line and practice it before splitting it up as written originally in the 

etude (Ex. 33). This technique is very effective and can be easily applied to many examples in 

the traditional clarinet repertoire, as in the Brahms Clarinet Sonatas. 

 Being able to isolate moving voices has irreplaceable value for single line instruments in 

modern as well as more traditional settings. In terms of compositional value it provides a 

sensation of polyphony or interplay between two distinct voices without having to resort to 

unsettling techniques of singing while playing or voicing chords.  
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Etude N. 6 

Let us use this etude to summarize some of the issues addressed in the previous five 

studies. Etude N. 6 could be broken down to illustrate an application of all learned principles in a 

single piece of music. The complex beat subdivisions that were addressed in Etude N. 1 can be 

seen in the following examples: m. 44, m. 46, mm. 48-49 (Ex. 34). These bars should be worked 

through with simplification of each individual beat in the manner suggested in the description of 

the A/A’ sections of Etude N. 1. However, since some of the rhythmic figures are somewhat 

more challenging than Etude N. 1, a performer might want to address each individual beat and 

subdivide into the smallest note value (Ex. 35). The next issue covers the constant even-running 

notes (Ex. 36). This is similar to the challenges in B section of Etude N. 1 and Etude N. 4 and 

should be practiced with the rhythmic patterns (Ex. 8). The sequences in mm. 29-30 can be 

worked through the same way as with the analogous sequential segments in Etude N. 3 (Ex. 37). 

Irregular subdivision in mm. 5, 41, 43, 45, 47 should be addressed using one of the methods 

discussed in Etude N. 2 (Ex. 38) 
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Etude N. 7 

The predominant figure in Etude N. 7 focuses on several important concepts of 

woodwind playing. On the one hand, the linear direction of the melody should not be obstructed 

by thirty-second rests in the middle of the figure; however, the rests should not be ignored and 

the silence, no matter how small it is, should be acknowledged as a part of the tension leading 

into the next note (Ex. 39). Such examples of the linear tension contained within the rests can be 

seen on a larger scale in the first movement of the Saint Saens’ Clarinet Sonata or Tchaikovsky’s 

“Dance of the Flowers” from Nutcracker. An example of the same concept on a smaller scale, 

which is perhaps more closely related to the figure in Etude N.7, is the excerpt from 

Tchaikovsky’s Symphony N. 5.  An attribute that makes the example of this concept more 

difficult in Etude N. 7 is the quick pace and thus a very fine balance between sustaining through 

silence while not neglecting it all together.  

In order to time the rest correctly the performer needs to have a very solid overall concept 

of the rhythmic figure. To achieve this one should simply fill in the rest with an extra note (Ex. 

40). I suggest replacing the rest with the same note as the eighth note of each grouping (Ex. 40). 

Another common technique is simply to rearticulate the note before the rest (Ex. 41). It is not 

important what note the player chooses to replace the rest as long as it keeps the passage simple. 

In the first stages I suggest rearticulating the note because it will provide a constant pulse and 

make the timing of the rest more accurate. Another advantage of filling in the rest with the same 

note values that surround it is that even after the note is taken out the aural memory will keep 

good timing without fear of over-stylizing the figure.  
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This technique will also help to keep the direction of the melodic line. Another strategy is to 

practice in larger four bar groups to get used to the overall phrasing. Choosing to prolong the 

note over the duration of the rest has an advantage of creating a more homogenous phrase-line 

but should not be done until the basic pulse is solid.  

The next step should be taking the “extra” note out and playing the excerpt with the rest. 

Here lies another challenge. Most frequently when the rest is at the end of the phrase or before a 

significant silence the last note is lifted “with air”. This means that the air is stopped without 

involvement of the tongue and therefore vibrations of the reed die out gradually. In contrast, 

when the rests are fairly quick and found in the midst of the phrase it is common to stop the 

vibrations by actively placing the tongue on the reed. This results in an abrupt cutting of the 

sound and is especially effective when the note before the rest is marked staccato. The concept of 

stopping air with the tongue is very important for clarinet as it creates an unprecedented clarity 

and control over the duration of each individual articulation. There are a few exercises that will 

help the player to grasp this concept. A first exercise can be completed without the clarinet. The 

player should exhale the air while forming the vowel [oo] with his lips as in word room. Next, 

without stopping the exhale he/she should completely seal the opening of the mouth by placing a 

finger or the palm over the mouth opening. It is extremely important not to stop the air while the 

opening is closed with the hand. A player should feel a sensation of pressure created behind the 

hand while the opening of the mouth is sealed. The player should repeat the action by covering 

the mouth with the hand several times. In this exercise the hand takes the role of the tongue.  



 

74 

 

In the same way, the tongue placed on the reed seals the opening between the reed and 

mouthpiece and prevents the vibration of the reed while the air stream does not stop, but instead 

creates a kinetic pressure behind the tongue. After the concept is clear the player may try an 

exercise on the clarinet.  

At the first stage of this exercise it is vital to play longer notes as well as longer rests as it 

will force the player to pay attention to pressure during the silence (Ex. 42). Gradually the 

lengths of the notes and rests should be shortened and later the concept can be applied to the 

figure in Etude N. 7. It is also be a good idea to start practicing the figure slowly and then 

gradually speed up to tempo. 
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Etude N. 8 

 The two most prominent challenges that we could assign to this etude are: the evenness 

of running quadruplets and a long-leaping grace notes placed on the syncopated upbeat of the 

bar. The running quadruplets could be treated in the same manner as the sextuplets or triplets 

discussed in B section of 1. The rhythmic patterns applied to the group of four are a bit different 

from sextuplets or triplets because specificity of note grouping needs to be taken in account. An 

earlier example of addressing quadruplets can be seen in Etude N.6.  

Example 43 demonstrates the appropriate rhythms that could be used to perfect these 

passages. Similar to the previous discussion of Etude N.1, each individual group or several 

groups should end on the first note of the following section. It is a common misconception that 

applying a dotted rhythm especially in quadruple setting as one of rhythmic pattern variants 

would somehow improve the evenness. The problem in applying dotted rhythms is that a player 

is specifically trying to avoid the dotted feel between the notes. Even if one of the note lengths 

within a quadruplet is rushed or lengthened it creates exactly the semi-dotted appearance that 

player is battling and destroys the evenness of the passage. Therefore using dotted rhythmic 

pattern to work on the evenness of a running passage is not advised. Similarly to the method used 

in the B section of Etude N. 1, each group or grouping should be repeated at least five times 

before moving on. 

The next issue is leaping grace notes on the syncopated up-beats. Before diving into the 

grace notes themselves let us deconstruct the passage. First the feel of the upbeat rhythms should 

be enforced.  
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To do that the player should strip the grace notes and subdivide eighth notes into smaller values 

with accents on the beginning of an imaginary slur as it is shown in example 44. The next step 

would be setting a metronome to an eighth-note value while playing syncopated upbeats as 

written. This enforces a feel of a continuous sixteenth-note subdivision, highlighted in a first step 

of the exercise, while practicing placement of the upbeat.  

 After the underlying syncopated rhythm has been practiced the grace notes should be 

added. Timing in relation to the previous beat is an important factor when playing the grace 

notes. It is easier conceptually to imagine a grace note as an actual note value (Ex. 45). It helps 

with timing precision as well as consistency; every grace note is played in the same manner.  

Depending on the preference and/or musical ideas the grace notes may vary in length; however it 

is important that the initial accent comes on the principal note (Ex. 45). The leap itself could be 

practiced in the same manner as shown in Etude N. 4. 
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Etude N. 9 

 Etude N. 9 is fully dedicated to articulation. It is one of the two etudes (the second one is 

N. 14) in the book that does not have any slurred passages in it. The lack of specified articulation 

may imply that the performer may choose a specific type of articulation for the whole etude and 

work on it. In that sense those two etudes are the most recyclable articulation etudes in the book. 

Articulation is arguably one of the most fundamental and important attributes of wind playing 

and especially for a clarinet player. The precision with which a player approaches articulation 

not only defines the intermediate articulations within a passage, but also influences the ends of 

the phrases as well as the very first articulation of any phrase. 

 Each articulation may be divided into three main attributes: duration, speed and clarity. In 

turn, the quality of each articulation is defined by the beginning, the duration and the end of 

articulation. The following exercises will help the player develop control over the basics of 

articulation and its most common types. Each exercise can be split into several levels of 

difficulty in order not to overwhelm the player’s ability.  

The first attribute that should be addressed is clarity. Clarity not only defines the initial, 

first articulation but also guarantees the identical reproduction of each articulation that follows. 

The clarity of articulation consists of several factors including the air preparation and the correct 

placement of the tongue on a specific part of the reed. It is a common misconception that 

articulation starts when the tongue hits the reed. From an acoustical perspective, the sound and, 

in this case, the articulation, begins when the tongue is released or moves away from the reed. 

This means that when the tongue is in contact with the reed, it stops vibrating.  
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Air articulation is another gross misunderstanding of the mechanics of clarinet articulation and 

results in a characteristic scoop in the beginning of each articulated note. If sound is started 

without use of the tongue the air gradually speeds up from point of complete standstill. In turn 

the reed, which also is in a standstill position, begins to gain the speed and amplitude of 

vibration. Using the same logic, when the note is ended with air the reed gradually slows down 

until it does not vibrate. The pitch starts low because of the slow speed and amplitude of the reed 

vibration, goes up to an appropriate note pitch and then goes back down mimicking the speed of 

air applied to the reed. It is fair to note that there are instances when the performer is asked to 

start or end on a niente dynamic, but those instances most commonly involve longer note values. 

With the longer note, the performer has more time and control over the speed and the amount of 

the air speed and thus can adjust and cut the air supply without the use of the tongue and without 

any significant damage to the pitch. Since in Etude N. 9 the performer is dealing with rapid 

articulations and short note values, the diminuendo technique and the problems it presents are 

inconsequential.  

The exercise in example 46 allows the player to practice beginning notes with clarity and 

making sure that each articulation starts in the same manner. In order to get the most benefit out 

of this exercise the player needs to focus on several aspects. First, it is important to prepare the 

air before releasing the tongue off the read. The air should create kinetic pressure before the 

tongue is released. Second, the player should use only the very tip of the tongue and place it as 

close to the tip of the reed as possible.  
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Placing the tongue directly over the space between the reed and the mouthpiece will produce a 

chirping quality of articulation, while placing it too low will result in a thud. Listening is 

extremely useful in determining the correct placement of the tongue. The player should 

experiment and try to recreate a similar physical sensation when practicing this exercise (Ex. 46). 

Third, the player should take the clarinet out of his mouth during the rest and quickly place it 

back. This reset will make sure that the player pays close attention to the exact feeling for each 

articulation and properly sets the mouth before starting each note.  

The duration of articulation is defined by the time the tongue spends off the reed. The 

longer the tongue is off the reed the longer the articulation. The modified version of exercise 46 

with a metronome can be applied to practice different lengths of articulation (Ex. 47). In this case 

the air stream should stay unchanged and the length be controlled by the tongue. It is a good idea 

to utilize a metronome with quarter, eighth or sixteenth note subdivision to provide a precise 

length for each note.  

The speed of articulation is an important factor and should be constantly practiced. The 

tongue is a muscle and exercising it regularly will improve the player’s ability to the fullest 

extent. The exercise in example 48 is the most beneficial way to work specifically on the speed 

of articulation. Confining the exercise to one note allows the player to focus only on speed 

without distraction by other aspects of fingering and clarinet techniques. The choice of a 

comfortable register is also important in keeping the player focused on the task at hand (Ex. 48). 

The player should always start and finish in a slow tempo in order to cement the precision and 

control over articulations. The suggested tempo marking in the beginning is quarter equals 60. 
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When all the notes given in example 48 have been played, the player should start the exercise 

over while moving the metronome marking by 4 to 8 clicks depending on personal preference 

and ability.  Once the tempo “ceiling” is reached the player should go back to the original slow 

tempo. 

Another common problem that many players encounter is the flop sound between 

articulated notes. This issue is an outcome of poor coordination between fingers and tongue. The 

exercises given so far have used only a single pitch and therefore cannot address this issue. 

Playing articulated one-octave scales with rests in between each note can be a valuable tool when 

dealing with this problem (Ex. 49). When playing one octave scales the player should use very 

short stop tongue articulation. As soon as the sound on any given note stops, the player must 

quickly move his finger to the position of next note. As said previously this exercise should be 

done very slowly since it focuses on coordination rather than speed of articulation. A proposed 

starting tempo is 60 beats to one quarter note. Depending on the comfort and confidence of the 

player the tempo can be sped up later on. After sufficient control over articulation is reached, all 

the same concepts should be applied to Etude N. 9. In the first stages the etude should be 

practiced in two to four bar sections slowly, preferably using the technique described in exercise 

49. 

The ability to articulate clearly and quickly will not only contribute to brilliance in 

performance of solo works, but will also allow the performer to gain more control and greater 

comfort in an orchestral setting.  
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Etude N. 10 

 Last five etudes starting with N. 10 will be discussed using a complex approach. This 

means that we will apply a number of different exercises and techniques which were discussed 

earlier in Part II in order to resolve a whole complex of problems.  

 The first most striking attribute of Etude N. 10 is continuous strings of passages in 

triplet/sextuplet and quadruplet form. Triplet/sextuplet strings of notes can be addressed in the 

same manner as was shown in the discussion of B section in Etude N. 1. Different rhythmic 

patterns would be applied and practiced in the same manner (Ex. 50). Likewise, quadruplet 

figures should be worked through using similar concept of alternating rhythms but applied to 

quadruplet structures as was discussed in Etudes N. 6 and N. 8 (Ex. 51).  

 The rests as well as dotted passages exemplified in mm. 2, 7, 31, 47 should be worked on 

in the same way as it was done in Etude N. 7 (Ex. 52). Large leaps in turn should be practiced the 

same way as described in Etude N. 4 (Ex. 53), while the juxtaposed beat subdivision exemplified 

in measure 2 should be treated in the same manner as the A section of Etude N. 1 (Ex. 54).  
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Etude N. 11 

 Etude N. 11 exhibits the following challenges: evenness of quadruplet passages; large 

leaps and leaping grace notes; juxtaposition of beat subdivisions; irregular beat subdivision; and 

dotted or syncopated melodic line. 

Even quadruplets should be practiced in a similar manner as Etude N. 8; juxtaposition of 

beat subdivisions – in the same manner as A section of Etude N. 1; leaps and leaping grace notes 

should be treated the same way as discussed in Etude N. 4 and Etude N. 8 accordingly; irregular 

beat subdivision grouped into quintuplets – just as discussed in Etude N. 2 (Ex. 55); and dotted 

and syncopated lines in the same manner as Etude N. 8 (Ex. 56). 
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Etude N. 12 

 Etude N. 12 is mainly focused on triplets but also explores sequences, large leaps as well 

as slurs into next beat. Triplets should be practiced using alternate rhythms just as in the B 

section of Etude N. 1 (Ex. 57); sequences should be addressed in the same manner as discussed 

in exercises from Etude N. 3 (Ex. 58); strategies from Etude N. 4 should be applied to large leaps 

(Ex. 59); and notes slurred into the next beat in the same manner as syncopated rhythms in Etude 

N. 8 (Ex. 60). 
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Etude N. 13 

 Etude N. 13 has a pretty straight forward triplet/sextuplet oriented line but also has an 

overall melodic line revolving around a single pitch with lower neighboring tone (Ex. 61). The 

triplet/sextuplet should be worked through with alternating rhythms using same method as in the 

B section of Etude N. 1 (Ex. 62), while the melodic line should be practiced in the same manner 

as discussed in Etude N. 5 (Ex. 61).  
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Etude N. 14 

Issues in Etude N. 14 are analogous to problems with Etude N. 9. The methodology used 

in Etude N. 9 when approaching articulations is easily applied to this composition. The 

arpeggiated nature of the whole study is very much related to scale and arpeggio studies 

provided in Part I of this document. Another very important principle in Etude N. 14 is evenness 

of sixteenth notes. The method of alternating rhythms is very useful and should be applied in the 

same manner as it is shown in Etude N. 8. Another necessary concept is evenness of an 

unarticulated string of sixteenth passages. Because of the issues of tongue controlled speed 

discussed in the explanatory paragraphs of Part I, I recommend playing both Etude N. 9 and 

Etude N. 14 slurred when working on evenness of fingers.  

The reason for not mentioning this issue in discussion of Etude N. 9 was to concentrate 

specifically on tonguing exercises. Other variations of slurring and tonguing could be also 

applied to further the player’s technical flexibility (Ex. 63).  
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Etude N. 15 

 Etude N. 15 is very interesting because of a complex set of problems that it exhibits. First 

of all, Etude N. 15 is marked in one beat per bar and the complexity of beat subdivision 

including syncopated passages exemplified mm. 8-11 is a great candidate for an overview of 

methods discussed in Etude N. 1, Section A, Etude N. 3 and Etude N. 8. First, the sequence 

should be worked on in the same manner as shown in Etude N. 3, identifying and isolating each 

section of sequence individually. The next step is to decipher the outline of each quadruplet 

group and build it up until the full sequence is reached. It should be isolated and practiced as a 

2/4 time signature. Later, using a metronome, it should be practiced as 3/4 but the accent on the 

syncopated notes should be maintained in order to get the perspective of syncopation. The last 

step is going back to the original dotted half note metronome subdivision. This step by step 

systematic approach will insure a thorough control over this passage (Ex. 64). 

Next is an issue of evenness and correct timing of triplet subdivision of each quarter note 

within each bar. The slur should be taken out as shown in example 65, while the triplets 

themselves should be practiced using rhythmic patterns first discussed in B section of Etude N. 

1. That method should also be applied to eighth note sextuplets. 
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PART III 

APPLICATION OF METHODOLOGY IN ORCHESTRAL AND SOLO MUSIC 

 

 

 This section of the document discusses selected orchestral excerpts and passages from 

solo repertoire in regard to practice methods and tools described in Part I and Part II. All 

materials and examples provided in the two previous parts are to serve the purpose of producing 

complete control over technical challenges, in order to free the player’s ingenuity while 

interpreting the composer’s intent. Thus, a more complex approach to musical examples in Part 

III is divided into several sections: identifying difficulties that an excerpt or solo passage may 

exhibit; outlining a practice strategy and deconstructing the passage; and using specific tools to 

achieve technical proficiency, which allow the player to communicate musical intent and ideas in 

a clear and effective manner. In order to facilitate the complex approach described above, the 

player needs the intimate knowledge and proficiency of scales and arpeggios described in Part I, 

as well as understanding of the tools and exercises discussed in Part II. 
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L. Beethoven Symphony N.6, Excerpts 

 

 Beethoven’s Symphony N.6 is one of the most popular pieces in the repertoire for 

professional and student orchestras alike. It is also a regular excerpt found in almost every 

clarinet audition, regardless of position. Specifically, the excerpts that appear at the auditions are: 

the solo at the end of first movement (mm. 474-492, Example 1b); the solo in the middle of the 

second movement (mm. 68-77, Ex. 2b); and the melodic line from the third movement Allegro 

(mm. 122-133, Ex. 3b). Because of this popularity, these excerpts are excellent candidates for the 

application of the methods examined previously in this document. Let us first look at the 

technical issues exhibited in the first movement excerpt (mm. 474-492, Ex. 1b). The most 

evident challenge is the contrast between duple and triple subdivisions of the beat. It is important 

to note that while the clarinet is playing triplets in mm. 479-491, a bassoon has duple eighth 

notes underneath, so any inconsistency in rhythm will result in a consequential inconsistency 

between bassoon and clarinet, creating tempo and phrasing confusion. The duplet figure 

preceding the triplet passage in mm. 476-478 creates yet another trap, as a common mistake is to 

play then sixteenth notes as thirty-seconds, or part of the triplet-like subdivision (Ex. 4b). So, a 

first step might be to deconstruct the excerpt to bare minimal quarter note beats (Ex. 5b). This 

will not only help instill a constant tempo for the duration of the whole excerpt, but will also 

highlight the melodic outline for phrasing purposes (Ex. 6b). Thus, the ascending line B-C-D in 

mm. 476-478 resolves downwards into C – the beginning of the triplet passage. Also it highlights 

the ascending one bar sequence in mm. 480-482 and the diminuendo on the same note, G, in 

mm. 488-491. It is essential that the decomposed passage should be practiced strictly with a 

metronome set to quarter notes.  
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Secondly, the duplet and triplet passages should be separated, yet practiced at the same 

metronome tempo marking in order to instill a constant and consistent tempo for the whole 

passage. In order to achieve a correct and clear duplet subdivision in mm. 476-478, the player 

must not only revert to the shortest note value of sixteenth notes exhibited in those bars (Ex. 7b), 

but also practice them using rhythmic patterns for evenness (ex. 8b). It is important, as the player 

sets up the tempo in the opening of the excerpt (mm. 474-478), to feel the constant eighth note 

underneath the clarinet line, therefore filling in the rests with eighth notes is a good way to 

practice consistency of the tempo (Ex. 9b). The tactic of rhythmic patterns should also be applied 

to the triplet stretch (Ex. 10b); since as it was mentioned earlier, any variation in evenness from 

constant eighth notes or the tempo in mm. 479-491 will soon result in a “train wreck.” Another 

important thing to note is that the triplet passage outlines two basic arpeggios: G-B-D and F#-A-

C. If the method of scale and arpeggio practicing discussed in Part I is practiced, those arpeggios 

should not present any difficulty. The sequential motion in mm. 480-482 should be also isolated, 

and each segment practiced individually (Ex. 11b). This will give the player a better 

understanding of the implied melodic line within the passage. Once each particular technical 

issue is addressed, the bridging points of the excerpt should be practiced. The bridging sections 

are extremely important, especially in excerpts similar to the first movement solo, where 

differing rhythmic or melodic ideas are juxtaposed. Without addressing the points at which these 

sections connect to each other, the excerpt or passage will sound choppy, and its sections 

disconnected. It is highly advisable to practice those sections, as shown in example 12b, using a 

metronome set to mark quarter notes.  
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 The excerpt from the second movement of Beethoven’s Symphony N.6 is most 

commonly asked in order to determine whether the player has good internal rhythm during rests. 

The tempo is set up in the first bars of the excerpt, with longer note values (mm. 68-69, Ex. 2b). 

The most common issue is that those longer note values are played either too fast or too slow. 

The constant lull of sixteenth notes in the string parts underneath the clarinet line complicates 

this issue, as the solo continues in mm. 69-72. A similar challenge is presented in mm. 73-74, 

where a long note value is tied into the next beat. The recommended solution for this problem is 

to fill in longer note values, as well as the rests, with eighth notes (Ex. 13b). Setting one’s 

metronome to count eighth notes can be helpful; however, the continuity of the longer melodic 

line may be jeopardized. Therefore, most practicing, even with subdivided beats and rests, 

should be played with the metronome set to dotted quarter notes (Ex. 14b). The next issue is the 

evenness of the running sixteenth notes, in the passages at mm. 74-76 (Ex 2b). In order to 

achieve evenness and control, rhythmic patterns should be applied to both triplet and sextuplet 

subdivisions (Ex. 15b). After an appropriate level of control over the sixteenth-note runs is 

achieved, a strategy of deconstructing these passages for more melodic phrasing should be 

applied (Ex. 16b). It is a good idea to isolate the overall melodic line using nothing but eighth 

notes (Ex. 17b), but only after complete control over the rests, longer note subdivisions, and 

sixteenth note runs is achieved. 

The third movement solo in Beethoven’s Symphony N. 6 (Ex. 3b) can be very difficult, 

given the brisk tempo and light nature of the articulated passage in mm. 131-132. Once again a 

solid rhythm is very important to this excerpt, specifically in the places where notes are slurred 

into the downbeat of the next measure (mm. 123-126, 129-131, Ex. 3b). The first step is to 

address the issue of slurs while maintaining a solid rhythmic integrity.  
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The longer note values should be subdivided and the slurs taken out (Ex. 18b). It is also 

advisable to eliminate the two measures of articulated eighths so the player can focus primarily 

on rhythmic stability (Ex. 18b). Next, the player should isolate the two bars of articulated eighth 

notes (mm. 131-132, Ex. 19b). The run outlines a dominant seventh chord built on D (D-F#-A-

C), and appears in the method provided in Part I of this document. Since the passage uses 

constant note values grouped in sextuplets, using a rhythmic pattern for triplets and sextuplets 

should be used to achieve evenness of the passage (Ex. 20b). The patterns should be practiced 

slurred, in order to expose any rhythmic inconsistencies potentially hidden by a steady tonguing 

ability of the player. Staccato articulations in this specific excerpt have to be short, in order to 

illustrate the lightness and ease of the pastoral mood in this movement. In order for articulations 

to come out clearly, and without “finger flops” between the notes, the method of stop tonguing, 

with rests in between each note, should be used (Ex. 21b). Bridging this passage to the rest of the 

line is also important. In order to hold the tied A from the previous measure for the correct 

duration, I recommend taking out the slur into the downbeat of measure 131. This will help 

enforce rhythmic integrity, and even when the slur is returned, internal subdivision should 

prevail.    
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M. Ravel’s Daphnis and Chloe Suite N. 2, Opening Excerpt 

 

The opening of Suite N.2 by Ravel is another excerpt commonly found in auditions 

(#155-m.3 after #157, Ex. 22b). The task in this excerpt is to provide an atmosphere of water-like 

fluidity to establish the mood for the piece, while maintaining controlled command and evenness 

of the thirty-second note runs, which are passed back and forth between clarinets and flutes. The 

passage is marked pianissimo, which adds another level of difficulty, and without solid technical 

control it will be next to impossible to get the right dynamic and mood. The tradition of 

performing and playing these runs is with slightly stretched first and last notes of each passage, 

to enable a seamless connection between the flutes and clarinets. However, it does not mean that 

the steady tempo or the evenness of the runs can be neglected, as it will throw off the flute 

entrance and wreak general havoc in the woodwind section if not performed perfectly. The 

grouping of thirty-second note runs is by twelve, and provides a perfect opportunity to utilize 

rhythmic patterns. Since twelve is divisible by three, four, and six, all methods of rhythmic 

pattern subdivision can be employed (Ex. 23b). Once the groundwork using rhythmic patterns 

has been laid out, the passage should be practiced as written (but without the traditional 

stretching of the first and last notes). It is highly recommended to set the metronome to an eighth 

note subdivision, and fill in the rests with constant G’s, again to help instill a correct and 

unvarying internal pulse into the performer (Ex. 24b). This should have the desired effect of 

perfectly timed rests between the runs, which is vital, and especially so in an audition setting, 

since it may be supposed that the flute players on the audition committee will be imagining their 

own parts during those rests.  
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It is also advisable to start one’s practice at a slower tempo, say, the eighth-note set to eighty 

clicks per minute, and slowly work up to a tempo where the eighth-note equals one hundred 

clicks per minute, which is the desired tempo. Starting at a comfortable, slow tempo, and very 

gradually changing tempo to a faster metronome setting, speeding up no more than one setting 

on the metronome each time, will allow a performer to reach the desired tempo effortlessly, and 

perhaps without even noticing the changes in speed. Once that task has been accomplished, 

larger beat subdivisions of the quarter-note should be applied, in order to create both a feeling of 

forward anticipation and the larger arch to the runs. Attaining complete command of the 

technical aspect of these thirty-second note runs in the opening passage of Suite N. 2 by Ravel, 

will give the player a freedom to explore even more expressive ideas for communicating the 

shifting and fluid moods required by this excerpt. 
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O. Respighi, Clarinet Solo in Pini di Roma, III. I pini del Gianicolo 

 

The solo in the opening of Ottorino Respighi’s third movement of The Pines of Rome is 

one of the most beautiful yet difficult excerpts in the clarinet repertoire (pick up to #13-five 

measures before #14, Ex. 25b). The rising leaps are most likely intended to represent the feeling 

of awe at witnessing majestic pine trees rising into the sky. The honor of communicating that 

feeling of wonder is, unsurprisingly, given to the clarinet. The piano dynamic, along with the 

esspressivo e dolcissimo expression marking for this excerpt, could easily be intimidating for any 

player, especially when approaching and playing these extraordinary leaps (Ex. 25b). In order to 

avoid the anxiety and fear of playing these leaps, several tactics can be employed. Air speed and 

correct tongue position are vital in this instance, and, as discussed in Part I of this document, 

exercising scales and arpeggios would prepare the player for challenges arising from playing 

larger intervals. In this specific instance, the first step should be to fill in the leaps with an 

appropriate scale or arpeggio, depending on the performer’s level of proficiency (Ex. 26b). The 

notes should then be gradually taken out until the leap is presented in its original form (Ex. 27b). 

Another very useful exercise is the one described in relationship to leaps, found in Etude N. 4 

(See Part II), when the player puts a tenuto on the bottom note of the leap and stands up while 

playing the leap, with diminuendo towards top note (Ex. 28b). This exercise works on both a 

mental and physical level. Mentally, the player will be concentrating on the actual activity of 

standing up and will less likely “overthink” the leap, therefore not changing his tongue position 

to the top note. Physically the abdominal muscles will tighten up as the player gets up, which 

will provide additional air support and will prevent slowing down of the air stream through the 

leap.  
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Several other issues exhibited by this excerpt are: subdivisions of dotted rhythms, accurate 

timing of rests, and irregular beat subdivisions (Ex. 29b). Another great tool that should be 

utilized to get rid of any residual uneasiness when approaching the leap is consolidation of 

octaves (Ex. 30b). This will ease the focus on the difficult leap, and allow the performer to 

showcase the beautiful lyrical melody of the clarinet line instead. 

The dotted rhythm that precedes almost every leap should be practiced through eighth 

and sixteenth note subdivision leading into the leap (Ex. 31b). Subdividing the whole passage 

into sixteenth notes is unnecessary, as it will create choppiness in phrasing; using eighth notes 

for subdividing quarters will create a sensation of forward motion, and result in the correct 

timing of slurred notes (Ex. 31b).  

It is a common pitfall to miscount the rests between each clarinet entrance. In the race to 

make a beautiful diminuendo on the last long note of each entrance, the player could be lulled 

into losing the general beat, and thus entering too soon, or too late, on the next entrance. This 

issue can be easily dealt with by using the same tactic of eighth note subdivision while holding 

the long notes as well as during rests. Subdividing the long notes serves several purposes. Not 

only does it create a solid underlying pulse, making sure that the notes are held the proper length, 

but it also provides a way of practicing a beautiful and gradual diminuendo wherein each 

subdivision is sounded with gradually less volume. It is a good strategy to change the note of the 

subdivision during the rest so that the player doesn’t hold the long note into the rest.  

The measure with complex beat subdivision is traditionally played with a slight rubato; 

however, if the quintuplet is played correctly it creates a more effective result, and not at the 

expense of tempo and rhythm. Another faulty practice is to subdivide quintuplets into two 

regular subdivisions (Ex. 32b).  
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This is not what is written however, and undermines the composer’s intent of creating an 

asymmetric division of the beat. The best way to practice this specific passage is to set the 

metronome to sound on every sixteenth note, which will ensure that all the notes are given full 

value (Ex. 32b), and to use the verbal phrase “óle torero” (or “Holy Toledo”, if English is 

preferred) as an analog rhythmic for the rhythmic evenness of the quintuplet (Ex. 33b). 

Occasionally, using an activity not directly connected with actual playing of instrument, in this 

case a verbal representation of the rhythmic subdivision, will provide a new and fresh 

perspective; this can be very beneficial and effective in addressing technical and/or musical 

issues connected with a specific passage.  

It is important to isolate individual bars as shown in example 34b in order to understand 

both smaller subdivision in eighths, fundamental in the timing of sixteenth-note triplets as well 

as larger ones in quarter notes, and critical when dealing with quintuplets. The high D creates a 

natural bridge between those bars, which is very convenient in this particular transition (Ex. 

35b). A similar tactic could be applied to other bridging notes in this excerpt (Ex. 36b). 
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I. Stravinsky Firebird Variation 

 

The Firebird Variation, from Stravinsky’s Orchestral Suite from The Firebird, frequently 

appears on the audition list, as a means of determining a player’s technical proficiency and 

ability to maintain a constant tempo during rests (Ex. 37b). One of the most obvious technical 

challenges in this excerpt is to perform accurately different subdivisions of the beat while 

maintaining the brisk tempo and lightness associated with the Firebird’s flight. Quadruplet and 

triplet groupings should be practiced using respective rhythmic patterns associated and discussed 

earlier in this document (Ex. 38b). When approaching quintuplet runs, the same strategy 

discussed in Pini di Roma should be utilized (Ex. 39b). Another clever way of achieving an 

evenness to the quintuplet is to represent it as a sextuplet, using the final note of the run (Ex. 

40b) and building the whole run as a chain of notes by adding one note each time (Ex. 41b). This 

will assist in accomplishing a very even run, and will be helpful when practicing quintuplet 

subdivisions using other strategies, such as shown in example 39b. It is important to note that, 

once again, just as in Daphnis and Chloe’s opening excerpt, the clarinet and flute lines are 

intertwined; in order to facilitate comfort for the flute player it is vital to have impeccable control 

over every run in this excerpt.  

Rests are another important factor when playing this passage. Because the flute and 

clarinet parts are weaved into a complex tapestry of sound, any variation in pulse may result in a 

misalignment of parts, producing an undesired chaotic effect. Therefore, all the rests should be 

subdivided, at least in early stages of practicing the excerpt, into eighth notes (Ex. 42b). 

Nonetheless, there is a particular figure that may yet prove troublesome.  
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In the second bar of the Firebird Variation, and in an analogous part later in the piece, a 

sixteenth-note pick-up leads into a sixteenth-note triplet subdivision. This is a tricky spot, since 

the difference between the two types of subdivision must be heard when the passage is 

performed. In order to make this clear, the player should fill in the preceding sixteenth rest with a 

note. This will help enable the player to accurately play the duple subdivision which is a vital 

part of that sixteenth-note pick-up (Ex. 43b). 
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P. Tchaikovsky’s Symphony N. 5, Excerpt 

 

The most commonly played excerpt from Tchaikovsky’s Symphony N. 5 is the opening 

unison solo for both first and second clarinet (Ex. 44b). However, another particular place of 

interest, in relation to the technical difficulties discussed in Part II of this document, is the solo in 

the opening of the Allegro con anima section of first movement, and analogous passages (mm. 

41-49, Ex. 45b). The goal of this particular passage is to create a continuous musical phrase 

while maintaining the dancelike, playful character of the melody. Sixteenth-note rests play an 

important part in creating this lighthearted mood. If executed incorrectly, the passage may sound 

too choppy and disconnected, and the rest held too long (Ex. 46b), or it may sound overly lyrical 

and homogenous, losing the playful quality supplied by the rests (Ex. 47b). For the purpose of 

practicing both the continuity of the overall line and the correct timing of both the rest and the 

sixteenth note, the rest should be filled in (Ex. 48b). I also recommend to take out the slur over 

the bar line in mm. 42, 44, 45, 46, 48, and 49 (Ex. 49b). This will help the melodic line to flow 

more continuously. Reinforce and mark the correct timing of both the rests and sixteenth notes in 

this passage, and make sure that the syncopated slurs are played with a correct pulse.  
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F. Mendelssohn Scherzo from A Midsummer Night’s Dream, Excerpt 

 

The Scherzo from A Midsummer Night’s Dream is a standard excerpt, often asked for at 

orchestra auditions to test a player’s tonguing ability (mm 1-48, Ex. 50b). The mood of this 

excerpt is light and whimsical. In an attempt to “nail” every articulated run, it is very common in 

this excerpt to sound forced and heavy, and rushed and labored. The common tempo for this 

excerpt is around quarter-note equals 84 to 92 beats per minute. A tempo any faster sounds 

rushed and uncontrolled; a tempo any slower sounds boring and lacking in vigor. Correct timing 

of the rests as well as precise execution of the eighth and four sixteenth-note figures also play an 

important role in achieving the desired mood for the Scherzo (Ex. 51b). Practicing this excerpt 

with a metronome set to subdivide eighth notes might seem like a good idea, but it has potential 

to be very harmful. If the first articulation of each entrance is inconsistent, once the metronome 

is turned off, it will result in uneven and chaotic outcome. That is because often, in an attempt to 

stay with the metronome, the performer will subconsciously rush the rest of the passage if the 

first articulation of any entrance is late, and slightly drag if the first articulation is early. In order 

to avoid this issue early on, the rests should be filled with eighth notes, thus enabling a solid 

pulse and forward direction that will carry through the rests (Ex. 52b). To practice consistency of 

articulations at the beginning of each entrance, use an exercise where the player sets up a single 

articulation (Ex. 53b). 

A very effective tactic in achieving a relaxed and light mood is to outline the melodic line 

using only eighth notes (Ex. 54b). This plays a mental trick on the performer, redirecting his 

focus away from the difficulty of fast articulated sixteenth notes, and will aid in an illusion of 

ease more appropriate to the mood of this scherzo.  
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Once the overall mood is achieved, using the deconstruction of the excerpt into melodic eighth 

notes, the player can then concentrate on the sixteenth-note articulations and the correct timing 

of the figure as shown in example 51b. In this case, subdividing bars with sixteenth notes is very 

useful, and will maintain the correct and steady pulse (Ex. 55b).  

The ascending sixteenth runs represent basic scales and arpeggios discussed in Part I of 

this document (Ex. 56b). A common problem with these runs is the “flop” between the notes, 

produced by a lack of synchronicity between tongue and fingers. To address this issue, use the 

exercise described in the discussion of Etude N. 9 (Ex. 57b). The notes of the runs should be 

separated by a rest; during the rest as soon as the note stops the fingers should move into position 

for the next pitch (Ex. 57b). Employing this exercise will help the performer to achieve a clarity 

to the ascending runs, and help contribute to the ethereal character of the excerpt overall.   
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J. Brahms Clarinet Sonata in Es-dur, Movement I, Excerpt 

 

Brahms’ clarinet sonatas are among the real, and few, cornerstone jewels of the clarinet 

solo repertoire, and are among the most beloved by performers and audience alike. There are 

many great recordings of these pieces, done by superb players like Harold Wright, Karl Leister, 

Jon Manasse and others. It is very common for a student, or a young professional, simply to try 

to mimic their favorite performance. There are several problems with this approach. First, the 

musical “copy” will always be inferior in quality to the original, so why would an audience want 

to hear a poor copy when they have an opportunity to hear the original? Second, in his quest to 

mimic original expressive gestures, a “copycat” will surely get some, if not many, rhythms and 

dynamic markings incorrect. And thirdly, it will hinder the development of a unique musical 

personality and prevent an original interpretation. Listening to recordings is very important in 

order to widen player’s esthetical horizons and to set up a high level of expectation from oneself; 

however, simply trying to replicate an already existing artistic work rarely allows one to 

approach, let alone achieve, excellence. So before diving head first into someone else’s 

interpretation of Brahms’ Sonata in Es-dur  a performer should commit to building up a sound 

foundation on which he can build his own potentially brilliant, artistic interpretation. As stressed 

throughout this document, dealing with technical difficulties can both assure seamless execution 

of a work of music and reveal insightful information about the phrasing. Let us consider the first 

movement of the Sonata. Brahms is well known for his subtle, intimate phrases and long melodic 

lines.  The very opening of the piece provides a good glance into potential issues for the rest of 

the movement.  
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The rising leaps in mm. 3-5 (ex. 58b) provide excellent drive to the soaring Bb of measure 5, the 

top note of the opening phrase. The danger is for the top notes of each leap to sound “pinchy”, to 

stick out, or not to speak at all.  

It is easy to obsess over the technical difficulty of executing the leaps in one’s mind so 

much that it becomes extremely difficult to concentrate on creating a beautiful melodic arch. In 

order to avoid this mental trap, the first step should be to consolidate the octaves and fill in the 

rests, to create a sensation of continuity without any breaks (Ex. 59b). This way, the performer 

can concentrate on the phrase without the fear of miscounting the rests, delaying or rushing the 

entrances in mm. 2-4, or tightening up of the leaps. Once the line is deconstructed, it becomes 

clear that the resolution of the first two leaps (mm. 3-4, Ex. 58b) is on the weaker third beat of 

the bar, however the resolution of the third leap is on the strongest downbeat of measure five 

(Ex. 58b). This, coinciding with the fact that Bb is the highest note of the phrase, makes it the 

obvious peak to the whole phrase (mm. 1-8, Ex. 58b). The next step is to isolate and practice 

each leap. The leaps should be filled with a scale or, for more advanced players, an arpeggio, and 

then notes  should be gradually eliminated until the original leap is left, in order to make sure the 

tongue position between the octaves stays in the right place (Ex. 60b). If the player still has 

trouble creating a seamless legato between two notes of each leap, he/she should use the exercise 

in which the player leans on the bottom note of the interval and stands up from a sitting position 

as he plays the leap (Ex. 61b). The timing of the tied F-natural in measure seven, as well as the 

dotted quarter notes, could be tricky. I suggest taking to take out the slur in measure seven as 

well as subdividing the longer note values with eighth notes. This will help ensure a solid rhythm 

and that the longer notes do not “sag” and stop the forward drive of the phrase.  
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The last two bars (mm. 9-11, Ex. 58b) of the opening statement (mm.1-11, Ex 58b) provide a 

musical after-thought to the opening phrase. This may be emphasized by changing the 

subdivision of the beat from duplet to triplet, and it is very important to demonstrate this change. 

In order for the triplets to be heard clearly, they should be played very evenly. Use rhythmic 

patterns to achieve this evenness (Ex. 62b). The beat subdivision over these last three measures 

gradually accelerates, ultimately melting into high C on the downbeat of bar eleven (Ex. 63b). It 

goes from eighth-note triplets to sixteenth quadruplets and into a sixteenth quintuplet. In these 

bars Brahms wrote out a gradual accelerando and there is no need for any additional speeding up 

of the tempo. However, in order for this effect to be attained, all the mentioned subdivisions 

must be performed clearly and precisely. The quadruplet sixteenths should be practiced using 

corresponding rhythmic patterns first, and only then played as written (Ex. 64b), while the 

quintuplet should be practiced separately but using the same tempo used for practicing the 

triplets and quadruplets in the final stages. It is also a good idea to use one of the verbal 

representations of a quintuplet, in order to execute an even subdivision of the beat (Ex. 65b). 

Once all technical issues in this stretch of music have been worked out, it can be put together 

with a clear understanding of the musical intent, and precise execution of the passage. The next 

potentially difficult spot is measure nineteen (Ex. 66b). In this passage the beat alternates 

between triplet and quadruplet subdivisions, and it is vital that the tempo is not compromised, so 

as to communicate the tension and subsequent gradual relaxation of the rhythm into measure 

twenty-one (Ex. 66b). Once again, Brahms simply writes calando using beat subdivisions. 

Commonly, in an attempt to mark the difference between triplet and quadruplet, performers often 

rush the sixteenths.  
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This bar (m. 19) should be deconstructed, and each subdivision should be practiced separately 

using the same exact metronome tempo setting (Ex. 67b). For better precision, when playing tied 

slurs in the proceeding bars (mm. 20-21, Ex. 66b) longer note values should be subdivided (Ex. 

67b). Examples of similar technique in this movement, where Brahms uses subdivision to speed 

up or slow down the line without actually changing the tempo, can be seen in mm. 36-36, 53-56, 

and 63-64. 

The technical challenges outlined above are comparable to many other passages later in 

the movement, and they should be addressed using similar methods and strategies. Familiarizing 

and deconstructing each section or passage of the piece to address any possible technical issue 

will not only allow the player to flawlessly execute the piece, but will also yield an 

understanding of the composer’s intent when interpreting musical ideas. 
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C. Saint-Saens Clarinet Sonata, Movement I, Excerpt 

 

The opening movement of the Saint-Saens Clarinet Sonata is very pastoral in quality. 

Calm waves of eighth notes in the piano, as well as an undulating rhythmic figure in the clarinet, 

combine to create a flowing and carefree representation of a calm sea. Observe the clarinet line 

played on the top of the floating eighth-notes in the piano part, and the long arch of the phrase 

that spans over the rests (Ex. 68b). If the rhythmic integrity of the clarinet figure is not upheld, 

there is a danger of creating a “sea-sick effect” for the listener, and if the clarinet figure does not 

line up with the piano part it will endanger the liquid qualities of the phrase. The best rehearsal 

tactic is to fill in all the rests, and to subdivide the whole phrase into eighth notes, playing each 

one of them leading into the next. This achieves two goals; it instills and strengthens the 

underlying eighth-note pulse and supports the long arch for the phrase (Ex. 69b). Another helpful 

strategy is to isolate the longer note values, deconstructing the melodic line of this passage (Ex. 

70b). Both of these practice techniques will give the player a clear understanding of the phrase, 

while addressing any rhythmic inconsistencies that might hinder the technical interpretation of 

the passage. A similar strategy should apply to all of the material in the outer sections of the 

movement (mm. 1-22, 55-82). The mood of the middle section (mm. 25-54) is in contrast to the 

flow and ease of the outer two sections of the movement. It is more turbulent, characterized by 

more anxiety and drive. In order to create this agitation, Saint-Saens employs shorter note values, 

sweeping gestures, and off-beat beginnings for the sixteenth-note runs. There are several risks 

that can be observed in the middle section of the movement. The evenness of the sixteenth runs 

is essential to highlight the boisterous mood of this section.  
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Rushing them will create more a feel of frenzied indecisiveness, rather than a forward-moving 

agitation. Timing of the offbeat entrances is also very important to keep the tempo and rhythm 

under control. And of course, a clear phrasing scheme is necessary to avoid a static melodic line. 

Evenness of the sixteenth runs should be practiced using rhythmic patterns (Ex. 71b). Wherever 

it is applicable, the patterns for quadruplets should be used (m. 39, Ex. 72b). In passages where 

the nfirst of the sixteenth group is missing, the player should fill in the rest. Once sixteenth runs 

are cleaned up with rhythmic patterns, the middle section should be divided into two or four-bar 

segments, and with tied slurs taken out to reinforce the subdivision and to establish correct 

subdivisions (Ex. 73b).  

It is a good idea to outline any sequences that are present (Ex. 74b). This will clarify the 

moving melodic line, and make sure the performer plays longer phrases, preventing each 

individual segment of the sequence from getting “stuck” musically. Once the general phrasing 

scheme of sequences is worked out, each segment should be practiced individually, with a 

bridging note into the next segment, and the whole sequence slowly built up, as shown in 

example 75b. It is important to note that most of the sixteenth-note runs make use of scales or 

arpeggios (Ex. 76b). The passage in measure thirty-two is an Eb major triad, measure thirty-three 

outlines an F# diminished triad, the ascending eighth-notes in measures thirty-eight and forty are 

Db major triads, and the sixteenth-note run in measure forty-two is merely a Db major scale. 

These examples, once again, enforce the importance of getting acquainted with scales and 

arpeggios – the basic building blocks of a virtuosic technique, using the methods outlined and 

discussed in Parts I and II of this document.  
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CONCLUSION 

 

 

 The goal of every musician is to be able to express their musical ideas with most clarity. 

The utmost communication of those ideas is possible only with excellent control over the 

instrument and solid technical foundation. In order to achieve technical freedom in performance 

clarinetist must utilize effective methodology and practical exercises. Part I of this document 

offers a scale and arpeggio method which will provide performer with sound technical 

foundation. Part II illustrates, using Rudolph Jettel’s Der Vollkommene Klarinettist as an 

example, a number of useful exercises for specific technical challenges and provides tools for 

exploration of musical aspects in those etudes. Part III presents a number of common excerpts 

and solo literature, discusses musical challenges which appear in those musical examples and 

offers a strategy using methodology and exercises discussed in Part II of this document. By using 

ideas and approach outlined in this document the performer will acquire freedom of expression 

and clarity in communicating their musical ideas to an audience. 
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