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CHAPTER 1 

INTRODUCTION 

Middle school and high school students in Texas participating in the 

University Interscholastic League (UIL) Solo-Ensemble Contest are required to 

perform repertoire from the Texas Prescribed Music List (PML). The repertoire is 

graded according to level of difficulty from Class I to Class III, with I being the most 

musically and technically challenging and III the most technically accessible. This 

project includes four practice guides with recordings for selected Class I solos: Gigue 

(1728), by Jean-Marie LeClair (1697–1764); “Papillon,” op. 30, no. 4, by Ernesto 

Köhler (1849–1907); “La Chasse Galop Brillant,” op. 250, no. 6, by Wilhelm Popp 

(1819); and Sonata for Flute and Piano (1849–1907) by Gaetano Donizetti (1797–

1848). 

Throughout the state of Texas, many music students live in metropolitan areas 

with programs supported by private lesson programs. In cases where private lessons 

are not supported through the school district, many have the financial resources to 

seek and obtain individual private instruction. Through private instruction, students 

are able to receive guidance regarding musical expression including verbal 

suggestions for phrasing, vibrato, dynamics, articulation, fingerings, and intonation. 

Additionally, students’ aural skills and sound concepts are developed through their 

imitation of their teachers’ playing. However, many students are not financially 
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positioned to pay for private instruction, live in rural areas without access to 

specialized private teachers, or attend low-income schools where private instruction is 

unavailable. In such cases, many rely solely on the instruction of their band directors. 

These band directors may not be in a position to effectively guide the flute student, 

based on the availability of their time or their knowledge and skill base related to flute 

playing.1 Students are often faced with having to prepare repertoire on their own. As a 

result, many look to published practice guides and audio recordings for inspiration.  

The UIL flute PML contains many pieces for which there are existing practice 

guides and audio recordings.2 However, there are also many quality works on the list 

for which no such guides or recordings exist.  

Upon reviewing the Texas Prescribed Music List3, the repertoire for this 

project was selected based on four criteria.  

1. Each selected work is included on the Texas UIL Class I list. Students who 

are looking to advance past their regional competition to State Solo and 

Ensemble Contest are required to select a Class I solo from this list.  

                                                

1 Louis E. Pete, “Music Department Administration in a Small City,” Music Educators 
Journal, vol. 26, no. 1 (1939), 22–75. 
 
2 “View ‘2012-2013’ PML,” University Interscholastic League, accessed September 
10, 2012, http://www.utexas.edu/uil/pml/catalog/browse/catalog_id/5/op_event 
/mat/event/3/acapella/1/accomp/1  
 
3 “View ‘2012-2013’ PML,” University Interscholastic League, accessed October 6, 
2012, https://www.utexas.edu/uil/pml/catalog/browse/catalog_id/5/op_event/mat 
/event/3/acapella/1/accomp/1/op_grade/%3D/grade/1	  	  
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2. Each selected work is a technical showpiece that allows the performer to 

develop instrumental technique as well as musicianship.  

3. For each work selected, no easily accessible recording is currently 

available.  

4. For each work selected, no published practice guide currently exists (based 

on a survey of RILM, JSTOR, and Worldcat, as well as the available 

indexes for Flute Talk and Flutists Quarterly). 

The four pieces used for this project have been edited and arranged by different 

flutists. This paper suggests recommendations to be applied to the original editions of 

the music, recommendations which are more tasteful than those found in George 

Pope’s edition, and which are not limited to Pope’s ideas. 

 

Methodology 

Practice Guides: 

 Each practice guide includes a step-by-step process detailing the following 

components: 

1. A brief biographical background of each composer and historical 

information regarding the composition of the work 

2. A visual diagram of the formal structure of each work 

3. Specific practice techniques for each composition (for example, octave 

slur, flutter tonguing, and extended techniques exercises) 
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4. Complementary dynamics 

5. Suggestions for rubato, tempo, and interpretation  

6. Phrase markings 

7. Suggested interpretations of articulation 

8. Intonation tendencies for various registers as well as specific notes 

9. Alternate fingerings to assist with intonation and technical facility 

10. Vibrato suggestions related to context 

11. Suggested practice rhythms for difficult passages 

12. Suggested breathing 

Recordings: 

Selected works are professionally recorded and edited. These works will also 

be made available through iTunes and other digital distribution sites in the future. 

Through the availability of practice guides and accessible recordings, students 

will be able to receive information that would previously have been available only 

through a private lesson teacher. This has the potential to allow students to self-guide 

their preparation of these works. 
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CHAPTER 2 

GIGUE (JEAN-MARIE LECLAIR) 

History 

 Jean-Marie Leclair (1697–1764) was a dancer, violinist, and lace maker. His 

patron, Joseph Bonnier, helped him publish his first violin sonatas (opus 1). After his 

first publication, Leclair continued to write and perform in France and England.4 

 Gigue forms typically appear in the third or fourth movements of Baroque 

dance suites. Gigues often appear in 6/8, 6/4, or, in this case, in 12/8 meter and are 

usually quick in tempo. Danced by couples in a formal style during the Baroque 

period, gigues usually start with imitative entries, which often lapse into homophonic 

textures in dotted rhythms.5 Leclair’s gigue includes runs, eighth notes, groupings of 

three eighth notes, and emphases on off beats. This particular gigue is originally from 

the fourth movement of Leclair’s Sonata op. 2, no. 7 for Violin or Flute and Continuo 

and is arranged by Georges Barrère. 

 

                                                

4 Wendy Thompson and Julie Anne Sadie, “Jean-Marie Leclair: 1697–1764,” Grove 
Music Online, accessed February 2, 2012, Oxford Music Online. 
 
5 George J. Buelow, A History of Baroque Music (Bloomington: Indiana University 
Press, 2004), 262.	  
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Form 

The form of this gigue is simple binary. The gigue contains two distinct 

sections, section A and section B. Section A (mm. 1–14) is in B-flat major and, 

although the melody is simple, is full of energy. Section B begins in the dominant key, 

F major (the fifth of B-flat), and returns to B-flat by m. 33. (See Figure 1.1) Section B 

has similar energy to section A, but is brighter in tonality.  

 

 

 

 

 

FIGURE 1.1 Gigue, Form 

 

Since few accidentals appear in the two prominent tonalities, practice two-

octave (tonic to tonic) B-flat major and F major scales to facilitate technique. As an 

extension, perform the exercise with varying articulation and rhythm. 

 

Complementary Dynamics 

Dynamics are crucial to accurately conveying the performance style of an 

eighteenth-century gigue. Aside from the dynamics provided in the score, additional 

dynamics will be suggested to help the performer feel each measure as one bigger 

(macro) beat. Although the beginning is marked forte (loudly, abbreviated f), play 

A B  

B-flat M FM B-flat M 

mm. 1–14 mm. 15–33 mm. 33–37 
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section A mezzo forte (medium loud, abbreviated mf) the first time through. For 

contrast, play the repeat forte.  

Barrére’s arrangement includes dynamics which in many places lead to the 

ends of phrases. Sub-phrases contain crescendos that lead to forte dynamics, 

immediately followed by other sub-phrases that begin mezzo forte. This creates 

dynamic contrast between small units. Example 1.1 shows the division of these two 

sub-phrases. (See Example 1.1) 

 

 

EXAMPLE 1.1 Gigue, mm. 3–4 

 

In both m. 6 and m. 22, start at mezzo piano (medium soft) and crescendo as 

indicated in the music, but start the dotted half note with a sforzando piano. This 

requires articulating firmly with ample air support and quickly backing off 

dynamically, immediately going to pianissimo (very soft). Crescendo to forte in the 

next measure. (See  Examples 1.2a and 1.2b.) 
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EXAMPLE 1.2a. Gigue, mm. 6–7 

 

 

EXAMPLE 1.2b. Gigue, mm. 23–24 

  

Crescendos seen from mm. 11–13 and mm. 34–38 should be executed with 

subtlety, allowing for each group of six sixteenth-notes to increase in volume (rather 

than suddenly getting louder at the beginning of each measure). It is suitable to have 

goal points between the piano and forte dynamics. As indicated in the music, start m. 

11 piano, crescendo to mezzo forte by m. 12, and arrive at forte on the third downbeat 

of m. 13. (See Example 1.3.) 
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EXAMPLE 1.3. Gigue, mm. 11–13 

 

Apply the same dynamic goal points from m. 34 to the second downbeat of m. 

37. Start the last eighth note of m. 29 piano, reaching mezzo piano by m. 31, and 

arriving at forte on the second eighth note of beat two in m. 32. Quickly back off to 

mezzo forte as indicated on the third eighth-note of beat two in m. 32. (See Example 

1.4.)  

 

 

EXAMPLE 1.4. Gigue, mm. 29–32 
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Tempo and Interpretation 

 Tempo and interpretation are important factors to consider for the preparation 

of an authentic performance. A gigue’s tempo feels like that of a lively folk song. 

Gigue is marked allegro: a lively, fast tempo which will keep the energy and 

playfulness in the sound. Keep the tempo between quarter note=90–100. 

 Measure 24 includes a tempo change to lento (slow) and is followed by a quick 

a tempo (original tempo). In m. 24, wait for the pianist to play the third down beat 

before playing the eight sixteenth-notes of beat four. The first time m. 24 is played, 

start the group of eight sixteenth-notes slowly, and gradually accelerando back into 

tempo at m. 25, as if a rolling ball down a hill. To increase the drama of the repeat, 

wait slightly longer after the pianist plays the chord on beat three of m. 25, and start 

the group of eight sixteenth-notes even more slowly. (See Example 1.5.)  

 

 

EXAMPLE 1.5. Gigue, mm. 25–26 

 

 Other places requiring attentive consideration of tempo are the first and second 

endings of both the A and B sections. Play the first ending of each section, m. 14 and 

m. 37, respectively, in tempo. Add slight ritards on the second ending of each section, 
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m. 15 and m. 39, respectively, to give a greater sense of closure to each section. (See 

Examples 1.6a and 1.6b.)  

 

 

EXAMPLE 1.6a. Gigue, m. 15 

 

 

EXAMPLE 1.6b. Gigue, m. 39 

 

Practice these sections with a metronome to avoid slowing down and to keep 

the tempo consistent, especially in the second ending of the A section. Be aware that 

tempo will affect the duration of the breath; with this in mind, be sure to take a big 

breath before starting sequences.  

 This gigue is not an immense technical challenge. The challenges lie in playing 

in an appropriate, dance-like style and emphasizing important beats. The dance-like 

characteristics are brought out by the compound meter, with its three-pulse 
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subdivision.6 Barrére’s edition includes terminology that assists the performer in 

establishing the style. For instance, the word brillante, found at the pick-up measure at 

the beginning of the piece, indicates the tone should be kept brilliant and full of 

energy. This requires fast air, good intonation, and meticulous style for the dance-like 

gigue to stay energized. Another baroque characteristic is the incorporation of space 

between the last two notes of a phrase; this emphasizes the final note. Apply this 

treatment to both the first and second endings of the B section. The grace notes in m. 

39 should be played as sixteenth notes on the downbeat. Create space between the last 

two notes, A and B, and play the grace notes slightly slower to give the piece a sense 

of finality. Play measures containing grace notes, such as m. 5 and m. 6, with energy, 

and place the grace notes as close to the down beat as possible. (See Example 1.7.) 

 

 

EXAMPLE 1.7. Gigue, mm. 37–39 

 

Articulation 

Sometimes, visual markings can serve as reminders of the desired articulation. 

Use a tenuto marking (-) as a reminder to create more weight with air rather than 
                                                

6 Jeffrey Pulver, “The Ancient Dance-Forms. (Second Paper.) The Gigue.” 
Proceedings of the Musical Association 40 (1913–1914): 73–94, accessed February 
25, 2013, http://www.jstor.org/stable/765540. 
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attack with the tongue. Markings which indicate staccato articulation (separated or 

detached from surrounding notes) should not be misinterpreted as directions to shorten 

the duration of the notes. Staccato notes should have continuous air, yet detached 

articulation, to maintain the flow of the music. This style of articulation assists with 

creating a clear, dance-like feeling. The arranger, Barrére, distinguishes stressed beats 

by adding articulation such as accents, staccatos and even slurs to the help the player 

anticipate the arrival of cadence points. For example, some slurs end with accents, 

indicating the musical intent is to lead to the accented note. Accented notes should be 

articulated with the support of air, thus creating “weight” on the note instead of an 

explosive attack with the tongue. Typically, adding a crescendo will assist with this 

approach.  

Stress the changing notes in mm. 34–36 by using air to increase the weight of 

the tone. This will allow the listener to hear the scalar line occurring on the downbeats. 

(See Example 1.8.)  

 

 

EXAMPLE 1.8. Gigue, mm. 35–36 
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Alternate Fingerings 

 Alternate fingerings help facilitate technique and improve intonation. The 

grace notes in m. 6 should be played with the B-flat thumb fingering, and the C–D 

grace notes in m. 22 should be played using the second trill key. (See Figure 1.2.)  

 

 

FIGURE 1.2. Gigue, C–D Trill 

 

Measure 24 starts at forte on the C-sharp and requires the performer to quickly 

back off for the piano to be heard. This middle C-sharp has the potential to be sharp, 

therefore, add the right hand fingers 4, 5, 6, or only fingers 5 and 6, to avoid going 

high in pitch. (See Figure 1.3.) 

 

 

FIGURE 1.3. Gigue, C-sharp Alternate Fingering 

 

Practice Rhythms 

 It is important to practice this gigue with a metronome to avoid slowing down 

and being late on entrances such as those in m. 11 and m. 33, where there is a 

sixteenth rest on the downbeat. In order to accurately time the entrance in m. 33, 
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practice replacing the initial sixteenth rest with a sixteenth note B. (See Example 1.9.) 

Play this exercise a couple of times, then remove the B and play as written while 

visualizing the B on the downbeat.  

 

 

EXAMPLE 1.9. Gigue, m. 11 

 

Phrasing 

In modern music, we are accustomed to feeling beats one and three as the 

strong beats, with beat one being the most important. In this piece, beat three receives 

the most emphasis, but some phrases end on the fourth beat. At times, there will be an 

eighth-note anacrusis to beat three. This anacrusis should have the same energy as that 

of the third beat. For instance, in m. 1 the high F is the pickup to a new musical unit 

beginning on the third beat of that measure. (See Example 1.10.)  

 

 

EXAMPLE 1.10. Gigue m. 1 
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Other examples of phrasing are mm. 3 and 4. There are four sub-phrases, or 

units, which are distinctly marked with dynamics. The first unit in m. 3 ends on the A 

of the second beat. The five succeeding notes comprise another unit. The same pattern 

occurs again in m. 4. Notice that, in addition to dynamics, articulation also divides the 

units. (See Example 1.11.) It is vital to bring out these nuances.  

 

 

EXAMPLE 1.11. Gigue, mm. 3–4 

 

Suggested Breath Marks 

m.1   after B on beat 4 

m.5   after F on beat 4 

m.7   after C on beat 1 

m.8   rest 

m.10   rest 

m.13   after B on beat 3 

1st/2nd ending  on beat 4 

m.15   after F on beat 4 

m.18   after B on beat 4 

m.20   after F on beat 4 
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m.23   after tie on beat 1 

m.36   after E on beat 1 
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CHAPTER 3 

“LA CHASSE GALOP BRILLANT,” OP. 250, NO. 6  

(WILHELM POPP) 

History 

 Wilhelm Popp (1828–1903) was a German flutist who, during his own time, 

enjoyed a worldwide reputation as a composer of flute literature. Popp wrote a number 

of instructive works and over five hundred solo compositions for flute and piano.7 

A galop is a dance in a fast 2/4 meter. During the nineteenth century, the galop 

became one of the most fashionable ballroom dances, because, according to scholars, 

it was the easiest dance to learn. Its name refers to the movement of a horse. The 

dance gained popularity in Germany and quickly spread to Vienna, France, and 

England. Galop dancing style became favored by composers, who began writing 

pieces inspired by the dance, its speed, and its excitement.8 

 

Form 

This composition is in ABA form with an introduction and a coda. (See Figure 

2.1.) The introduction is marked allegro (literally translated as “happy”), which 

                                                

7 Leonardo De Lorenzo, My Complete Story of the Flute: the instrument, the 
performer, the music (Lubbock: Texas Tech University Press, 1992), 149. 
 
8 Andrew Lamb, “Galop,” Grove Music Online, accessed on January 24, 2012, Oxford 
Music Online.	  
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connotes a lively, fast tempo. The A section, marked Galopp, starts in m. 25 and is in 

G major. Play the A section with life and energy. The A section is divided into two 

contrasting themes: theme a (mm. 25–60) is brisk and full of spirit, and theme b (mm. 

61–98) is full of energy and lyricism.  

 

Introduction A B  A Coda 

 B-flat M FM B-flat M GM  

 mm. 1–14 mm. 15–33 mm. 33–37 mm.173–235 m. 197 

 

FIGURE 2.1. “La Chasse Galop Brillant,” Form 

 

The B section starts at m. 105, following a short introduction by the piano. In 

contrast to the A section, the B section is very lyrical and requires careful attention to 

dynamics, tone, and intonation. This section is also divided into two contrasting 

themes. Theme a (mm. 105–125) has a lyrical feeling combined with a strong energy, 

and theme b (mm. 125–172) includes the idea from theme b of the A section with 

staccato articulation and scherzando feel. 

 The A section returns in G major at m. 173 and is succeeded by the energetic 

coda (closing section), which starts in m. 197. The introduction is slower than the 

galopp section. However, keep the energy between the soloist and the pianist lively.  
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Complementary Dynamics 

In the edition by George Pope, specific dynamics are included. To make the 

piece more interesting, the following dynamic suggestions are encouraged. Start the 

trill in m. 19 with a sforzando (articulate firmly with ample air support and quickly 

back off dynamically) and crescendo (gradually getting louder) until the resolution of 

the trill in m. 21. (See Example 2.1.) 

 

 

EXAMPLE 2.1. “La Chasse Galop Brillant,” Introduction, mm. 19–21  

 

The tendency in mm. 29–30 is to play the Ds on the second downbeats louder 

than the previous notes, despite their being the least important note. Add a slight 

decrescendo into the second downbeat to avoid making the D explosive. (See Example 

2.2.) 

 

 

EXAMPLE 2.2. “La Chasse Galop Brillant,” Galopp, mm. 29–30  
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When there are arpeggios (notes that outline triads and seventh chords), as 

there are in m. 25 and m. 27, crescendo to the quarter note in the following measure, 

then follow with the decrescendo already marked in the music. (See Example 2.3.)  

 

 

EXAMPLE 2.3. “La Chasse Galop Brillant,” Galopp, mm. 25–28 

 

There is a piano marked in m. 39, yet no specific markings indicating the 

dynamics which should lead to it. Add a crescendo in m. 39 to emphasize the dynamic 

change in m. 40. (See Example 2.4.)  

 

 

EXAMPLE 2.4. “La Chasse Galop Brillant,” Galopp, mm. 39–40  

 

Furthermore, add a small crescendo from m. 84 into m. 85, coupled with a 

small ritard (slow down), to heighten the arrival at this climactic point. (See Example 

2.5.)  
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EXAMPLE 2.5. “La Chasse Galop Brillant,” Galopp, mm. 84–85  

 

Each time two sixteenth notes are on the second half of beat one (for instance, 

m. 2 and m. 4), treat them as pick up notes and move air through each one with a 

subtle crescendo so the following beat does not sound explosive. (See Example 2.6.) 

 

 

EXAMPLE 2.6. “La Chasse Galop Brillant,” Introduction, mm. 2–3  

 

The B section includes the softest dynamics of the entire piece. For instance, 

the repeat of mm. 105–123 is marked pianissimo, or very soft. Add dynamics both 

times this section is played, in order to prevent the intonation from going flat. One 

possible dynamic option is to start at mezzo forte in m. 105, and decrescendo to the A 

in m. 108. Start a crescendo on the anacrusis to m. 108 and decrescendo into m. 112. 

(See Example 2.7.) 
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EXAMPLE 2.7. “La Chasse Galop Brillant,” Galopp, mm. 104–112  

 

Another option is to crescendo, starting in m. 105, into m. 108, and decrescendo into 

m. 112. (See Example 2.8.)  

 

 

EXAMPLE 2.8. “La Chasse Galop Brillant,” Galopp, mm. 99–112 

 

  These dynamic possibilities are two of many options; the important thing to 

consider when implementing dynamics is that they fit the context and are convincing 

to the audience. The addition of dynamics in the B section is another great opportunity 

to record daily practices and rehearsals to receive immediate feedback regarding the 

repeated section. On the repeat, either keep the same dynamics or invert the dynamics 

on the second time through.  

Finally, because the recapitulation leads to the piu animato, play m. 184 at 

tempo but accented and with a subtle crescendo, making each G feel like a pick-up 

note leading to m. 185. (See Example 2.9.) 

 



 Texas Tech University, Maria Payan, May 2013 

24 

 

 

EXAMPLE 2.9. “La Chasse Galop Brillant,” Galopp, mm. 184–185 

 

Tempo and Interpretation 

Experimentation is vital to discovering and settling on effective tempos. 

Recording your practice will provide you with immediate feedback to help analyze, 

plan objectives, and guide musical decisions.9 The tempo of the introduction is marked 

at quarter note=108 and, starting in m. 22, there is an accelerando (a gradual increase 

in tempo) into a section marked vivo (with life). The flute soloist leads the accelerando 

in m. 22, but the piano sets the tempo for the vivo section. Allow the pianist to lead the 

accelerando into the vivo. Be sure to let the pianist know the performance tempo 

beforehand.  

The first theme (m. 25, marked vivo) requires a slightly brighter tempo than 

the introduction does. The A section, starting in m. 61, has a few printed tempo 

changes, to which I have made additional suggestions to inspire musical interest and 

playfulness. At the first ending of the vivo theme, add a small ritard starting in m. 58. 

                                                

9 Charles R. Chaffin, “Perceptions of Instrumental Music Teachers regarding the 
Development of Effective Rehearsal Techniques,” Bulletin of the Council for 
Research in Music Education, 181 (2009): 21–36, accessed February 18, 2013, 
http://www.jstor.org/stable/40319225. 
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The ritard in the first ending is subtle; increase the ritard the second time it is played 

(in m. 170). (See Example 2.10.)  

 

 

EXAMPLE 2.10. “La Chasse Galop Brillant,” Galopp, mm. 53–59 

 

The first marked tempo change is at the second ending, m. 61, marked meno 

mosso. This means with less motion, or in this case Tempo I (quarter note=152). In m. 

69, the poco accelerando gradually speeds up the tempo into m. 73. Consider the 

following suggested tempo changes, or experiment with your own: In m. 62, starting 

on the second half of beat two, add a ritard which goes into m. 63. Return to the 

original tempo in m. 64, on the second half of beat two. Next, on beat two of m. 66, 

add a meno mosso on the upbeat; ritard quickly in m. 67; and in m. 68 start the 

accelerando as marked on the second half of beat two. (See Example 2.11.)  
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EXAMPLE 2.11. “La Chasse Galop Brillant,” Galopp, mm. 60–72 

 

Allow the pianist to play the introduction of the B section as he or she wishes. 

After the piano’s ritard in m. 103, play the anacrusis into m. 105 at the desired tempo 

for the B section. The entire B section (m. 105–124) has dynamic markings that 

indicate the repeat should be played softer and with rubato (robbed time, in this case 

slightly slower). Measure 117 indicates a tempo vivo and can either start at the vivo 

tempo or begin a little slower, arriving at the tempo vivo by m. 118. This can be done 

both times or, for contrast, only the second time.  

Measure 124 has a poco ritardando (meaning “slow down a little”). Look at 

the piano score and notice that the ritard starts on the triplets at the end of m. 122. 

Move the ritard in the flute from the first ending up to the end of m. 122 so it lines up 

with the ritard in the piano. The ritard is marked only on the first time; however, 

perform it both times, with more variation in tempo the second time to give a sense of 

closure to the second ending. (See Example 2.12.)  
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EXAMPLE 2.12. “La Chasse Galop Brillant,” Galopp, mm. 122–123 

 

At m. 126, start slowly and gradually accelerando. This will be the third time this 

passage is played, therefore, the ritard can be more significant here. Measures 170–

172 are also repeated a third time in the music. Add a stronger ritard this third time 

around to create more drama at the end of the piece. At m. 222, add a meno mosso on 

the second half of beat two. Also, in m. 224, starting on the second half of the first 

beat, add an accelerando and continue it to the end. Speed up in m. 230, and end the 

piece full of energy. (See Example 2.13.)  

 

 

EXAMPLE 2.13. “La Chasse Galop Brillant,” Galopp, mm. 222–235 



 Texas Tech University, Maria Payan, May 2013 

28 

 

Practice m. 105 through m. 125 with a metronome to avoid slowing down and 

lagging behind the beat. Depending on the desired tempo of the vivo, play the piu 

animato (more animated) six to ten beats per minute faster.  

Treat the grace notes in m. 7 as part of a sixteenth note triplet including the 

first sixteenth note of the measure. The printed sixteenth notes in m. 7 are executed on 

the up-beat immediately following. (See Example 2.14.)    

 

 

EXAMPLE 2.14. “La Chasse Galop Brillant,” Galopp, mm. 7–8 

 

Match the speed of the trill in m. 21 to the energy of the allegro: fast and 

vibrant. The resolution of the trill, which consists of the grace notes at the end of m. 

20, should be played on the upbeat of beat two. Therefore, stop the trill just prior to 

the resolution, on beat two of m. 20. (See Example 2.15.) 

 

 

EXAMPLE 2.15. “La Chasse Galop Brillant,” Galopp, mm. 19–21 
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In m. 88 and 90 there are mordents. These are ornamentations executed by 

quickly alternating between the original note and the note above it, as if playing thirty-

second notes. 

Both times m. 116 is played, create space between the eighth note G and the 

first downbeat of m. 117. There is a scherzando (jokingly) marking in m. 126; strive to 

fit the spirit of the term by considering a slow start followed by an accelerando to m. 

129. This will help make the scherzando sound fun and playful. The most important 

thing to do, though, is to experiment with all the suggested tempo changes. It is up to 

the performer to make any musical decisions. 

As the title indicates, this piece is to be played with brilliance to resemble that 

of a nineteenth century dance. The articulation and tempo variations will help portray 

the dance. Play the A section with a bright tone. In contrast to the A section, play the 

B section lyrically, with a sweet, yet centered, tone. The brilliance of the music returns 

with the recapitulation in m. 173. Maintain the energy of the music going into the piu 

animato.  

 

Articulation 

Accented notes, such as those in m. 3 and m. 5, should be articulated with the 

support of air, thus creating weight on the note instead of an explosive attack with the 

tongue. At this tempo it is possible to single tongue, but consider double tonguing in 

preparation for the vivo section. On a group of four sixteenth notes marked slur-two, 
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tongue-two, such as in m. 20 and m. 30, lean more on the first note of the slur. The 

tendency is to rush the first note of a slur; intentionally lengthening the first note of the 

slur will enhance the evenness of finger technique. Place a tenuto marking over the 

first note of the slur to further clarify this intention and help bring the notes out (this 

will also assist with the decrescendo suggested earlier). (See Example 2.16.) 

 

 

EXAMPLE 2.16. “La Chasse Galop Brillant,” Galopp, mm. 29–30 

 

Interpreting the printed articulations can be challenging in this piece due to the 

variety of markings. Because the tempo is fast, the articulated sixteenth notes may 

already sound short. Therefore, in order to maintain the flow of line, blow air between 

the notes and articulate lightly with the tongue. The articulation that best facilitates the 

rapidly moving sixteenth notes is double tonguing. To practice the double-tonguing 

exercise below, choose a comfortable scale and tempo. Start with two beats per 

measure. Play the four bar exercise in 2/4, and play one pitch per four bars of the 

selected scale one octave up and down. Change to the next pitch after the four bars. 

Then, extend the exercise to include an additional beat per measure (3/4). Continue 

extending the exercise until it is in 5/4. (See Figure 2.2.) 
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FIGURE 2.2. “La Chasse Galop Brillant,” Double Tonguing Exercises inspired by Gary Garner 

 

Play each note to its full duration and with continuous air, so as the tempo 

increases the notes will retain a fullness of tone. 

 

Intonation 

In cases where the pitch is low on A, D, and G-sharp (as in m. 32), bring the 

lips forward and increase the speed of the air for support with a subtle crescendo that 

leads to m. 33. To keep the intonation of the third octave Gs centered (such as in m. 84 

and m. 184), drop the jaw, keep the teeth apart and the mouth opened, and aim the air 
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downward toward your feet. Although the dynamic is mezzo forte at m. 105, keep the 

air moving fast to prevent notes from going under pitch. Notes that have the potential 

to be under pitch in the B section (mm. 99–112) are G, B-natural, A, and E-natural. It 

is especially important to be attentive to intonation when playing through repeated 

material.  

 

Alternate Fingerings 

Alternate fingerings help facilitate technique and improve intonation. The C to 

D trill in m. 19 is executed with the second trill key. (See Figure 2.3.) To play the 

mordents which include the pitches E–F-sharp–E in m. 88 and m. 90, use the alternate 

fingering for F-sharp: thumb, 1, 2, 3, 5, and pinky. (See Figure 2.4.) 

 

 

FIGURE 2.3. “La Chasse Galop Brillant,” C–D Trill 

 

 

FIGURE 2.4. “La Chasse Galop Brillant,” Alternate Fingering for F-sharp 

 

To facilitate playing the third octave E softly in m. 113, pick up your right 

pinky. (See Figure 2.5.)  
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FIGURE 2.5. “La Chasse Galop Brillant,” Alternate Fingering for E-natural 

 

If the F and F-sharp are high in mm. 114–115, use alternate fingers to help 

bring the pitch down. For the F, add the ring finger of the right hand. (See Figure 2.6.) 

See Figure 2.4 for the alternate fingering for the F-sharp. If these notes are still sharp, 

aim the air down toward the feet, drop the jaw, and relax the shoulders. 

 

 

FIGURE 2.6. “La Chasse Galop Brillant,” Alternate Fingering for F 

 

Vibrato 

Due to the A section’s energetic and brilliant style, keep the vibrato fast, 

especially on quarter notes. For a more lyrical feeling in the B section, generally 

decrease the amplitude on the vibrato, and increase it as the music dynamically 

heightens. Maintain an uninterrupted vibrato between the notes, and quickly spin the 

vibrato to keep up the energy of the sound.  
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Practice Rhythms 

The vivo section is full of arpeggios. Practice the G major scale in thirds to 

help assist with evenness of technique. (See Figure 2.7.)  

 

 

FIGURE 2.75. “La Chasse Galop Brillant,” Thirds in G Major 

 

Isolate measures of technical difficulty in the piu animato section, and 

implement practice rhythms to help facilitate the technique. Beginning from the 

anacrusis to m. 207 and ending in m. 210, apply the following practice rhythm: First, 

hold the first sixteenth note of each sixteenth-note group, preserving the notated 

articulation. Once you have applied the first practice rhythm through m. 210, go back 

to the anacrusis to m. 207, this time holding the second sixteenth note in each group. 

Next, hold the third sixteenth note, and the final time, hold the fourth sixteenth note. 

(See Figure 2.8.) 
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FIGURE 2.8. “La Chasse Galop Brillant,” Practice Rhythms from Flute Theory Workout by Lisa 
Garner Santa, Matthew Santa, and Thomas Hughes10 

 

Other beneficial practice rhythms are dotted rhythms of long-short and short-

long patterns. Try practicing these two dotted rhythms. (See Figure 2.9.) 

 

  

                                                

10 Lisa Garner Santa, Matthew Santa, and Thomas Hughes. Flute Theory Workout 
(Pacific: Mel Bay Publications, Inc., 2011), 63. 
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FIGURE 2.9. “La Chasse Galop Brillant,” Dotted Rhythms from The Flute Theory Workout by Lisa 
Garner Santa, Matthew Santa, and Thomas Hughes11 

 

Apply these rhythms to any other technical passages that may pose challenges. 

Play the last note (the G in m. 234) full of energy and with fast vibrato for intensity, 

while still being aware of intonation. 

 

Suggested Breath Marks 

 m. 8   after first D 

 m. 13   after D 

 m. 44   after D 

 m. 52   after F-sharp 

 m. 64   after B 

 m. 68   after B 

 m. 86   after D 

 m. 112   after E 

 m. 117   bar line 

                                                

11 Ibid.	  
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 m. 137   after C 

 m. 157   after D 

 m. 191   bar line  

 m. 206   after B 

 m. 215   after second A 

Plan for other performance breaths.  
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CHAPTER 4 

“PAPILLON” (ERNESTO KÖHLER) 

History 

 Ernesto Köhler (1849–1907) gained favor as a flute composer in both Europe 

and America during his lifetime. Born in Italy, he came from a family with a musical 

background; his father, Venceslau Joseph Köhler, was a flute player and his instructor. 

As a performer, Ernesto Köhler was known for his execution, fine tone, and style. As a 

composer, he is known for his knowledge of technique and the music he created for 

amateur players. His music includes numerous flute studies, duets, salon music, and 

some larger works, including “Papillon.”12    

 

Form 

“Papillon” is in ternary (ABA) form preceded by an introduction and followed 

by coda. Section A begins at m. 19 with the solo entrance in E minor. (See Figure 3.1.) 

The repetitive A section portrays a butterfly’s fluttering wings.  

  

                                                

12De Lorenzo, My Complete Story of the Flute, 162–164. 
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Introduction A 

(Piano) (Flute) 

E minor E minor 

mm. 1–18 mm. 19–65 

 

FIGURE 3.1. “Papillon,” Section A 

 

The B section suggests a pastoral scene and is lyrical in nature. Section B shifts 

to the relative major, G. In m. 121, the A section returns, again in E minor. (See Figure 

3.2.)  

B A 

G major E minor 

mm. 66–120 mm. 121–135 

 

FIGURE 3.2. “Papillon,” Section B and A 

 

The coda serves as further development of the A section in the parallel key, E 

major. (See Figure 3.3.)  

 

 

 

 

FIGURE 3.3. “Papillon,” Coda 
 

Coda 

E Major  

mm. 136–184 
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Practice Techniques 

Approximately eighty percent of the composition is in the low register. To help 

the low notes speak clearly, practice low register warm-ups with a relaxed body and a 

downward-focused airstream. One idea is to work your way down chromatically with 

half notes starting on the third line B-natural and proceeding downward by half steps 

to a low C. Repeat each sequence. (See Figure 3.4.) The low register has a tendency to 

be under the pitch; keep the air stream fast to prevent the pitch from sagging. 

 

 

FIGURE 3.4. Excerpt from Practice Book for the Flute: Vol. 1, Tone, by Trevor Wye13 

 

An exercise that aids consistent intonation is flutter tonguing. When flutter 

tonguing, roll the tip of the tongue as fast as possible against the roof of the mouth. 

This technique is done by rolling an unvoiced R. An alternative is to gargle with the 

                                                

13 Trevor Wye, Practice Book for the Flute: Vol. 1, Tone (London: Novello, 1980), 7. 
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back of the throat.14 Practice flutter tonguing the piece a few times, especially the B 

section. Then go back to the beginning of the B section and practice without flutter 

tonguing. Notice an increase in the consistency of the air stream. Repeat this exercise 

a few times, then play the section smoothly, but keep the air spinning as if flutter 

tonguing. 

To facilitate changing ranges from low to high or vice versa, adjust the 

aperture and air direction while remaining relaxed. Measure 40 includes the interval of 

an octave. (See Example 3.1.) 

 

 

EXAMPLE 3.1. “Papillon,” m. 40 

 

 To assist with changing registers and wide intervals, practice octave slurs or 

harmonics. Using a fundamental fingering and overblowing will produce harmonics.15 

Harmonics are frequencies that are above a fundamental note. The harmonic series 

consists of an intervallic pattern of an octave, perfect fifth, perfect fourth, major third, 

                                                

14 Nancy Toff, The Flute Book: A Complete Guide for Students and Performer (New 
York: Oxford University Press, 1996), 120. 

15 Ibid., 137. 
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and finally a minor third.16 (See Figure 3.5.) To aid the playing of harmonics, speed up 

the air by reducing the aperture size, and gradually bring the jaw forward to change 

the angle of the air. Practice going up to the highest comfortable harmonic note. 

Harmonics also help one gain control of the aperture and airstream. 

 

 

FIGURE 3.5. Harmonics 

 

If the notes tend to sound under pitch during octave changes and soft passages, 

flutter tongue or play harmonics so the aperture is familiar with the position of each 

note.  

 

Complementary Dynamics 

Because there is not much dynamic contrast written in the Arthur Ephross 

edition of “Papillon,” there are many opportunities to develop unique dynamic 

interpretations. First, find the beginnings and ends of phrases. For example, in mm. 

19–22 there are two small sub-phrases, mm. 19–20 and mm. 21–22, which consist of 

                                                

16 Ibid., 90.	  
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the same melodic content. (See Example 3.2.) Make these two phrases more 

interesting by adding a crescendo and decrescendo to each phrase. Apply the same 

dynamics when this motive reappears. 

 

 

EXAMPLE 3.2. “Papillon,” mm. 19–20 and 21–22 

 

These suggested dynamics will help convey the fluttering of the butterfly while 

supporting continuous air between notes. (See Example 3.3.) 

 

 

EXAMPLE 3.3. “Papillon,” mm. 19–20 

 

Play a crescendo from m. 39 to the end of m. 40 to help with intonation. (See 

Example 3.4.)  
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EXAMPLE 3.4. “Papillon,” mm. 37–40 

 

An effective way to facilitate the quick change of dynamic in m. 73 is to  

set the metronome to mark eighth notes at less than performance tempo, and practice 

the immediate dynamic changes. Slowly speed up until the desired tempo is reached.  

 Starting in m. 90, there is a repeated rhythm that continues until m. 95. Make 

the following adjustments to the printed dynamic markings to heighten the musical 

effect: begin m. 90 mezzo forte, crescendo to forte in m. 92, and decrescendo to piano 

in m. 93 (on the E-natural). Keep the airstream spinning as the notes get softer. (See 

Example 3.5.)  

 

 

EXAMPLE 3.5. “Papillon,” mm. 90–94 

 

In m. 106, the piano takes over the melody, and the flute line becomes 

accompaniment. Add a sforzando (tongue the beginning of the note firmly, then 

quickly back off dynamically) at the beginning of the trill in m. 106, then gradually 
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crescendo until the resolution to B-natural in m. 113. (See Example 3.6.) This will 

allow the music to have a more dramatic effect.  

 

 

EXAMPLE 3.6. “Papillon,” mm. 106–113 

 

In m. 117, start at a piano, crescendo into m. 119, and follow the diminuendo 

(gradually get softer) and rallentando (gradually slow down) into m. 120. (See 

Example 3.7.)  

 

 

EXAMPLE 3.7. “Papillon,” mm. 117–120 

 

Start the coda at m. 136 mezzo forte, and play a two measure crescendo 

mirrored by a two measure decrescendo. (See Example 3.8.) These dynamics will 

continue the idea presented in the “A” section.  
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EXAMPLE 3.8. “Papillon,” mm. 136–140 

 

Start m. 159 at mezzo piano and follow with a crescendo into the downbeat of 

m. 163. (See Example 3.9.)  

 

 

EXAMPLE 3.9. “Papillon,” mm. 159–163 

 

Between mm. 163–175, experiment with the following dynamic suggestions:  

crescendo for two measures and decrescendo for the following two (as in Example 

3.10a), or stay soft until reaching the crescendo written in the music in m. 166 (as in 

Example 3.10b). Regardless of your choice, the important thing is that the dynamics 

are played with conviction.   

 

 

EXAMPLE 3.10a. “Papillon,” mm. 163–167 
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EXAMPLE 3.10b. “Papillon,” mm. 163–167 

 

Tempo and Interpretation 

Determining a performance tempo may be the most important factor for some 

students when learning and practicing a new piece. The beginning of “Papillon” is 

marked Allegro molto vivace, with no metronome marking. Allegro refers to a fast, 

lively tempo. Molto is the Italian word for “very” or “much,” and vivace means a 

brisk, fast, or rapid tempo. I suggest a goal tempo between quarter note=112 and 130. 

After the piano finishes the introduction, briefly pause before beginning the solo. 

Notice that throughout the piece, a tempo, referring to the original starting tempo, is 

written a total of six times.  

Section B (beginning in m. 66) starts with the piano at a slower pulse. Resume 

the tempo in m. 73. There is often a tendency to slow down on dotted rhythms or to 

cheat them by not playing their full durations. When practicing with a metronome, 

turn on the eighth-note subdivision to help maintain rhythmic accuracy. Another great 

exercise is to subdivide by articulating eighth notes on the notated dotted quarter 

notes. Play the B section with a sweet tone in order to highlight the tonal shift to the 

relative major key.  
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Move the rallentando in m. 156 back to beat two of m. 155. (See Example 

3.11.)  Moving the rallentando will help the performer make a smooth transition into 

the fermata at m. 156.  

 

 

EXAMPLE 3.11. “Papillon,” mm. 155–156 

 

The last five measures include two grand pauses (G.P.). In these grand pauses, 

pause for the length of the rests: two beats. It is important to cue the pianist at the end 

of these grand pauses. To execute these cues, breathe in tempo and make a subtle up 

and down motion with the flute, so the pianist knows exactly when to play. Practice 

this with your pianist several times until the ensemble is together. Finally, play the 

grace note at m. 183 as quickly as possible.  

As mentioned earlier, this composition portrays the fluttering and gliding 

movements of a butterfly. To help illustrate this image, play with good dynamic 

contrast, tone, intonation, and an even technique. Although this is in a fast 2/4 tempo, 

the ultimate goal is to feel the entire piece in one pulse per measure. Feeling the piece 

in one will provide a longer sense of line and will encourage a forward flow of the 

music. 
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Articulation 

Almost every other measure has an accent on the first beat. Accented notes 

should be emphasized with weight; do this by using more air, as if saying “ho.” In 

section B, practice beginning notes with light articulation and avoid attacking the 

onsets of the notes. Articulate each note by hitting the roof of the mouth with the tip of 

the tongue, or saying “doo” as you play each note.  

 

Intonation 

If the pitch remains low after you increase the speed of the air, bring your lips 

forward to a pucker (making the aperture smaller), raise the head, move the jaw 

forward, and keep the airstream fast. If the pitch remains high, drop the jaw and direct 

the airstream down towards the feet.17 Practice with a tuner in order to see and hear the 

required embouchure adjustments. Pay attention to specific notes that have potential to 

be low: B, G, E, and A of the middle register. Notes that tend to be high are middle C-

sharp, third octave E, and third octave F-sharp. To avoid general intonation problems, 

keep the throat ad body relaxed and the teeth apart. If all the above suggestions have 

been considered and the pitch continues to be a problem, consider using alternate 

fingerings. 

 

                                                

17 Toff, The Flute Book, 99. 
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Alternate Fingerings 

Any time B to A-sharp is played, use the lever key to finger A-sharp rather 

than using the right and left index fingers. (See Figure 3.5.)  

 

 

FIGURE 3.5. “Papillon,” Fingering B to A-sharp with the lever key 

 

There are three fingerings for B-flat/A-sharp, and all are valid (depending on 

the context) and are acoustically equal. Use thumb B-flat on flat keys except for the 

keys G-flat major and E-flat minor. Also use thumb B-flat when it is not adjacent to 

B-natural (for instance, in a passage that includes A–B-flat–F). The thumb B-flat can 

be left down on all other notes except on third octave F-sharp. Use lever B-flat when 

B-natural precedes or follows B-flat (for instance, in a passage that includes E–B-

natural –B-flat). Finally, use the left and right index finger B-flat fingering, also 

known as 1 + 1 or 1 + 4, when a passage has an adjacent B-flat and B-natural or when 

the note that precedes or follows B-flat uses the right index finger (for example, in a 

passage that includes B-natural–F–B-flat or B-natural–B-flat–D). 

Alternate fingerings can also help bring the pitch down on notes that tend to be 

high. If C-sharp is high, add fingers 4, 5, and 6, (or just 5 and 6) on the right hand. If 

the E is high, pick up the right pinky. Finally, if the F-sharp is high, use the middle 

finger, 5, on the right hand instead of 6. (See Figure 3.6.)  
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C-sharp 
 

E 
 

F-sharp 
 

 

FIGURE 3.6. “Papillon,” Alternate fingerings for C-sharp, E, and F-sharp 

 

Use the alternate fingering for E in mm. 90-92 to prevent going too high in 

pitch, but do not use the fingering in m. 93. If the E is low, depress the second trill key 

and release the pinky.  

 Begin the trill in m. 106 on D and trill utilizing the ring finger of the left hand. 

The C-sharp to D trill is achieved by using the first trill key.   

 

Vibrato 

Keep the vibrato consistent and even on all notes. The use of even vibrato 

helps keep the flow of the music moving forward and keeps sweetness in the sound. 

As the music crescendos, speed up the vibrato. As the music decrescendos, narrow the 

vibrato to a shimmer. 
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Practice Rhythms 

With exception of the first two notes in m. 176, a chromatic scale is played 

from mm. 176–179. To facilitate the technique, apply practice rhythms in this section. 

First, hold the first note of every sixteenth note group as a quarter note tied to one 

sixteenth note, and play the other three sixteenth notes in rhythm and in tempo. 

Second, play the first sixteenth note as written, but hold the second sixteenth note of 

the group and play the other notes in rhythm. Third, hold the third note of every group. 

Finally, hold the last note of every group. (See Figure 3.7.) 

 

 

FIGURE 3.7. “Papillon,” Practice rhythms from Flute Theory Workout by Lisa Garner Santa, Matthew 
Santa, and Thomas Hughes18 

 

Dotted rhythms of long-short or short-long notes are also extremely helpful. 

(See Figure 3.8.)   
                                                

18 Garner Santa, Flute Theory Workout, 63. 
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FIGURE 3.8. “Papillon,” Practice rhythms from The Flute Theory Workout by Lisa Garner Santa, 
Matthew Santa, and Thomas Hughes19 

 

Suggested Breath Marks 

 mm. 26, 34, 40, 46, 57 on rests 

 m. 93   do not breathe between E and E-sharp  

 m. 89   after the first B 

 m. 95   after D 

 m. 99    after G 

 m. 121   on the bar line. 

 m. 140   after low E 

 m. 167   after low E 

 m. 171   if needed after low E 

  

                                                

19 Ibid. 
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CHAPTER 5 

SONATA FOR FLUTE AND PIANO (GAETANO DONIZETTI) 

History 

 Gaetano Donizetti (1797–1848) was one of the leading composers of early 

Romantic Italian opera.20 During Donizetti’s time, the Italian audience was attracted to 

drama, such as that found in the music of Giuseppe Verdi, rather than action and 

passion.21 Much of Donizetti’s music sounds alike, with the accompaniments 

resembling the strumming of the “big guitar.” Donizetti’s goal was to provide the 

Italian audience with embellished singing and drama to create passion and strong 

action.22 

Although it is entitled Sonata for Flute and Piano, this composition is 

reminiscent of an overture. Influenced by the French overture, this form is intended to 

be an introduction for a larger work (usually an opera). It consists of a slow and lyrical 

                                                

20 Mark Evan Bonds, A History of Music in Western Culture (New Jersey: Pearson 
Education, Inc., 2003), 423. 

21 Ibid., 423. 

22 Leon Plantiga, Romantic Music: A History of Musical Style in Nineteenth Century 
Europe (New York: W.W.Norton & Company, 1985), 139–140. 
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introduction featuring dotted rhythms which is followed by a faster section in sonata 

form.23 

 

Form 

Donizetti’s Sonata includes a slow introduction, marked largo (broadly, in this 

case referring to a slow tempo), followed by an allegro (quickly and brightly) section. 

In the opinion of the author, largo in C minor sounds melancholy and lyrical. Robert 

Langevin’s edition includes tempo markings (also marked by the editor) that are 

associated with the terms. The largo section is marked at quarter note=76. Although it 

is up to the performer to decide on tempos, it is imperative he or she stays within the 

normal expectations of the tempos provided. The decision on the tempo will impact 

the performer’s breathing, which will also affect his or her phrasing. Despite the fact 

that one of the goals is to create drama, playing the largo at a slower tempo than 

quarter note=76 could cause this section to sound weary. Counter the tendency to slow 

down with wise practice using a metronome to regulate tempo deviations.  

The allegro section is in sonata form. Sonata form traditionally has three main 

sections: the exposition, which contains two main themes, the first sounding in the 

tonic key, and the second sounding (most often) in the dominant key; the 

development, in which one or both of the themes appear, often in several different 

                                                

23 Douglass Seaton, Ideas and Styles in the Western Musical Tradition (California: 
University Readers Company, Inc., 2008), 217.	  
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keys; and the recapitulation, which restates the two themes presented in the exposition, 

both in the tonic key.24 In this composition, the exposition starts at m. 28, the allegro, 

with an energetic primary theme (P) in C major. The primary theme is then restated in 

m. 40, but this time in the parallel minor key (C minor). In this restatement, the 

primary theme is melancholy for a few bars and quickly returns to its energetic 

quality. This interjection of the primary theme is reminiscent of the largo (as in m. 20), 

due to its minor tonality and scalar motion. The second theme (S) starts in m. 70 with 

the piano and is taken over by the flute in m. 79 with the same melody. This second 

theme is in the key of G major. Measures 105 through 126 consist of closing material 

for the exposition. The repeat at m. 126 is usually observed, but can be disregarded if 

there is a time constraint. The soloist would then proceed to the development section 

(mm. 127-155). (See Figure 4.1.) 

 

Largo  Exposition    

 Primary Theme  Secondary Theme Closing 

Cm CM Cm GM  
mm. 1–27 mm. 28–39 mm. 40–69 mm. 70–105 mm. 105–126 

 
FIGURE 4.1. Sonata for Flute and Piano, Exposition 

 

                                                

24 Ibid., 293. 
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The development is short and includes a dialogue between the flute and piano 

which stays in G major and is based on both the primary and secondary themes. It is 

playful and full of spirit, with a touch of lyricism provided by the sixteenth notes 

traveling in scalar motion with appoggiaturas featured in the flute line. 

The recapitulation begins in m. 155 with the flute soloist (in contrast to the 

exposition’s ensemble entrance). The performer can give the recapitulation a greater 

sense of drama by beginning the return of the primary theme slowly, then quickly 

accelerating into m. 156, as if rolling a ball down a hill. The secondary theme returns 

in m. 168. To enhance its effect, begin playing this theme at a slower tempo than it 

was played in m. 40. The closing starts in m. 226. In Italian opera there is usually a 

stretta, an ending section of an act where the tempo gets faster for the final climax.25 

Due to the connection this sonata has with Italian opera, adding the stretta will 

enhance the musical relationship between the two. (See Figure 4.2.) 

 

Recapitulation   
Primary Theme Secondary Theme Closing (stretta) 
CM  . . . . . . 
mm. 155–192 mm. 193–226 mm. 226–end 

 

FIGURE 4.2. Sonata for Flute and Piano, Recapitulation 

 

                                                

25 Plantiga, Romantic Music, 308. 
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Practice Techniques 

Flutter tonguing the music can help with low intonation and air direction, and 

can encourage air support in high passages. When flutter tonguing, roll the tip of the 

tongue as fast as possible as it is against the roof of the mouth26. This technique is 

done by rolling an unvoiced R. An alternative is to gargle with the back of the throat. 

Play the largo section fluttered a few times, then play it without the flutter (but be 

mindful to maintain the same air support). This technique can help keep the airstream 

fast, improve intonation, and also refine and smooth out the change between wide 

leaps.  

 

Complementary Dynamics 

When there are only a few dynamic markings, or no dynamic markings at all, 

the performer is allowed and encouraged to express his or her unique interpretation. 

Singing the music first will help him or her understand how the music naturally flows 

and be aware of where tension and release occur. Once this is aurally understood, it 

can be transferred to a performance. Consider the dynamics that are provided by the 

composer or editor. However, the dynamics provided in the score may not represent 

the best musical decisions. The primary element to remember regarding dynamics is 

that whatever the decisions may be, they must be conveyed to the audience by the 

performer’s execution.  

                                                

26 Toff, The Flute Book, 120.	  



 Texas Tech University, Maria Payan, May 2013 

59 

 

Notice that m. 21 is the loudest phrase in the largo section as it is marked with 

a forte. Everything from the beginning of this excerpt leads to that E-flat, therefore, 

executing a crescendo that starts from the pick-ups to m. 19 and builds up to the E-flat 

at m. 21, then beginning a decrescendo on the last two notes, G and F-sharp, which 

ends on the G at m. 22 would be musically logical and appropriate. (See Example 4.1.) 

 

 

EXAMPLE 4.1. Sonata for Flute and Piano, Largo, mm. 18–22 

 

It is vital to also add dynamics on appogiaturas, the notes that do not belong to 

the chord that create tension and release.27 For instance, the pick up to mm.11–12 is a 

sub-phrase and ends with an appoggiatura. Crescendo up to the appoggiatura, D, in 

m.12 and immediately decrescendo on the C. (See Example 4.2) Attempt this practice 

whenever possible. Also be mindful that to successfully taper off or decrescendo the 

last note of a phrase, the performer should move his or her lips forward and use a 

smaller lip aperture (lip opening). To avoid having the pitch fall, keep the air moving 

fast.  

 

                                                

27 Stefan Kostka and Dorothy Payne, Tonal Harmony: With an Introduction to 
Twentieth-Century Music (New York: McGraw-Hill, 2009), 197-98. 
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EXAMPLE 4.2. Sonata for Flute and Piano, Largo, mm. 10–12 

 

Take notice in the score that when the flute has long notes, the piano has 

moving notes, therefore, the flute line needs to come down in volume for the melody 

in the piano to be heard. Begin the long notes at dynamic levels given in the edition, 

then reduce the volume and decrease the vibrato. Slowly crescendo and add vibrato to 

this sustained pitch, which will assist with creating a forward sense of direction. This 

suggestion can be implemented in mm. 50–52 and other similar passages. (See 

Example 4.3.) 

 

 

EXAMPLE 4.3. Sonata for Flute and Piano, Allegro, mm. 50–52 

 

The approach of a forte piano (fp) can be challenging and interpreted 

differently from player to player. Forte piano refers to the dynamic effect that is 

achieved by playing forte and then immediately playing softly. Approach the forte 
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piano with “weight” on the note by using subtle, fast air. Quickly back off to get a soft 

dynamic, but maintain the fast air so the note will not go flat. 

 

Tempo and Interpretation 

To add drama at the end of each section, such as in m. 39, add a small ritard 

while carefully maintaining intonation and ensemble with the piano. (See Example 

4.4.) 

 

 

EXAMPLE 4.4. Sonata for Flute and Piano, Allegro, m. 39 

 

Donizetti indicates the end of formal sections with the use of four quarter-note 

chords. This happens five times: m. 68, m. 125, m. 154, m. 191, and m. 246. Each 

time, the performer should do something different to add variety. For example, the 

performer could apply the most marked ritard at m. 191 and perform no ritard at the 

end of the piece. 
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 Wait to get faster until m. 246; if the accelerando is done too soon, the stretta 

will sound hesitant and the ensemble will not sound together. From mm. 246–248, 

accelerate. Play the two notes in mm. 247–248 right on the down beat, but then delay 

slightly before playing the final measure. (See Example 4.5.) Remember to end the 

sonata full of energy and with good intonation. 

 

 

EXAMPLE 4.5. Sonata for Flute and Piano, Allegro, mm. 245–249 

 

In the beginning of the allegro section, the performer should treat the four 

repeated Gs as one note leading to the next by adding a subtle crescendo to each one 

until the fourth G in m. 29. (See Example 4.6.)   

Accelerando 
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EXAMPLE 4.6. Sonata for Flute and Piano, Allegro, mm. 28–29 

 

The first four notes of m. 40 are the same as the beginning of the allegro, but 

the presentation of the theme is now in minor. To add contrast to the two tonalities, the 

performer can begin this statement of the minor theme slowly and execute a subtle 

accelerando into m. 41. (See Example 4.7.) 

 

 

EXAMPLE 4.7. Sonata for Flute and Piano, Allegro, mm. 40–41 
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Measure 85 contains a turn (~) between G and B. This is an ornamentation that 

consists of the notes above and below the G. A turn includes five total notes that are to 

be played before the B: G, A, G, F-sharp, and G. (See Example 4.8.) The five syllable 

word “hippopotamus” can help delineate this rhythm and secure the player’s 

technique. 

 

 

EXAMPLE 4.8. Sonata for Flute and Piano, Allegro, Performance of mm. 85–86 

 

 Cadential trills varied during the Romantic Era. Donizetti, though, was a 

conservative composer; his music resembled that of Haydn.28 Therefore, in order to 

create a more effective realization of the trills in Donizetti’s music, start on the note 

above the written pitch. This upper note is also referred to as an appoggiatura. Play the 

upper note, B, as a full eighth-note with a small amount of “weight” emphasizing the 

tonal dissonance. It is helpful for the performer to notate the B on the music to serve 

as a reminder. To make the phrase sound more conclusive, the player should add a 

resolution to end of the trill. This resolution consists of two notes, G and A, with the 

final resolution to G occurring on the downbeat of m. 105. These two notes are 

                                                

28 M. De Thémines and Margaret Cecilia Cleveland, “Donizetti; his Life and Works,” 
Watson’s Art Journal 7 (July 1867): 210-211. 
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executed as sixteenth-notes on the second half of beat three in m. 104. (See Example 

4.9.)  

 

 

EXAMPLE 4.9. Sonata for Flute and Piano, Allegro, mm.103–105 

 

The performer could add a tasteful touch to the music by adding F-sharp grace 

notes in m. 108 before the E, and a B grace note in m. 229 before the A. This imitates 

what is notated in the piano part in m. 237. (See Example 4.10 and 4.11.)  

 

 

EXAMPLE 4.10. Sonata for Flute and Piano, Allegro, m. 108 

 

 

EXAMPLE 4.11. Sonata for Flute and Piano, Allegro, m. 229 

 

Measures 224 and 225 provide opportunities for the performer to add 

additional ornamentation. To start the trill on the D of m. 224, add an E appoggiatura 
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on the downbeat. Also add a C appoggiatura to the B trill in m. 224. The 

appoggiaturas can be played as eighth notes to be sure they are heard clearly before 

starting the trill. To connect m. 224 to m. 225, add a scale from the D trill to the C 

appoggiatura. This run can start from C on the second half of beat three for it to sound 

like an even eighth-note run. At the end of trill, perform a resolution into the C. This 

resolution will be played on the second half of beat three. (See Example 4.12.) 

 

 

EXAMPLE 4.12. Sonata for Flute and Piano, Allegro, mm. 24–26 

 

This sonata allows the performer to be dramatic, convey excitement, and gain 

the audience’s attention through the suggested tempo variations and stylistic 

interpretation. 

 

Phrasing 

 
Phrasing is one of the most important aspects of making music. There are 

different ways to determine musical phrasing. It could be by a group of measures, 

according to cadence points, by section, or perhaps in a larger scope by movement. 

Phrasing functions in the same way as writing. In writing, there are certain punctuation 
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rules one has to follow; you wouldn’t insert commas or periods just anywhere. It 

wouldn’t make sense. Try reading this sentence out loud:  

  “A successful team, is built, on the unique, contribution, of each member.” 

Repeat several times and think of how the sentence feels and ask: is saying it 

comfortable? Probably not. Now read the sentence like this: 

 “A successful team is built on the unique contribution of each member.” 

Hopefully, the second sentence feels more comfortable. While writers use 

commas for phrasing and flow, musicians take breaths in designated areas. Imagine 

someone playing a phrase as the first sentence with the oddly included commas. As an 

audience member, how would it make you feel? This is the kind of question that as a 

performer has to ask when deciding on breath marks. Decisions on phrasing may need 

to be adjusted according to the performer’s breath capacity.  

 

Articulation 

The interpretation of staccato markings can be a challenge. Staccato 

articulation refers to notes having space around them. Articulate the staccato notes 

lightly and lifted to keep the flow of the sound forward. Measure 39 gives the 

performer the opportunity to be melodramatic. Staccato and legato markings suggest 

the notes be played slightly longer and heavier. On several occasions, there are 

sixteenth note runs with slurs. Add a tenuto marking (-) on the first note of a run to not 

only “ground” the technique but also to create additional drama. Examples of where to 
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implement these suggestions include m. 38, mm. 66–67, m. 94, and m. 121. (See 

Examples 4.13 and 4.14.) 

 

 

EXAMPLE 4.13. Sonata for Flute and Piano, Allegro, mm. 37–38 

  

 

EXAMPLE 4.14. Sonata for Flute and Piano, Allegro, mm. 66–67 

 

Intonation 

Almost the entire largo section is in the middle range of the flute, a range in 

which there is a tendency to be flat, especially when playing softly. Therefore, pay 

close attention to the notes F, G, and A-flat in the middle register. On the other hand, 

the notes C, D, and E-flat have the potential to be sharp when playing forte. To aid 

intonation, practice the largo section with tuner set to drone a C. Play each phrase 

slowly; listen to every note against the C and take note of the tendencies. Notes in the 

third register have the possibility to be sharp if too much air is used or if the sound is 
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not focused. The notes F and E-flat run the highest risk of being too high in pitch. 

Note that vibrato is not a way to hide bad intonation. 

   

Alternate Fingerings 

 Alternate fingerings are extremely important for keeping intonation precise. 

The notes F and E-flat on the third register of the flute run the greatest risk of being 

too high in pitch. For instance, if the F at m. 18 is high, add the third ring finger on the 

right hand to bring the pitch down. (See Figure 4.3.)   

 

 

FIGURE 4.3. Sonata for Flute and Piano, Alternate Fingering for F 

 

The third octave E and F-sharp also have potential to run high in pitch. In order 

to bring the E down and prevent cracking, lift the right hand pinky. For the F-sharp, 

use the middle finger of the right hand instead of the ring finger. (See Figure 4.4.)  
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F-sharp 
 

E 
 

 

FIGURE 4.4. Sonata for Flute and Piano, Alternate fingerings for F-sharp and E 

 

Vibrato 

 Vibrato can vary depending on the mood, tempo, dynamic, and range of a 

piece. Due to the nature of the tempo in the largo section, vibrato can easily overpower 

the mood if the amplitude is too wide or fast. Manipulation of vibrato takes practice, 

and there are several ways to practice this skill. One exercise is what is known as 

measured vibrato. Start by setting a metronome at quarter note=60. Place a sheet of 

paper about six to eight inches in front of the mouth. Be aware that the pulse does not 

come from the chest but the abdomen. First, in four 4/4 measures, do quarter-note air 

pulses by saying “HO HO HO HO.” Then, repeat the exercise without vocalizing, i.e., 

by pulsing only air. Next, form an embouchure and repeat the exercise with quarter 

note air pulses. Finally, connect the pulses without allowing the paper to return to its 

original start position. After doing quarter note pulses, do eighth notes, triplets, and 

sixteenth note pulses. Apply these exercises while playing scales. Choose a one-octave 

scale that is comfortable and play the exercise above, one note at a time. Next, turn off 
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the metronome and start the vibrato slowly; gradually speed up and decrease the 

vibrato waves. This exercise will help to control the speed of the vibrato.  

Being able to change the speed of the vibrato will help with applying the 

proper vibrato speed into the context of the music. There are some players who believe 

every note should have vibrato and some who do not believe it is necessary. As a 

performer, one must make the decision regarding how to interpret the music. Also, 

vibrato should not be the same speed throughout. Increase the amplitude of the vibrato 

as the dynamic grows louder, and decrease the amplitude as it gets softer. Having 

vibrato between the notes helps keep the flow of the musical line moving forward. 

Practice the largo section without vibrato to help determine phrasing and improve 

intonation.  

To ground your technique, consider adding an oscillation or two of vibrato on 

the first notes. Examples of where to implement these suggestions include m. 38, mm. 

66–67, and m. 121. (See Examples 4.15, 4.16, and 4.17.) 

 

 

EXAMPLE 4.15. Sonata for Flute and Piano, Allegro, m. 38 
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EXAMPLE 4.16. Sonata for Flute and Piano, Allegro, mm. 66–68 

 

 

EXAMPLE 4.17. Sonata for Flute and Piano, Allegro, m. 121–122 

 

Practice Rhythms 

 There may be excerpts that are technically challenging. There are several ways 

to practice technical passages. One effective method is incorporating practice rhythms. 

One such approach is to hold one note at a time from a group of sixteenths. Practice 

this method on m. 88. First, hold the first note of each group of the sixteenth-notes for 

the duration of a quarter note plus an eighth note, and play the other three notes in 

rhythm and in tempo. Second, hold the second sixteenth-note of the group and play the 

other the notes in rhythm. Then, hold the third sixteenth-note of the group and play the 

other notes in rhythm. Finally, hold the last sixteenth-note of each group. (See Figure 

4.5.) 
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FIGURE 4.5. Sonata for Flute and Piano, Practice rhythms from The Flute Theory Workout by Lisa 
Garner Santa, Matthew Santa, and Thomas Hughes29 

 

There are also other practice rhythms that can help in technical passages such 

as dotted rhythms of long-short and short-long notes. (See Figure 4.6.) 

 

 

FIGURE 4.6. Sonata for Flute and Piano, Practice rhythms from The Flute Theory Workout by Lisa 
Garner Santa, Matthew Santa, and Thomas Hughes30 

 

                                                

29 Garner Santa, Flute Theory Workout, 63. 

30 Ibid. 
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Be sure to support technical passages with air. Not only will air help support 

rapid passages, but air support helps intonation and yields a centered tone. As with 

anything that is technically challenging, the performer should start at a slower and 

comfortable tempo to learn the notes and rhythms. 

 

Suggested Breath Marks 

  Largo:  m. 12 after C 

 Allegro: m. 32 after first G 

   m. 44 after G 

   m. 83 before the A (at bar line) 

   m. 92 at bar line 

   m. 103 before the trill 

   m. 109 after D 

   m. 122 at bar line 

   m. 136 after E-flat 

   m. 171 after G 

   m. 206 bar line 

   m. 217 bar line 

   m. 221 after E-flat 

   m. 230 after G-sharp 
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APPENDIX A – GLOSSARY 

Accelerando – a gradual increase in tempo 

Allegro – a lively fast tempo 

Aperture – lip opening where the air stream passes to produce a tone on the flute 

Arpeggio – notes that outline triads and seventh chords 

A Tempo – the original starting tempo 

Brillante – brilliant, full of energy 

Crescendo – gradually slow down 

Forte (f) – loud 

Forte piano (fp) – play strong and quickly go to a piano dynamically 

Largo – a broad, slow tempo 

Meno Mosso – with less motion 

Mezzo forte (mf) – medium loud 

Molto – very, much 

Mordent – ornamentation done by playing the original note, the note above, and back  

to the original in fast movement 

Piu Animato – more animated 

Poco Ritardando – slow down by a little 

Poco Rubato – slightly slower 

Pianissimo (pp) – very soft 

Rallentando – gradually slow down 
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APPENDIX B – FIGURES 

 

 

 

 

 

 
FIGURE 6.1. Double Tonguing Exercises inspired by Gary Garner 
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FIGURE 6.2. Practice Rhythms from The Flute Theory Workout by Lisa Garner Santa, Matthew Santa, 
and Thomas Hughes31 

  

                                                

31 Garner Santa, Flute Theory Workout, 63. 
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Third Octave F-sharp 
 

 

 

 
    
    

Third Octave F 

 

 

 

 
    
    

A-sharp 
 

 

 

 
    
    

C-sharp 
 

 

 

 
    
    

Third Octave E 

 

 

 

 
    
    

C–D Grace Note 
 

 

 

 
 

FIGURE 6.3. Alternate Fingerings 

 


