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ABSTRACT 

This doctoral project will present a list of steps and different methodologies of 

preparation that students could follow in order to be better prepared when seeking a job 

in music. Although music offers many different paths, only three will be subject of study 

in this project: college clarinet professor, orchestral clarinet player, and soloist.  

The method of research used in this study is the interview. A different 

questionnaire has been applied for each path, having a total of three different 

questionnaires, one per path. Within each area, the same questions were asked to each 

person interviewed with the intention of discovering if there is a method that works for 

everyone, or if on the contrary, it varies from one person to the next. Having a 

compilation of different methods of successful experiences may be useful and inspiring 

for future students.  
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INTRODUCTION 

“I wish I would have known about that earlier in my career”, a thought that many 

musicians have likely considered many times in their career. The purpose of the 

document is to present a list of steps and different methodologies of preparation that 

students could follow in order to be better prepared when seeking a job in music. 

Although music offers many different paths, only three will be subject of study in this 

project: college clarinet professor, orchestral clarinet player, and soloist.  

The method of research used in this study is the interview. A different 

questionnaire has been applied for each path, having a total of three different 

questionnaires, one per path. Within each area, the same questions were asked to each 

person interviewed with the intention of discovering if there is a method that works for 

everyone, or if on the contrary, it varies from one person to the next. Having a 

compilation of different methods of successful experiences may be useful and inspiring 

for future students.  

This document is divided into three main chapters: college clarinet professor, 

orchestra clarinet player, and soloist. Within each chapter, a brief biography of all the 

participants has been provided, followed by the questionnaire, and conclusions drawn 

from the information collected. From the interviews, different advice and perspectives 

were extracted regarding specific matters pertaining to different career paths of 

professional clarinetists. For purposes of clarity the answers gathered from the interviews 

are compiled together after each individual question. Each candidate was given a list of 

questions and their responses were collected in different formats: conversations via phone 

call or skype, via email, or with voice files.  
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Eight successful clarinet college professors were selected, from different parts of 

the United States, to participate in the first phase of this project: Dr. Dianne Barger 

(University of Nebraska), Dr. Gregory Barret (University of Northern Illinois), Dr. John 

Cipolla (University of Western Kentucky), Eli Eban (Indiana University), Dr. Denise 

Gainey (University of Alabama), Dr. Kim Luevano (University of North Texas), Dr. 

Robert Spring (Arizona State University), and Dr. Stephanie Zelnick (University of 

Kansas).  

In phase two, the interviews with the orchestral musicians, a number of 

outstanding orchestral clarinetists in the United States and Canada were identified based 

on their reputation and experience. The clarinetists selected were: Jonathan Cohen 

(Auckland Symphony Orchestra), Paul Demers (Philadelphia Orchestra),  Jose González 

Granero (San Francisco Opera), Richie Hawley (former principal of Cincinnati 

Symphony Orchestra), Ricardo Morales (Philadelphia Orchestra),  Michael Wayne 

(Boston Symphony Orchestra), and Brad Whitfield (Alabama Symphony Orchestra).  

The last chapter focuses on prominent soloists, both established and upcoming, 

who have been successful in developing a career as a soloist. The clarinetist interviewed 

were Nicolas Baldeyrou (France), Jose Luis Estellés (Spain), Carlos Ferreira (Portugal), 

Alexander Fiterstein (Belorussia), Olli Leppaniemi (Finland), Olivier Patey (France), 

Sang Yoon Kim (South Korean). 

 “Winning the audition”, a book by Jason Heath, was the inspiration for this 

project. In this book different outstanding bass players were interviewed in order to learn 

from their success and experience. This document is based on this idea but expands the 

scope to accommodate different career paths within the profession. It was important for 
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this project to have conversations with clarinetists who have exceled in their field and 

who are highly respected performers in the clarinet world. 

The format of this project was based on conversations with clarinetists in order to 

get current perspectives on how to achieve success as a clarinetist in the current 

professional environment. There are other books and resources that offer advice and 

information, but the focus of this project was to ascertain the most current thinking and 

perspective of present-day professional clarinetists. 
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CHAPTER I 

COLLEGE PROFESSOR 

BIOGRAPHIES 

Dianne Barger 

Diane Barger is professor of clarinet and member of the Moran Woodwind 

Quintet at the University of Nebraska-Lincoln since 1994. In addition to her work as a 

collegiate educator, Barger actively works with pre-college clarinetists and is involved in 

mentoring her cadre of clarinet instructors at Cornerstone Academy of Clarinet, where 

she serves as Founder and Professor of Clarinet. Since 2003, Dianne Barger has served as 

principal clarinet with the Lincoln’s Symphony Orchestra. Prior to that, she held 

positions in the Florida Orchestra, the Naples Philharmonic, the Tampa Bay Opera 

Orchestra, the Tallahassee Symphony and the Chicago Civic Orchestra. 

Dr. Barger is an active soloist and chamber musician, master class clinician and 

adjudicator throughout the United States. She also proudly serves as an Artist/Clinician 

for Buffet Crampon, D’Addario Woodwinds, and a Silverstein PRO-Team Artist for 

Silverstein Works. 

Dr. Barger has released different CDs featuring solo and chamber music such as 

BlingBling, with works by McAllister; Conversations Between Friends for clarinet, 

bassoon and piano with music by William Hurlstone and Bill Douglas; Play Pretty with 

the Amiticia Duo showcasing music written specifically for the Amicitia Duo for E-flat 

and B-flat clarinet instrumentation (with or without piano); and Postcards from the 

Center with the Moran Woodwind Quintet featuring works by American composers 

Lieuwen, Murdock, Higdon, and Heiden, among others. 

http://www.buffet-crampon.com/en/artists.php?mode=artistPresentation&aid=600
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Dianne Barger received the Doctor of Music (1999) and Bachelor of Music 

(1988) degrees from the Florida State University where she was a student of Frank 

Kowalsky. She also studied with Robert Marcellus while completing the Graduate 

Certificate in Performance (1990) and Master of Music (1989) degrees from 

Northwestern University. 

Gregory Barrett 

Gregory Barrett has been teaching clarinet at Northern Illinois University since 

2000. Since 2008 he is Editor of Music Reviews for International Clarinet Association's 

quarterly journal, The Clarinet. He proudly serves as Buffet Group Artist. He has 

performed and taught throughout the U.S. and Europe, and in Australia, Canada, China, 

Israel and Japan. 

A specialist in music from Finland, his recordings The Finnish Clarinet and 

Eliangelis are available on the ALBA label. Dr. Barret also stands out for his 

compositions and arrangements which you can hear on his Youtube channel. Some of his 

published works are 24 Clarinet Etudes from the World, The Three Shepherds Rock for 

clarinet trio, Klezmer Suite for clarinet choir, and Oyfbli & Oyf tish un oyf benk 

(Flowering & It was a Grand Old Time) for solo clarinet with wind band. Among his 

published arrangements are Jean Sibelius’s En Saga Septet, Nachtlieder by Esa-Pekka 

Salonen, and Carl Nielsen’s Chaconne op. 32. 

Gregory Barrett obtained his Doctor of Music at Indiana University in 1998 while 

he was under the guidance of James Campbell and Eli Eban; his Master of Fine Arts at 

State University of New York, Buffalo in 1985 under James Pyne’s guidance; and he was 

student of Clark Brody and Wesley Foster while he was receiving his Bachelor of Music 
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at Northwestern University in Evanston in 1983. He also received additional lessons with 

Russ Dagon and Robert Marcellus. 

John Cipolla 

John Cipolla is professor of clarinet and saxophone at Western Kentucky 

University. Besides teaching, he focuses his professional energies on recording 

contemporary solo and chamber clarinet music, and commissioning clarinet quartet music 

for The International Clarinet Quartet–a quartet he co-founded with clarinetist/composer, 

Osvaldo Listen (Argentina), clarinetist/bass clarinetist, Sauro Berti and clarinetist, Piero 

Vincenti (Italy). 

Cipolla, a Selmer Paris, Gonzalez Reed, and Silverstein Works clarinet artist, has 

performed solo and chamber music recitals throughout the United States of America, 

Europe and South America. He has recorded on Sony, ECM New Series, Centaur, 

Nonesuch, Dance Vision Records, NBC television, and numerous radio broadcasts and 

has released three solo recordings. Cipolla has also created and published a play-along 

instructional recording of much of the Carl Baermann Method for Clarinet. 

John Cipolla holds a Doctor of Musical Arts degree in clarinet performance from 

the University of North Carolina at Greensboro, studying with Dr. Kelly Burke, a Master 

of Music degree in clarinet performance from Mason Gross School of the Arts at Rutgers 

University, studying with Dr. George Jones, and a Bachelor of Music in saxophone 

performance from The Eastman School of Music, studying with William Osseck. He was 

also a scholarship student of Joe Allard at The Juilliard School in New York City. 
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Eli Eban 

Eli Eban, an Israeli-American, has served as professor of clarinet at Indiana 

University Jacobs School of Music since 1990. Before that, he was a visiting professor at 

the Eastman School of Music. After graduating from The Curtis Institute of Music in 

1975, Mr. Eban was appointed principal clarinetist of the Jerusalem Symphony Orchestra 

under Lukas Foss, and shortly thereafter, he joined the Israel Philharmonic Orchestra at 

the invitation of Zubin Mehta. Eban has been featured as a soloist with many different 

orchestras. 

Besides teaching at Jacobs School, Mr. Eban divides his time between touring as 

a soloist and chamber musician. He also performs as the principal clarinetist of the 

Indianapolis Chamber Orchestra. During the summers, he performs and teaches at the 

Sarasota Music Festival and serves as principal clarinet in the Chautauqua Symphony 

Orchestra. 

Many of his former students are pursuing active solo careers and have won 

orchestral positions in Israel, Denmark, Korea, Poland, Singapore, and South Africa. In 

the United States, they can be heard in the orchestras of Indianapolis, New Mexico, 

Toledo, and the New World Symphony. 

Denise Gainey 

Denise A. Gainey is professor of clarinet and instrumental music education and 

the Associate Chair of the Department of Music at the University of Alabama at 

Birmingham. Prior to that, she held a nine-year tenure as Assistant Professor of Clarinet 

and Coordinator of Music Education at Mars Hill College in Mars Hill, North Carolina, 

where she was a member of the Asheville, Kingsport, and Hendersonville Symphonies. 
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She was a member of the Missouri Chamber Orchestra in Columbia, Missouri, from 

1993-1997.  

Dr. Gainey, a Backun Artist/Clinician, D’Addario Woodwinds Artist, and 

Silverstein PRO Team Artist, is an active soloist, chamber musician and clinician 

throughout the United States and Europe. She currently serves as President-Elect of the 

International Clarinet Association. In 2001, she published a collection of clarinet solos 

Solos for clarinet, and in 2018 she had a book published by Carl Fisher Music, a book on 

the life and work of Kalmen Opperman “Kalmen Opperman: A Legacy of Excellence 

(Passing on the Flame).” 

Dr. Gainey received the Doctor of Musical Arts in Clarinet from The University 

of Kentucky, the Master of Music in Clarinet Performance from The University of North 

Texas, and the Bachelor of Music Education from Florida State University. Gainey’s 

major teachers include Kalmen Opperman, James Gillespie, Frank Kowalsky, and Fred 

Ormand. 

Kimberly Luevano 

Kimberly C. Luevano is one of the clarinet professors at the University of North 

Texas and the Founder and Director of the UNT ClarEssentials Summer Workshop since 

2011. She served as a member of the clarinet faculty at the Interlochen Arts Camp from 

2003 to 2012. Prior to her appointment at the University of North Texas, she was 

Professor of Clarinet at Eastern Michigan University for fifteen years. Luevano plays and 

endorses Henri Selmer Paris instruments and is a D’Addario and Company Performing 

Artist. 
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Luevano, a versatile freelance musician, has performed as a member of the 

Michigan Opera Theater Orchestra, as principal clarinetist of the Ann Arbor, Lansing, 

Toledo, and Traverse Symphony Orchestras, with the Detroit and Windsor (Canada) 

Symphony Orchestras, and with Keith Brion’s New Sousa Band, among others. She has 

presented acclaimed solo and chamber performances, adjudicated, and presented 

masterclasses on four continents. She has also released two world premiere CDs.: 

“Atonement” was recorded by HAVEN (a clarinet, soprano and piano ensemble created 

in 2012) and was considered in the GRAMMY nomination process and “Bright Angel” 

which features American works for clarinet and piano. 

Originally from Albuquerque, New Mexico where she studied with Keith 

Lemmons, Luevano studied in Paris, France with Guy Deplus and Alain Damiens as the 

recipient of a U. S. Government Fulbright Grant and a Kade Fellowship. She earned 

graduate degrees at Michigan State University where she studied with Elsa Ludewig-

Verdehr and her undergraduate degree at the University of North Texas where she 

studied with James Gillespie.  

Kimberly Luevano obtained her Doctor of Musical Arts and Master’s Degrees in 

Clarinet Performance at Michigan State University in 1996 and 1994 respectively, where 

she studied with Elsa Ludewig-Verdehr, a Postgraduate Study in L’Ecole Normale de 

Musique de Paris in 1992, where she studied with Guy Deplus and Alain Damiens, and 

her Bachelor of Music degree in Clarinet Performance, Music Theory minor, cum laude 

at the University of North Texas in 1991, where she studied with James Gillespie. 
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Robert Spring 

Robert Spring has served as Professor of clarinet and chamber music at Arizona 

State University since 1988. Prior to that he was assistant professor of music at West 

Texas State University and in Morningside College. Currently Spring is also a guest 

professor at the Beijing Central Conservatory of Music. 

Dr. Spring has performed as a recitalist, soloist with symphony orchestras and 

wind bands in the United States, Canada, Europe, Asia and South America, and has been 

heard in the United States on National Public Radio's, Performance Today. He frequently 

serves as clinician and adjudicator and teaches on the faculties of several summer music 

festivals. He has published numerous articles on multiple articulation and other 

contemporary clarinet techniques. Among his many CDs released, it is worth mentioning 

his “Clarinet Concerto by Aaron Copland”, “Dragon’s Tongue” featuring virtuosic music 

for clarinet and wind band, “Clarinet Music of Joan Tower”, “Dry Heat” first recording 

of music written by Eric Mandat and Whitney Prince, and “J. B. Smith, First Reflections 

with Robert Spring”. 

Robert Spring attended the University of Michigan where he was awarded three 

degrees: a Doctor of Musical Arts degree in 1987, a Master of Music in Wind 

Instruments degree in 1978, and a Bachelor of Music in Instrumental Music Education 

degree in 1977. His teachers included John Mohler, David Shifrin and Paul Shaller. 

Spring is a Henri Selmer Paris Artist and performances on the Privilège clarinet. 

Stephanie Zelnick 

Stephanie Zelnick is the associate professor of clarinet at the University of Kansas 

and Principal Clarinet of the Boulder Philharmonic Orchestra. Prior to this, Zelnick held 
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teaching positions at the University of Wyoming and the University of Northern 

Colorado. She also held principal clarinet positions in Central City Opera, Mississippi 

Symphony, Prague Opera Orchestra, Colorado Ballet, and Greeley Philharmonic 

Orchestra and has appeared with various other orchestras including Colorado, Kansas 

City, Tallahassee, and Tucson Symphonies. 

Dr. Zelnick has performed and taught extensively in Italy, France, England, 

Denmark, Belgium, the Netherlands, Switzerland, Austria, Czech Republic, Spain, Costa 

Rica, Israel, Slovakia, Germany, and most recently at festivals in Brazil, Lithuania, 

Mexico, Serbia, Romania, Colombia, Canada, the United Kingdom, and Taiwan.   

She has published featured articles in The Clarinet including “The High Altitude 

Clarinetist” and "Notable Women Clarinetists." She has also released two solo albums, 

Diaspora and Diversions: the Midcentury Clarinet and a chamber album entitled AdZel . 

A third CD will be released in 2020, “Wind and Bow”, featuring rarely recorded works 

for clarinet and string quartet. 

Stephanie Zelnick obtained a Doctor of Arts in Music and a Master of Music 

degrees in the University of Northern Colorado, an Artist Diploma in the Academy for 

the Performing Arts, and a Bachelor of Arts and a Bachelor of Music in Rice University. 

She is a Buffet Crampon Artist and Clinician. 
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INTERVIEWS 

1.What do you recommend college students do to be more qualified when 

applying for college teaching jobs? What could they do to make their CV look more 

compelling? 

Dianne Barger 

I encourage my students to seek out any and all opportunities to go present or 

perform at regional, national, and international conferences1 (and note when they have a 

peer-reviewed invitation2 clearly on their CV); join the International Clarinet 

Association, College Music Society, and NACWPI and get involved with those 

organizations by attending/presenting and possibly getting published; and either establish 

their own private clarinet studio (noting how they recruit for that on their CV and their 

successes with recruitment), seek adjunct work at local colleges3, and offer clarinet 

clinics/coaching sessions at local schools (middle schools-high schools). I also make sure 

to give my graduate students opportunities to work with my undergraduate clarinet 

majors in a master class setting so they get experience doing that before they have to do 

that at their first job interview (my first master class teaching experience was when I was 

 
1 ICA ClarinetFest®, NACWPI Conference, and CMS Regional Conferences (a good place to 

start; then National CMS). As far as finding other conferences, they can Google it (“music 

conferences focused on women”, etc.)  

2 Peer reviewed invitation is when you have applied to present/perform at a conference and a 

conference committee reviews your proposal and selects you. This is an honor in academia, as not 

all proposals for a conference are accepted. It is important to note those on your CV. 

3 You can most certainly contact local colleges and introduce yourself via an introductory letter 

accompanied by a CV; having smaller colleges know about your expertise (i.e., “I can teach all 

single reed instruments, music theory, and music appreciation”) does not cost you a thing and you 

never know when they might be looking to hire someone to teach a class. Many of these smaller 

colleges don’t often list their positions in the Chronicle of Higher Education like NASM schools, 

so it’s always good to see what is in the area and offer your expertise, should it be needed. 
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a finalist for the Interlochen Arts Academy position in 1993. Fortunately, I found myself 

to be quite at home with that, but I have witnessed some very poor master classes over 

the last 26 years of teaching! It is crucial that we help our students learn how to do things 

like this.) So many positions now ask for “experience” beyond Graduate Teaching 

Assistantship work, which is difficult for many students to overcome (the aged old 

problem of “how do I get experience if no one gives me a chance?”). So, seeking out and 

MAKING as many opportunities as you can to go out and teach students, learn how to 

recruit, learn how to put together a sound proposal for a conference call, etc, is crucial. 

As for compelling CVs, organization is everything. If it is difficult to “find”, 

people will just simply stop looking at your CV when they have 60+ other applications to 

go through. I truly dislike seeing people list the dates at the end of a list, as that is very 

difficult to sort through. So, I always insist that my students have a reverse chronological 

order in their CVs with the year clearly on the left, followed by a tab and then a 1-2 line 

listing (with 2nd line indented further) of the event. This really gives the CV clarity, and I 

am always surprised when people have sloppy CVs. Also, clearly noting when something 

is peer reviewed, as well as type of venue (state conference, regional conference, national 

conference, international conference) stands out in CVs. Overall organization, as well as 

correct spelling, is essential. I would also suggest for any job experience listed that there 

is a brief description of duties listed. 

Gregory Barret 

I think it depends on the specific job. For starter jobs, it may be different criteria 

than if you are applying for a job at a top-level institution that supplies doctoral degrees 

or is a flagship university of the state system. So “what you recommend college students 
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do to be more qualified,” I think for most cases they would probably need a doctorate 

unless they held a major performance position in an orchestra or internationally renowned 

contemporary music ensemble. In addition to that, a diverse performance record. So that 

could be, performing recitals at professional venues, colleges, universities4, etc.  I think 

the more things they can show they have done in an excellent way, the more attractive 

they will be. So, if they can demonstrate they have had college level teaching, successful 

students, etc., those are things universities are looking for. They want to know that an 

applicant would be able to get tenured and how to get tenured, again, that varies 

university to university, but it is probably a combination of successful teaching, it may be 

successful recruiting, and it may be more specifics such as releasing a CD.  

I think each college or university advertised position will have certain minimums 

that are required. It may not be having a doctorate, but it could be something like a 

terminal degree. They may accept a masters, performance certificate, or an artist diploma, 

but probably a doctorate. So, to be qualified, you want to show that have already done 

those things that the university expects their own employees to have done, and that is 

professional level activities. 

And then, to make their CV look more compelling, it needs to be, in my opinion, 

as correct and accurate as possible. Again, it depends on the institution. My university is 

very much interested in hiring the best teachers, so it could be somebody whose English 

is not completely perfect (we are trained not to hold that against an applicant). But I do 

suggest, if English is not your first language or if your writing skills are not fantastic, 

 
4 From my experience it is pretty easy to play a guest recital at a university if you are willing to 

do it without getting paid and if you bring your own pianist. The I.C.A. is a great way to meet 

current professors…just ask them if you can come and perform. 



  Texas Tech University, Elisa Montoya Sánchez, May 2020 

 

15 
 

have your own teacher or other colleagues look over your CV so that it is as accurate as 

possible in terms of language usage. And then, let your CV highlight those things that 

you have done that sets you apart from other applicants if you have a special area of 

performance or research.  

John Cipolla 

Have a secondary area of experience (music theory is the most common and 

probably the most useful). Have classroom teaching experience on some level so that if 

you're hired to teach studio, there is some documented experience that the school would 

feel comfortable giving that person a Music Appreciation section or something like that. 

If one is a Grad Student, even assisting in someone's class can be put on a resume. 

Asking professors if they'd let you sit in the class or offer tutoring occasionally. Any of 

this is considered experience. If you get an interview, they will want a classroom teaching 

demonstration in which you would want to clearly demonstrate the concept you're 

explaining was presented in a concise, organized manner to the students and that they 

understood it. 

For studio instruction positions, have tangible evidence of how you recruit and 

maintain numbers in a studio (this is important). Private studio recruiting is absolutely 

valid and should be reflected on your CV. Offer creative ways that you have grown your 

studio and attracted students and also some points that shows "evidence of learning." This 

could be things like them making it to All District, All State. 

For studio instruction, have tangible evidence of positive, productive and 

professional interactions with students (student evaluations or unsolicited student 

comments). So much of studio teaching is a one on one model. Some can be taught in 
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groups, but most is one on one. Recruiting and retaining students has a personal element 

to it. If students like coming to lessons they will tell their friends and they might take 

lessons. They might tell their parents and they might write you a thank you note. Any 

communication that shows that you foster a professional, positive and productive 

environment is something that will communicate to an employer that this person has a 

track record and potential to relate well to the students. There are still places where this 

does not matter. If a student is playing at a very high level and is competing in national or 

international competitions, they seek very specific instruction from master teachers. This 

kind of instruction can be a bit harsher in delivery than what a student might get at a state 

or regional university. Most jobs are not at the top tier; therefore, it is important to 

demonstrate that you can relate well to the students. This does not mean that you have to 

have all students like you. If you are prepared for lessons and the students feel that they 

are learning, they will respect you and that is what you're trying to develop.  

Eli Eban 

Stress the importance of acquiring fundamentals at an early stage of development. 

Denise Gainey 

College students should think about what sets them apart from all of the other 

great clarinetists applying for jobs; do you have teaching experience? Public school 

experience? Theory or music history pedagogical training? Multiple winds skills? Have 

you won significant competitions or had significant leadership positions? 

Kimberly Luevano 

On one hand you need to make sure that you cover all the basics. So, you need to 

make sure that you have some kind of teaching experience. If you can have college 
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teaching experience that is the best of all, either if you can be a teaching assistant or if 

you can actually get employment probably as an adjunct position. Say you are trying to 

get your first college teaching job, probably they are not going to hire you if you do not 

have any teaching job experience, so you want to at least in your doctoral career or 

throughout the career start developing your teaching portfolio and teaching profile. You 

also want to be able to document that by naming the different institutions where you have 

taught (middle schools, high schools, etc.), your responsibilities (do sectionals every 

week, develop the curriculum for your students, etc.), and the successes that you have had 

(X number of them got X rating in solo and ensemble festivals, X number of them made 

into the “All regional band”, etc.). In summary, you have to have teaching experience and 

documented teaching experience with your successes. 

Typically, they also want to know that you are a good performer. So you want to 

show that you are a good solo performer, chamber performer, and orchestra performer by 

developing those parts of your portfolio. For the chamber experience, often times 

woodwind quintet is pretty significant because in many colleges playing in their 

woodwind quintet is part of the job. Also, it would be good have clarinet and strings 

experience. Something really good would be forming your own chamber group and going 

to competitions. For the solo, try to find different venues where you can perform, like 

nursing homes. If you happen to have been able to perform with an orchestra, or if you 

happen to have done some competitions, or things like that, those are things that you 

want to write on your CV. So basically, in the performance part they want to know that 

you are a good performer that has experience in all these different genres and has been 

successful in all of them. 
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There is another whole category where you show other skills that you have and 

make you unique, like having for example a related field in music history, or music 

theory. So you want to think what you can offer in addition to clarinet playing that is 

going to set you apart. You need to take under consideration that having teaching and 

performance experience are good things, but many applicants will have that too, so you 

want to have other skills to offer.  

Almost every school I have ever been at, every committee I have ever been on, is 

concerned with getting students to their school, so they are going to be interested in 

hearing your ideas about recruitment and how to get students to come to the school. If 

you are looking to a tenure-track job, they are going to be interested in what is your 

research profile, what things you are interested in pursuing in the next 5 years, and how 

you are going to make your mark in the profession.  

Generally they also want to know that you are going to be a good colleague, so 

you are willing to be on committees, you are going to be a team player, you are not going 

to be gone doing five million other things, that you are not going to squeeze your students 

in 3 days a week every three weeks. They want to know that you are going to be active 

and contributing. 

So if you think of it like a portfolio or like a file cabinet, you want to have your 

teaching folder, your performing folder, and your research folder and fill them up as 

much as you can and be able to document them. You also want to have how you are 

going to recruit, what other skills and strength you have to offer that nobody else may 

have. And ideally those things will create some success, some interest, I think. 
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How you list and organize your CV is going to give an impression about yourself. 

You need to be honest about who you actually are, but I would suggest not to sell 

yourself as a graduate student because if you do, you are showing you are still in that 

kind of mindset. For instance, our students here at UNT put on their CV “North Texas 

Wind Symphony, Denton, TX”, and of course it is the University Wind Symphony and 

everybody will know that, but this way you are kind of indicating the committee the way 

you are thinking about it and that you are treating it like a professional rather than you are 

just a student in the ensemble. In the future, as your career progresses, you may feel like 

you do not need to include certain things that now as a college student you do.  

I advise students to always have a lot people look at their CV and give you input 

about it, clarinetists and non-clarinetists. Remember that often people in the committee 

are not going to be clarinetists. It is probably going to be a non-clarinetist the one hiring 

you since most jobs you are going to be applying for would be to replace a clarinetist.  

On how to make your CV look more compelling, I do not think there is a set 

answer for anybody because everybody is different. You have to take advantage of all the 

opportunities. In my case for example, I had a woodwind quintet for my undergraduate 

career, and we went to some competitions like the “Coleman chamber competition”. 

During my master’s degree, I had an opportunity to teach in Albuquerque where I grew 

up, so I did that because that gave me college experience. I also went to different summer 

festivals. And when I was a doctoral student, I concentrated a lot in music history 

because I thought that if there might not be clarinet jobs, there might be music history 

jobs, a field that I also like very much. During my doctorate I also had the chance to be a 
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teacher assistant in music history. During my career I also learned how to play 

saxophone. 

Lately what I have noticed is that there are more conferences these days. It used to 

be the International Clarinet Association, and it used to be hard to get on to those 

conferences even if you were a professional. But it seems they have made an effort to try 

to include student professionals. So, I would suggest submitting a proposal to the ICA, or 

to the College Music Society, or to present on conferences. You could also submit 

articles to The Clarinet journal for publications.  

Another thing is that you want to take advantage of every opportunity but that 

could make yourself crazy, so it is probably good to be strategic. Something that you 

could do is plan ahead and present kind of the same presentation in different conferences 

or things like this. 

Robert Spring 

Students need to be able to do more than one thing.  Not only teach their 

instrument well, but perhaps a secondary instrument or theory/history or band or even 

orchestra.  They also need to have had an article published. For example, I have had 

students publish in each of these journals: NACWPI (National Association for College 

Wind and Percussion Instructors), The Clarinet Magazine and in our State music ed 

journal. They also need to have had one or two performances at an international 

conference such as ICA (International Clarinet Association), NACWPI and College 

Music Society. 

A recording of some type is also good, even if a vanity recording on a self-

produced label. By self-produced label I mean a recording that is not on a national label. 
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You do the recording, doing it right with a good recording engineer and digital editing 

and mastering, get someone to create cover and liner art.  Do liner notes and get 100 

produced. There are companies all over that will make CDs for you once you have 

provided the mastered recording and artwork. Remember that the search committee’s first 

job is to eliminate unqualified people.  The applicant needs to stand out to make it to 

level two, then level three then to the interview stage. 

You must also have teaching experience!  Even at a community college or part 

time work shows this experience.  Remember that graduate TA experience does not count 

unless you are the instructor of record, in other words, the one giving the grade. 

You must be able to perform music of as many genres as possible.  Classics, 

romantics, 20th and 21st century, contemporary techniques and even jazz if possible. 

Stephanie Zelnick 

I think that it's important now to have a breadth of diverse experiences on one's 

resume. A candidate needs to have a range of orchestral, solo, and chamber experience. 

One should also seek to organize their resume in a clear and concise fashion for the 

search committee. 
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2.What do you think is the most important thing to have, in order to get a job as 

a University professor: personal connections, CV, research, outstanding recordings, 

teaching experience or other factors?  Have you found that lacking any of these things 

has been an obstacle for you? 

Dianne Barger 

I was blessed to get the first college teaching job I applied for, so none of this was 

ever an obstacle. I was fortunate to have great connections with Frank Kowalsky and 

Robert Marcellus when I applied for my job at UNL (I was in my last semester of DM 

studies at FSU when this job came open; it was the first college teaching job I ever 

applied for (the Interlochen job was open the year before and I was a finalist for that 

position, as well, but the job went to Richard Hawkins.) So, I do believe connections are 

very important and that your teachers should be great assets to you when it comes time 

for finding a job. I had professional orchestra experience on my CV and the names of 2 

prominent clarinet pedagogues on my CV when I applied for this job, and I am sure that 

did not hurt one bit. Teaching experience is crucial now more than it was even back when 

I applied for my job 26 years ago. As for the recordings, live performances mean MUCH 

more than a pre-recorded, edited CD. When I submitted my recording for my UNL job 

application (back before you could do individual tracks like you can now so it is easy to 

jump ahead to something else), I made sure the first thing on the tape was something I 

wanted the committee to hear as one of my top strengths: my sound and musicality. I put 

on the Reger Albumblatt, followed by the first movement of Brahms No. 1, some 

chamber music piece or two (I don’t recall what…) and my “holy cow” piece was 

Bucchi’s unaccompanied Concerto. I DO tell my students that they need a piece like that 
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on their recording and that they can play live at their audition. That is a piece you choose 

wisely. I think also just networking and getting your name out by attending and 

participating (lecturing/performing/competing) at ICA ClarinetFests® and the like are 

also crucial in this day. 

Gregory Barret 

The most important things to have are the minimum requirements, so it is 

probably a terminal degree. And I think especially for any job beyond a low-level job, 

college-level teaching may be a requirement. Perhaps you have been a graduate assistant, 

teaching secondary students, that would count to some degree, so that is important. 

Students could also get teaching experience in a community college or other small 

college that may need an adjunct instructor…so contact them. Use any musician contacts 

you already have, such as faculty member, as a person of reference. Some high schools 

have very developed private lesson structures in place on their campus…contact their 

band directors to give a free master class/clarinet sectional. Try to teach there. 

 If you have made recordings, you are going to need them, and at some point in 

the application process, you will be asked to share them (video or audio). I do not think 

personal connections are that important. As long as your CV shows everything you have 

done, personal connections are not a primary thing. But a record of performance or 

research activities5, that will be key. 

 

5 Clarification made by Dr. Barret: “by research activities I mean research you have done in 

conjunction with a graduate degree. It could also be research to make a recording of new repertoire; 

or collaboration with a composer or other performers.” 
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At first, your job is just to meet the minimum requirements to be asked for an 

interview, and there the most important thing will probably be teaching a masterclass or 

teaching a sample lesson and that is how effective can you be in helping a student 

progress and learn in a very short period of time. The most important thing to have is 

some way of showing that you will be a fantastic teacher, so maybe if you could 

somehow include in your CV your areas of expertise in pedagogy that would help and if 

you have been successful in having students get into All-State groups, summer festivals 

or be admitted to college music programs. 

In terms of lacking any of these things, I have been offered several jobs, I was not 

accepted for several jobs. The jobs that I was not accepted for, did not receive an 

interview for, I do not know why, I was never told so I do not have information about 

that. 

John Cipolla 

Probably all of the above to some degree. Overall, the skill set for the primary 

portion of the job has to be at a very high level and having a secondary area of skill is 

also pretty much mandatory at this point. Most people think that they will get a studio 

teaching position, but the reality is that they will likely do multiple things. As far as CV, 

recordings, etc., those need to be of the highest quality. And those should be organized so 

that a person can view/listen to them and see/hear within a minute or two that they want 

to continue to look. 

Eli Eban 

Outstanding recordings and some proven teaching experience. 
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Denise Gainey 

This all depends on the position you are applying for- each one has different 

needs. I would say that teaching experience and outstanding recordings are very 

important, but it always helps to have a great CV and personal connections. 

I have students develop a private studio to begin with, as well as look for local 

opportunities to gain professional level playing experience if at all possible. I also 

encourage them to look for graduate assistantship opportunities where they are teaching 

applied clarinet and another course (such as Woodwind Methods or music theory) to 

build a college teaching resume. Working at camps like Blue Lake or participating in 

summer music festivals also provides good experience and an opportunity to build 

connections. If they are able to gain experience by doing a one semester or one year 

sabbatical replacement for a university teacher, even better. 

Students can create new personal relations by becoming involved with the 

International Clarinet Association at the state, national, and international level by 

volunteering (!!), attending performances and talking with artists- even the exhibit hall 

provides a chance to get up close and personal with world class clarinetists and 

instrument makers. NACWAPI (National Association of College Wind and Percussion 

Instructors) is another great way to make connections, as they are more open to having 

pre-professionals present at their conferences. Social media can be a great help if done 

correctly- developing a terrific and interesting website or blog that draws people in to 

interact with you, and using it to promote upcoming performances or masterclasses where 

you hopefully meet those connections in person. 
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Kimberly Luevano 

Here is the thing, if you were going to be applying to teach in a University like 

Julliard, Eastman, or some of these fancy schools, then they would probably care more 

about what kind of player you are, but for a lot of people’s first job, you really need to be 

a good teacher. My first job in Eastern Michigan University was an adjustment for me 

because I had spent so much time really becoming a great clarinet player but the students 

I was teaching did not really need that, they needed me to be a good teacher. The first two 

years were an adjustment because I had to go back and sort of refigure things. I am not 

saying that one is more important that the other when applying for your first job, for me 

both are very important: having teaching experience and being a good player. 

After that, I think it really depends on the job description. I would say to look at 

each of them separately. Being in committees, I have notice that some people’s cover 

letters are very generic, as if they were sending the same one to every school. It is pretty 

critical to read the job description and know exactly what they are looking for. Take some 

time to look at the school through their website and figure out what kind of school it is. If 

it is a small school in the middle of nowhere, they might need you to do other things 

besides playing clarinet, then you need to be able to communicate and talk about how you 

can do those other things. If it is a research institution, they may be really concerned 

about you being out in the world and going international, so then you want to talk that up. 

Or maybe it is a school where you have to teach clarinet and saxophone. So my point is 

that the next important thing after being a good player and having teaching experience 

maybe depends on the job. 
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The references are always going to be important. I think it is pretty critical to look 

for people who you know are going to really have your back and ask them to write a 

strong reference for you. Connections do not hurt. In fact, if I think of every job I have 

ever had it was because of some kind of connection, but I do not think that is something 

you can necessarily plan for. The biggest advice would be don’t ever burn any bridges, be 

nice to everybody in the music profession because you never know where your next job 

might come from. 

It is important that your material look very good. If you have to submit a cover 

letter, make sure you address the job description and have a lot of people read that letter. 

You want your CV to be well organized as well, and without grammatical errors. It 

should be structured in different categories such as Education, Performance experience, 

Large ensemble, Chamber Ensemble, Competitions, Publications, Recordings, etc. And 

maybe you want to arrange them according to the job description. You can also use a font 

that says something about your personality, as long as it is clean and easy to read. For 

your recordings, I would suggest submitting a recording where you show you are a 

versatile player. So your recording should present common practice music, contemporary 

music, unaccompanied music, and chamber music. And always aim for really good 

recordings, they do not have to be perfect, but they should be something you are proud of 

6. 

 
6 The following resources were mentioned by Dr. Luevano as resources that may help preparing 

the material for the job’s application: Beyond Talent, The Saavy musician, Lynda.com 
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In my experience, I have not gotten every job I applied for and at the time my 

feelings were hurt but in retrospect it was for the best, because if I did not get a job, then I 

was not the person who would have been successful in that job. 

Robert Spring 

These are all important - see question 1.  The area that I’ve found most lacking in 

applicants is teaching experience. Create a job at a community College if necessary. I had 

a student who noticed that one of the largest community colleges in the Phoenix area did 

not offer lessons in clarinet.  They did in piano and some other instruments but not 

clarinet.  She met with their band director and proposed that she would play in their 

community band if she could recruit students and teach through their community college 

for money.  It worked.  She left after a couple of years, but she got experience teaching at 

the college level, and they got a clarinet instructor.  And believe it or not, that program 

still has clarinet as an offering and they now have a huge music program. 

Stephanie Zelnick 

I think that music is so competitive now that a candidate must have ALL of the 

above qualities and attributes. 

 

3.Is it necessary to be a remarkable clarinetist in order to be a good professor? 

Dianne Barger 

I hate this question, but I do think one needs to be able to practice what they 

preach. There are phenomenal players who are lousy teachers—I’ve seen it time and time 

again. So, being a great player does not mean one can teach. I think in order to teach well, 

you have to want to care about pedagogy and WHY you play the way you play. Even if 
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you’ve never had trouble personally with articulation, for example, you still must be able 

to understand it thoroughly in order to teach it and to diagnose problems.  By the way, 

being a “professor” is more than just teaching; it is being there for your students in 

between lessons and long after they are gone from your studio; it is making time to help 

them get their job by making phone calls, writing letters, etc.; it is guiding them as true 

mentors for a lifetime. 

Gregory Barret 

Well, it depends on what you mean by remarkable, but I think you have to be 

completely outstanding because you will have to perform when you audition. So, I 

suppose, if the position includes several activities such as teaching music theory or 

multiple woodwinds, it is possible that your performance skills could be less than 

somebody who is just applying for a job teaching clarinet. But it is so competitive these 

days that I think that being a really superior clarinetist able to play a fantastic level of 

chamber music and as principal clarinet in an orchestra is necessary. 

John Cipolla 

The short answer is yes. Younger players are getting better and better each year. I 

find in talking with music education majors that some devote less and less time to 

practicing to get good grades in their coursework. Participation in summer festivals, 

playing chamber music and daily practicing takes a significant amount of time. But this 

being said, not all great players make great teachers. Therefore, a good application will 

hopefully demonstrate both of these at a high level, and then hopefully the 

recommendation letters will also support this. 
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Eli Eban 

Yes 

Denise Gainey 

It is important to be a strong clarinetist- one who can inspire students and 

demonstrate for them through their performance. You can’t teach what you can’t do. 

Kimberly Luevano 

It depends on the school. When I applied for Eastern Michigan University, there 

were three jobs opened that year, so I applied for all three of them and my teacher told 

me I was not going to get  Eastern Michigan University one because somebody had 

already been there in a one-year position and it was a pretty famous clarinetist that 

everyone knew about. So I assumed I was not going to get that job, and that was my first 

interview, so I just went to kind of get practice interviewing. So for all intents and 

purposes, I was the less famous and less well-known. But it turned out, I got the job. And 

the reason I got the job is because I was willing to teach these students. I did not have any 

expectations about what they would be capable of, I did not really care. I would teach 

anybody. So I got the job because in a way the other was such a good clarinetist he 

expected them to do things they could not do. So in that way, do I think you have to be a 

remarkable clarinetist? It depends on what remarkable means, but you have to be a good 

clarinetist that has mastered the instrument and you can play different styles, but other 

than that, sometimes they only just need somebody to teach these kids. Sometimes the 

best player is not always the best teacher and sometimes people teach pretty well but they 

do not play a lot anymore. And I think that is realistic, but I am not sure you are going to 

get a job like that. If I somehow got diagnosed with some condition that I could not play 
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anymore, well I have enough of a track record that I will probably not lose my job, but I 

do not think anybody would hire me like that. 

Robert Spring 

YES - equal in both areas 

Stephanie Zelnick 

Absolutely! I think teaching must come from a place of complete or almost 

complete mastery of the instrument. Continually striving and working for this excellence 

helps one to become a good teacher in turn. One must be able to teach themselves in 

order to teach others. 

 

4.Some students pursue Performance in college whilst others do Music 

Education. Which one do you think offers more opportunities to find a job as a college 

professor? 

Dianne Barger 

I don’t think it matters that much once you are looking for a job position, as long 

as you can back everything up with being a great musician, player, and teacher. I don’t 

see a PhD in Music Education lining up well with a DM/DMA in Performance, so that 

might be a warning sign for some job reviewers, but you never know. In other words, a 

PhD in Music Education will have very specific, music ed-related courses within its 

curriculum; you won’t even be studying an instrument in that degree program, let alone 

perform doctoral recitals, etc. So, I don’t see someone with all music education degrees 

getting seriously considered as they will not have as many performance-related 

experience behind them. So, I would imagine that it is best to get the DM/DMA in 
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Performance if you are seeking a clarinet professorship at a college/university. You’d 

almost have to explain why you have so many music ed-related degrees in your job 

application letter if you are going up for a college clarinet teaching position. 

You just simply need to be able to have the experience performing and teaching 

under your belt (and teaching one-on-one applied) if that is the job you are seeking. All 

of my degrees were performance degrees, but a very good friend of mine had Music 

Education degrees for her undergraduate and MM degrees and received a performance 

DMA for her doctoral degree and she has been teaching at the university level for 30 

years. 

Gregory Barret 

I do not really know. It probably doesn’t matter if your bachelor’s degree is 

Performance or Music Education. I do not know that many college-level clarinet 

professors who have majored in music education. It may depend on the job description. If 

it is just a job teaching clarinet, a performance degree is probably the way to go, but if 

you are asked to, say conduct a concert band, or teach music theory or some education 

course, then I bet if you had a PhD in music education that could help you. And I am not 

sure which jobs are more available in the market these days. So perhaps having a 

doctorate in music education would make you more valuable for a greater variety of 

positions. I do know that there are fewer candidates applying for Music Education 

professor positions than clarinet professor positions. 

John Cipolla 

This depends. The bottom line is playing ability. Is someone a high-level player? 

If so, the education major is not an issue and can actually be helpful because the student 
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has the student teaching semester on their transcript, which is documentation that they 

have honed their teaching skills to some degree 

Eli Eban 

Depends on the school...but usually performance. 

Denise Gainey 

I am a big believer that an undergraduate degree in music education is very 

helpful- not only in teaching organizational, pedagogical,  and people skills, but also 

opening up opportunities for assistantships at the graduate level teaching music education 

courses along with applied clarinet (and thus getting college-level teaching experience to 

apply for your first job). 

Kimberly Luevano 

I think you have to be the best clarinetist you can be. All my degrees are in music 

performance because I think it gives you different experiences. I do not have a degree in 

Music Education because I did not want to be a band director, I did not want to learn how 

to play trumpet, I did not want to do any of those things, so I just focused a lot on being 

the best clarinetist I could be. Music Education just gives a different skill set, so if a job is 

looking for somebody to be a clarinetist and a music education faculty member, then the 

Music Ed degree may give a better background. So I do not know that I think there is a 

right answer to that. My answer to my undergraduate students who ask me if they should 

do Music Education to fall back on. Well, can you see yourself being a band director 

some day? Because we all know sometimes you get a Performance degree and it does not 

work, and if you want to have a family or whatever, sometimes taking a job as a music 

educator gives a lot of things. So can you see yourself doing that and will that bring you 
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happiness in your life, and are you interested in that? If the answer is yes, then you 

should do a Music Education degree, because you may very well use that degree. But if 

those things sound terrible to you, and they are just going to shut you down, then you 

should not do that degree. Pursue Music Performance and just know that is really hard to 

get a job and you will have to have another skill set. That is kind of what was presented 

to me, I did not have a Music Ed degree but I did take saxophone lessons (at some point 

of my life I taught clarinet and saxophone), I did have a music theory and music history 

background. So I do not know if the degree matters, but having some kind of diverse 

experiences to be able to offer is probably a good thing. 

Robert Spring 

Music education - but you must have polished performance skills as well.  The 

music ed degree indicates a desire to teach. 

Stephanie Zelnick 

I seem to encounter about an equal number of music education and music 

performance undergraduates in successful jobs in academia. It's all about what one does 

with a degree. 
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5.Is it better to specialize in applied clarinet and pedagogy, or do you think it is 

better to diversify in other areas? (e.g.  conducting, music theory, administration, or 

even playing a different instrument?).  Have you found yourself limited in applying for 

jobs, because you lacked other required skills? 

Dianne Barger 

If you are wanting to be a clarinet professor, then I see no reason to venture into 

too many diverse areas, but I can see the benefit of having a “specialty” area in history or 

theory or as a woodwind specialist IF you simply want to be more marketable and be 

eligible for some smaller jobs that will require such extra duties other than teaching 

clarinet specifically. I think it is becoming more common these days that universities and 

colleges are looking for more than just a clarinet artist/teacher (most especially the 

smaller universities and colleges/community colleges). I never had the desire to venture 

into anything other than clarinet and I was very fortunate to have gotten the first college 

teaching job I applied for right out of a doctoral program.  It was still an applicant pool of 

around 80 applicants, so it was competitive, but I did not lack any required skills needed 

for the position 

Gregory Barret 

Based on my own experience, 25 years ago or so, I did include in my Doctoral 

Studies a little bit of conducting works, and also 2 semesters of saxophone study. And 

while those things were not required to my first job, I did do a little bit of that. So if you 

are starting out to apply for college jobs, if you can do more than one thing, as long as it 

is at a high level, in addition to be a fantastic clarinetist and knowledgeable teacher, I 

think that would only help your ability to apply for a greater range of jobs. So, if you can, 
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do diversify. I would say especially if you can teach some secondary instrument for 

woodwind methods. If you can teach saxophone it would be helpful. And I think just 

about every person who receives a Doctorate could do some music theory or ear training. 

And again, I do not think I found myself limited because I lacked certain skills 

when I was applying for jobs 25 years ago or so, I think every job I applied for, or almost 

every job was clarinet specific. One though included music business and I did not have 

much background on that, but I still was offered that job. It was at a State University in 

Pennsylvania.  

John Cipolla 

Philosophically, one should specialize in something that someone is passionate 

about. They will simply devote more time to areas they are passionate about. In my case, 

I did an undergraduate degree in saxophone performance and then a masters and later a 

doctorate in clarinet performance. I would say that theory is probably the most useful 

secondary area in most music programs. Administration is a separate category, in my 

opinion. In jobs I have applied for, they were all studio type positions. It is sometimes 

hard to get honest feedback from schools that don't offer the position to you. I had 

applied to a good number of schools before I got the WKU position. I would say that 

previous university teaching experience is a very big plus. Another thought is that I have 

always tried to be honest in the applications, not trying to build up an area "just to make it 

look good" on the application. So if I lacked a skill set, I might try to address this portion 

of the position in a cover letter by offering ideas of how I would/could successfully 

approach accomplishing that. For instance, if I had not taught many grad students and the 

job required that, I might draw in some positive experiences I had with student successes 
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at the undergraduate level that might apply, such as working on an undergraduate Honor's 

Thesis.  

Eli Eban 

Diversify into conducting and theory for entry-level college jobs. 

Denise Gainey 

This depends upon the job you are applying for or want to have; I have clarinet 

and music education in my background, and each job I have won was because I was able 

to do both. There are very few big clarinet studios in the country where the professor only 

teaches clarinet. 

Kimberly Luevano 

It seems to me that most places now sort of build that into the degree, at least we 

do that here. So it is clarinet performance but you have to have a related field in 

something. And yes, you have to specialize in clarinet, you have to be the best clarinetist 

you can possibly be, but if you have other skill sets, that is probably going to help you get 

a job. In a college position they are going to expect other things from you, you are going 

to have administration stuff, advising stuff, you might have to teach other classes. But it 

is probably a good thing, because “clarinet only” jobs for a first job, sometimes does not 

happen. For instance, in my first college job I had to teach clarinet and saxophone. 

Robert Spring 

See the answer to question 1.  

As to my experience, at the beginning I was very young.  I was 24 when I got my 

first college job.  I taught clarinet, saxophone, bassoon, marching band, concert band and 

music appreciation.  It was really hard.  It took me years to move on because I did not 
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have a completed DMA and because I had no real experience as a performer or 

educator.  I got involved in some music festivals and band camps for experience, and 

published an article.  I needed those experiences to move on. 

The other experiences began at that time.  Performances for local PBS and NPR 

stations with a chamber group, solos with small orchestras and community music 

societies and summer teaching. 

Stephanie Zelnick 

I think that one should follow their greatest passion and skill set first and then 

opportunities will present themselves. One should never specialize in a subject that they 

don't feel passionate about just to get job opportunities. Of course, being a well-rounded 

musician also helps the clarinetistry as well. I encourage students to explore all avenues 

of career options while in college. 

 

6.How did you prepare for past interviews? What advice would you give to 

someone that is preparing for an interview? Were there any common questions you 

prepared in advance? Was there any unexpected question that marked you? 

Dianne Barger 

I met with my professor, of course, and he suggested I speak with the former 

Dean of the School of Music, who was then Provost at FSU. Dr. Glidden was very 

helpful in giving me ideas of what kinds of questions might be asked of me at the 

interview, but I still was not completely prepared for what I experienced. I met with the 

entire music faculty at UNL when I interviewed and I recall one of them asking what my 

“creative research activity” might be. I had NO idea what “creative research activity” 
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meant, so I rambled on about something and then someone “saved” me and clarified what 

that meant and I went “OHHHH” and then enthusiastically listed all the pieces I wanted 

to yet perform, what I was interested in pursuing in terms of conference performances, 

etc. I think they were charmed my naivety, but also enthusiasm for starting a position 

such as this and all the ideas I had that I wanted to instill upon my arrival. To help 

prepare my graduate students, in my Clarinet Literature and Pedagogy class we talk about 

how to formulate a teaching statement (and they write one), even though I did not have to 

do that myself, and discuss interview questions to be prepared for such as: “where do you 

see yourself in 5/10 years”; “what are your recruitment strategies”; “what are your 

strengths/what are your weaknesses” (and how to carefully answer the latter); “can you 

describe a difficulty you had as a teacher and how you resolved that” (this is a popular 

one that you can show them how you turned a negative situation into a positive one); 

“what pieces are you wanting to perform that you have not yet”; “why do you want this 

particular position” (and it can’t simply be because you want a job, of course…) 

Gregory Barret 

Like I said, it’s been a long time since I prepared for an interview, but I think 

basically as a clarinetist if you are called upon for a live interview, the thing to do is to 

make sure you have your own ideas about basic clarinet pedagogy and how to make an 

impact in students quickly. Have those well sorted out in your mind and be able to 

demonstrate that. You may also want to know in your mind what type of repertoire 

activities you would have for different level of students whether it is undergraduate or 

graduate, or music education or performers, or just freshman through senior. So have 

some kind of overview in your mind of how you would organize your teaching and how 
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you would share that. I think again, universities want to hire somebody who can provide 

excellent instruction for their students. So have a clear idea in your mind how you would 

go about into doing that. 

At my university, for example, we want to make sure that teachers can instruct 

students with a pretty wide range of musical experiences and abilities…so I would ask 

the candidate about teaching students of diverse backgrounds -musical as well as 

social/cultural/economic. 

John Cipolla 

For studio teaching, know your repertoire and method books and what materials 

you would use to solve specific problems. And then even be able to back up instances 

when a student of yours had success in this area. For instance, for a doctoral student, you 

might say that you taught a student for one semester and after working with them for 14 

weeks, they progressed from not only having a limitation of tonguing up to 16th notes at 

80 to the quarter note on the metronome, but also they developed control to vary their 

articulation styles through specific studies (name some etudes) and through performances 

on specific works (name repertoire and that it was actually performed) 

The most difficult questions in interviews are when they ask what your plans are 

for the future (5 years, 10 years) and when they ask you describe a difficult situation that 

you might have experienced in your studies or professional environment. They are 

wanting to see if you intend on staying there after you get the job and they are wanting to 

see if you can work collegiality with others. Having some preformed answers can help 

and then practice keeping these short. It can be easy to recount a difficult situation with a 
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difficult person. You want to minimize your limited response time with that information. 

Focus on offering positive solutions to problems and how you do or would do that.  

Eli Eban 

Organize your thoughts and convictions about music and teaching into a compact 

verbal presentation. The most common question is "why do you want to come to this 

college?  

Denise Gainey 

I prepared for interviews by researching the program I was applying to, talking to 

people who knew about the program’s history, challenges, and successes. Then I 

developed a plan to take the program to the next level. Clarinetists should be able to talk 

about pedagogy in detail, be prepared to teach lessons and masterclasses, and perform a 

recital for the committee and students. It’s important in an interview to have a realistic 

vision and goals for the program. Know who the committee members are- research them 

and be able to connect with them. 

I have been on many, many committees over the years, and the questions change 

based on the position being filled. For a clarinet position, I would ask specific questions 

about pedagogy, especially if the applicant could describe a pedagogically sound 

progression of study including method books and literature for the undergraduate 

experience. I would want to know what they do outside of music- what are their hobbies, 

passions, what do they do for fun? (Remember- we’re not only hiring a clarinet teacher- 

we’re hiring a colleague that we’re going to be working closely with for years, and we 

want it to be someone who is not only a great player but an interesting person. I would 

ask about their previous experience, and if they’re leaving a job, why? Also important, 
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why do you want to come to this school? (Applicants should research the university and 

program like crazy to answer that question). Also, research interests, goals in their 

research, and goals for the studio. 

Kimberly Luevano 

You never know all the questions you are going to get, but typically you are going 

to get the “tell us about yourself” questions. They do not want to know the story of your 

entire life, they want to know who your biggest musical influence was, what drives you, 

and those kinds of things. Typically, you are going to get questions like “Where do you 

see yourself in 5 years” or things like this. Maybe they want to know what are you 

interested in researching, where are you going to go, how are you going to contribute, 

what are you going to do that is going to bring notoriety to the university. Typically, you 

will get a recruiting question (recruiting strategy), also about your pedagogy philosophy, 

like music Ed students versus performance. You may get a question about your 

curriculum and what materials you use and why you use them. Also, they can ask about 

your biggest successes and failures, and how you overcame them. I would suggest asking 

lots of professors, and maybe you can even google them. I think if you can know who is 

evaluating, who is on the committee, and know a bit about those people, that helps, 

because then you see them as people not just generic influences. 

I encourage my students to be able to answer each question with three bullet 

points or three sentences. The reason for that is that the bullet points articulate your 

responses in an organized way. So, students should practice many times until they feel 

comfortable, and a good way to practice is actually interviewing yourself in the mirror 

and in front of your computer looking at the camera (in case you have a skype interview). 
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You should pay attention to your facial features (are you looking positive and interested? 

Are you looking sort of engaged?). I also encourage students to turn on the radio and 

speak along with the radio, like public radio is a good one, because they actually speak a 

lot slower than you realize. It also helps with the tone of your voice and the cadence of 

your speech, so I think that is a good trick. I think it is good to have other people 

interview you, like have your friends interview you. If you are going to have a skype 

interview, make sure that your set up works (mic, camera, etc.) and that they light in the 

room makes it easy for them to see you, and that everything around you looks good and 

organized. You also want to look good. 

Be authentic to what your personality is. 

Robert Spring 

I’ve not interviewed in over 30 years, but this is what I tell people.  Do as much 

research as possible on the institution and people where you are interviewing.  Know the 

faculty and what they do, be able to identify them and say something about their 

work.  Know where the students come from, know the scholarship details and learn 

something about the salary range of the professors. 

Have an educational philosophy ready for them.  Have a recruitment plan ready 

for them, and be able to answer the question, where do you see yourself in 5 and 1 

years.   

Have research ideas in your head, and places where you might find funding for 

these.  This is being asked more and more in the job applications.  Here are some 

interview questions we have used: 
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1. We'd like you to start by discussing your philosophy concerning teaching your 

instrument in the 21st century. 

Balance you see in your studio teaching and studio classes among technique, 

standard repertoire, recital programs, and orchestral excerpts, commercial, jazz vs 

traditional 

If you were planning to teach an undergraduate performance major for all four 

years, what repertoire would you choose to cover from the 20th and 21st century? 

How do you explain to young students the discrepancy between their ideal goals 

and the reality of so few positions and the extremely tough competition? 

2. Would you discuss your thoughts on recruiting and building a class of 

outstanding students, including particular strategies for doing so? 

3. How do you balance your performance activities with teaching responsibilities? 

Would you outline what you might envision to be the balance of your own 

performance agenda during any one academic year? 

Please share with us what you would envision for yourself professionally in five 

years, and also in ten years? 

4. Given what you now know of the School of Music and what little you have 

been able to see of the faculty and of the students, what questions would you like to ask 

us? 

Stephanie Zelnick 

This is a long question to answer but in short form: mentoring! Ask lots of 

questions (like you are) and compile lists of interview experiences.  There are also some 
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good resources in successful mentoring on higher jobs and other sites. I can expound on 

this in person. 

 

7.How many times did you apply for a vacancy before you were offered a 

position?  

Dianne Barger 

I applied for the Interlochen Arts Academy (full-time, during the year position, 

not the summer camp) my first year of my DM program and was a finalist; in the spring 

of my 2nd year and final semester of my DM program the UNL position came open, I was 

a finalist, and got the job. I was very lucky. (Although, as I tell my students, “Luck gets 

you the interview, talent gets you the job”) 

Gregory Barret 

It’s been a while since I have thought about this, but I had (this is around 1995 or 

so) made quite a few applications, maybe 5 to 10. I think about half of the times I was 

invited for an on-campus interview, and about half of those on-campus interviews I was 

offered a job. At one time, I had two simultaneous job offers. It just depends on a cycle, it 

would go months at a time and there would be no listings for job openings, and all of a 

sudden there would be a few. So it was probably over one to two years that I was kind of 

waiting looking for jobs until I took my first position. But again, it just depends on the 

market, how often jobs get posted is hard to know. 

John Cipolla 

I applied to probably 10 to 12 positions in the year 2002. I was offered the WKU 

position that year, along with another position at Mercer University. I took the WKU 
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position. Seeking feedback from committee members should be done. Not all will give 

the feedback, but some will. And you can also possibly get a recommendation letter from 

a committee member where you didn't get the job. They may have really liked your 

interview but for some reason chose another person. But that recommendation could be 

very helpful, showing what stage you made it through an interview process. Being 

professional by writing thank you notes, professionally worded is a good habit to get into. 

It can expand your professional network of contacts. I have run into people from past 

interviews, years later. 

Keep your mind open to any and all opportunities. When I finished college as a 

saxophone major from Eastman School of Music, having taken secondary clarinet lessons 

while there (and practicing ALOT), I moved to NYC to be a freelance woodwind player 

and studio musician. I got a call from someone once and they asked if I played the 

piccolo. At the time I was starting to play more clarinet professionally and enjoying that 

and also was starting to play with some very good jazz ensembles in NYC. This person 

played at the Broadway show CATS. I told him that I did play piccolo. I was not exactly 

giving him the full picture. I didn't own a piccolo and only played it a few times. But, I 

had been taking flute lessons and practicing that a lot. So I went out and bought a piccolo 

and practiced like crazy. When he called again for me to substitute for him at that show, 

CATS, I was approved by the conductor and then worked there quite a bit until the point 

at which when he left, they gave me the job. I worked there, fulltime, for 9 years. One 

might have said they only wanted to wait for a principal clarinet position or a specific 

teaching position. But for me, that job offered immense opportunities that I never thought 

of before. So practice a lot and be open to opportunities. 
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Eli Eban 

All interviews resulted in offers. 

Denise Gainey 

I won the first college job I applied for and when I decided to move to a larger 

program, I actually won two jobs in the same week. However, I did apply to a couple of 

other schools that just weren’t the right fit. 

Kimberly Luevano 

The job I had in Albuquerque, I did not really have to interview for, it was kind of 

a recommendation. Someone recommended me for it. First time that I was interviewed 

was for Eastern Michigan where I stayed for 15 years. I have interviewed for several 

other jobs over the years, but I had my job already, so it was a little bit different. But that 

is not a normal experience I am afraid. And you do not never know from year to year, 

that is the thing, there may be 8 jobs open that year, there might be 1. 

It is very important to keep asking for feedback and that will help you do better 

next time. And keep revisiting your material. I think at some point I invested in getting 

some really professional recordings, so I had some really good materials to use to send 

out and I am sure that made a difference actually. 

It is very competitive nowadays to get a job. And that is the thing too, to realize if 

you do not get a job to not take it personally. You need to keep moving on, because at 

some point somebody will be interested in what you have. 

Robert Spring 

I’ve had 4 college jobs over the years.  For the first one none, I created the 

position in a small college in southern Michigan, Albion College.  I did what I talked 
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about above.  I noticed they had no clarinet teacher, so I went and offered my services.  I 

would recruit student and teach them and got paid for doing it.   For the 2nd college job, 

maybe 5; for the third, 5, and for the last 1. 

Stephanie Zelnick 

I was fortunate to get hired without applying for a lot of jobs, but it definitely 

varies from person to person. So much of it comes down to skill but honestly there is a lot 

of luck. The comfort in this is that if one doesn't get hired for a job then they wouldn't be 

happy working there! I was fortunate to find a position where I am really happy. 

 

8.What is the one fundamental skill you emphasize with a new student, and that 

you reinforce or review with every player that comes to you?  

Dianne Barger 

I don’t have one fundamental skill I emphasize; I pretty much want all of my 

students to have the same strong foundation, so it is a multitude of fundamentals. That is 

something that comes with my time with Robert Marcellus, so I believe there needs to be 

a firm foundation of embouchure/air/tone production/tongue placement (hard to not lump 

those all together), articulation, finger technique. If one area is weak, it will certainly 

affect another area quite quickly. 

Gregory Barret 

It mostly has to do with engaging the instrument in both the embouchure, making 

sure that the jaw and the lower chin muscles are not collapsing to the reed, and along with 

that it is hand position and how fingers  move, keeping them relatively close to the rings 
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and keys. Sorry but it is not one answer, but it is two. The embouchure and the hand 

position, and of course air is fundamental. 

We use a large wall mirror a lot for embouchure. I take the student through a step-

by-step approach stressing to the students to always use the new behavior, therefore, at 

first the embouchure is only set, then a finger is placed on lower lip, then mouthpiece on 

lower lip, then put top teeth on the mouthpiece, then seal corners, then blow air with no 

sound, then blow air with sound. Each of those steps are done many times, at first only 

for a few seconds, so that the embouchure always stays set.  For fingers, I use mechanism 

pages from Klosé with two notes per 60 b.p.m and then twice as fast – always listening 

for complete evenness of rhythm. 

John Cipolla 

Sound and rhythm. After these, it is scales. One can never develop enough 

technique. Some people, though, put so much emphasis on technique that the sound is not 

so pleasant to listen to. Sound development should not be underestimated. It is what they 

remember after your audition. For new students, I may hear a number of areas that we 

will work on over time, but I would say that if I were to say one thing, it would be that I 

try to play duets frequently with them. This helps them to imitate all aspects (sound, 

rhythm, counting, phrasing) without me talking. This is often the quickest way to get a 

student moving ahead for me. I particularly like the Eugene Gay method book, volume 2. 

It covers scales but in a very comprehensive and musical way. 

Eli Eban 

Strong fundamentals and a logically constructed, engaging practice routine. 
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Denise Gainey 

Breath support! 

These are much better shown in person than in writing; sitting tall in a chair, 

playing a low F, have the student keep playing and then lift both legs straight out and 

hold them. The clarinet sit-up; lying on the floor, the student plays a 3rd space C and does 

a slow sit up. Both of these are to make the student aware of the breathing mechanism (I 

call it learning to ‘Engage the Cage’). In Class Woodwinds I have student work to hold a 

small square of paper against the wall with only their focused breath support.  Things like 

that. 

Kimberly Luevano 

All of them! I keep working with my doctoral students in fundamentals and the 

reason is that I have found that many students get to where they are but they do not 

remember how to make an embouchure, or how they learned to breathe, and so on. And 

so, if only for that reason that they re-remember and they re-think about it with the 

experience and current stage in which they are, I think that will really help them be good 

teachers.  

I concentrate a lot on sound production, so air-use, embouchure structure and oral 

cavity. I focus a lot on ergonomic playing, so really relaxed hands and trying to figure out 

giving everybody’s unique physical stature, how they can use the best of the clarinet 

without having to do unnatural things. 

I try to really work on being thoughtful in interpretation (musicianship, phrasing 

and analysis), but we also work on rhythm, conducting and ear training. I try to cover all 
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the bases with all the students. And actually, if I am honest, it is because I am always 

working on my own fundamentals. 

There are tools that I have found helpful. Like the breath builder tool, the balance 

board, and of course I have them record themselves (I encourage students to record every 

lesson to listen back). 

Robert Spring 

See question 1 - be able to do more than one thing 

Stephanie Zelnick 

All the fundamentals all the time! There is never a lesson, even with super 

advanced students, that we don't work on some aspect of fundamentals. I work constantly 

on my own fundamentals every day and find it always exciting to discover new 

techniques for my students but also for myself. 

 

9.Did being member of an orchestra help you to get a teaching position?   

Dianne Barger 

I can’t say it hurt! But, I do not think that was the highest skill on the totem pole 

they were looking for. 

Gregory Barret 

This is so hard to know. I have won a few jobs and was not really offered 

feedback until I was offered a position. Before I started my doctorate I did play full time 

in a couple of orchestras that were part-time orchestras for five years in North Carolina 

and Virginia, and then when I was getting my doctorate in Bloomington I was principal 

clarinetist in a small professional orchestra “Columbus Indiana Philharmonic,” and I also 



  Texas Tech University, Elisa Montoya Sánchez, May 2020 

 

52 
 

was able to substitute for a couple different seasons in the “Indianapolis Symphony 

Orchestra,” especially on bass clarinet, and in the “Indiana Chamber Orchestra”, and 

"Fort Wayne Symphony Orchestra”. So, I played in various orchestras and I am sure that 

helped my resume showing that I could play at a professional level. 

John Cipolla 

For me, no. For others, possibly. It certainly does not hurt to have people make 

recommendations but at the end of the day, the applicant has to be really excellent and 

also has to be the right fit for that particular position. If it is a high profile studio teaching 

position, that applicant needs to be an amazing player. If it is a smaller regional state 

school, that person needs to be a really effective teacher and needs to convey that they 

really like teaching, not that they are doing this to supplement their playing career. 

Eli Eban 

Yes 

Denise Gainey 

Orchestral playing was just a part of the breadth of experience that I could bring 

to my position. I do think it helped, but wasn’t crucial. Again- it depends upon the job 

that you want to apply for. 

Kimberly Luevano 

I imagine it did, and here is why. It was not that it was on my experience or not, it 

is that I went to a festival and I met somebody there that taught in Eastern Michigan 

University, so when it was time for the clarinet job, they said “Oh I know this clarinetist”, 

and because they put  in a word for me it made people go on the radar. 
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Robert Spring 

Not necessarily - but it doesn’t hurt. 

Stephanie Zelnick 

Absolutely! 

 

10.What advice would you give to a young student that I have not asked? 

Dianne Barger 

Remember that it’s not always easy; figure out whether or not you have the fire 

within to pursue this career path. If you don’t, don’t necessarily do it – the world has 

plenty of clarinet players already. But, if you cannot imagine doing anything else, then 

pursue all the avenues and experiences you can to help get you to your goal(s). It takes a 

lot of effort and hard work, but it can be a great ride! 

Gregory Barret 

Participate in as many musical things as you can, ask your teacher to be 

demanding and don’t worry if you decide music is not for you…it is perfectly fine to 

leave music for another major. 

John Cipolla 

Don't ever stop challenging yourself and growing. Program recitals every year. 

Programing a recital requires the selection of the program, the pieces of music. Churches 

are excellent locations to play recitals. Many churches are very happy to have someone 

come and play a program. If one is using a piano, one would need to find a location that 

has a piano. Museums are also very good locations to play concerts. Creating a program 

that does not require piano would make finding the location easier but that shouldn't be 
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the sole determining factor. I suggest going to locations in person rather than email. 

Calling on the phone is okay too, but going in person will give you a chance to actually 

see the room and see if it might work well. A simple introduction followed by the request 

is enough. For example, "I am a clarinetist who lives in this city. I would like to give a 

recital. Would your church/museum have available days when I might be able to present 

a concert?" Asking friends and colleagues for suggestions of churches or museums that 

would be receptive to this is also helpful. When I lived in NYC as a freelance woodwind 

player, I would periodically play programs. I found a small museum that had a piano and 

they were receptive to having concerts. Choosing a recital program takes some practice 

and experience. One might program one or two works that are more difficult and then 

choose other smaller works that would allow the audience's focus and concentration to 

relax a bit more. I try to find a balance of presenting works that I am learning to continue 

my own musical growth along with works that I feel the audience would enjoy. And 

having some brief, prepared talking points about each piece is helpful and will often 

engage the audience. Involving other players is fun but the more people involved, the 

more chance there will be that someone might cancel so choosing people who are reliable 

is important. And be sure to record all concerts (video and audio) so you can go back and 

evaluate them. You'll find that if you do this, you'll start to see growth over time in areas 

you hoped might grow but also in areas you might not have thought about. I have found 

that watching videos and listening to audio recordings of my concerts has helped me to 

pace tempos throughout a piece. 

Learn new music. Continue to put yourself out there. At my age, after many 

decades of playing and lesser but still a lot of years of teaching, I feel that only now am I 
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starting to see how important this is. After many years, I am finding that my professional 

experiences are finally starting to compliment and help each other area. I actually happen 

to be in NYC now working at Radio City Music Hall, playing their Christmas show. 

When I lived here in the past, I would get very nervous for specific solo passages in the 

orchestra. I have learned to control my nerves to a large degree by having continued to 

perform recitals of difficult music. As I continue to stretch myself and then always come 

back to the practice room, I find that I have found ways to piece together these 

experiences to be more confident. This also goes hand in hand with collaborating and 

working with great players and watching great teachers. I have traveled to various music 

festivals over the past 10 years or so and at each one, I hear some really amazing young 

players. I try to take each of these experiences and learn some of that repertoire, teaching 

techniques, rehearsal observations/techniques, etc. Once someone gets into a position, it 

can be easy to fall into a mindset of, "I know how to do this." Stretching one's self is 

uncomfortable, as is playing a solo with or in an orchestra. But these are things that we 

must do to stay on top of our craft. Simply: don't stop practicing and don't stop studying, 

ever. 

If I were to note examples of things that have observed that have made me want to 

explore and learn more, I would say I take note of repertoire and how people perform 

under pressure. Regarding repertoire, I certainly like to learn new works, but I 

particularly like hearing how people interpret the core repertoire. Some works like 

Stravinsky Three Pieces, Debussy Rhapsody, etc. are difficult works. Hearing how 

different people approach aspects of these types of works helps me to think not only 

about how I might approach the phrasing, rhythm, pacing and overall mechanics of sound 
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production when playing these works but also how people react and deal with playing 

when under pressure. I like to observe what people do to succeed in executing the music 

correctly and also what they do to go beyond the execution and how they might create a 

unique interpretation under that kind of pressure. I have observed various people doing 

this in studio recording, orchestral playing, competitions, etc. People use many different 

techniques. What I find helps me the most is trying to remember the overall impression I 

might have had when playing with someone or watching someone up close. If I can 

remember the minute details of how this player approached playing, including any 

instinctive feelings I might have observed, these types of sensory memories then help me 

to imagine that I am playing at their level, which, in turn, helps me to boost confidence at 

that moment to overcome nerves. One other observation that I have had in teaching and 

judging competitions is when I see the teachers and judges playing their instruments as 

much as the students. The concept of teaching, especially, without playing along with the 

student, does not leave as deep an impression for the student. So much of what we do as 

musicians is learned through playing with other people. The teaching, learning and 

performing process is really an apprenticeship process rather than a lecture type of 

learning process like in a classroom. When a teacher plays with students, these playing 

examples often can accomplish explanations of sound, rhythm, phrasing, etc. much 

quicker in the learning situation than verbal explanations. 

Eli Eban 

Acquiring musical and instrumental proficiency is a long, demanding path. 

Take the long view and be very disciplined. 
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Denise Gainey 

Do the work. When you are not practicing or preparing, someone else is. 

Diversify and make sure that you have something that sets you apart from other 

clarinetists in a positive way. Look for opportunities to network and become known 

before you begin applying for jobs (ICA, NACWAPI, etc)- this can help a great deal! 

Kimberly Luevano 

You kind of have to put blinders on and just practice a lot and study a lot. I find 

that students get really distracted these days because there is a lot going on, and school is 

expensive. I think while you are at school, work as little as possible and practice as much 

as possible, because you have more time to practice than you will ever have the rest of 

your life. When I was a student, I practiced four hours a day at least. Maximize your 

practicing because it will really pay dividends. 

Robert Spring 

Your first job is not necessarily going to be a great situation to start.  You may 

have to mold it into what you want and what the school wants.  Think of each day as 

being something that prepares you for the future jobs you might get, but also that you are 

preparing to stay there for your entire career. 

Stephanie Zelnick 

Again, so many things to say! But I think you have addressed a lot of these issues 

already. Music is definitely not an easy career path, but it is a wonderful one. I think that 

one has to have a true love for the subject and a constant curiosity to be a good professor. 

I genuinely come to work so happy to see my students and meet them at whatever level. 

Sometimes I feel it's like detective work: finding how a student learns best, their goals, 
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and where they are in their musical development. All the while keeping a high level of 

standards. It's a constant joy to work with people to discover the wonderful gems in the 

repertoire or to have a fundamental break through. Collaborating with colleagues and 

other musicians is also a great pleasure. The whole job is really just constantly evolving 

and exciting, I can't imagine wanting to do anything else. 

 

11. Could you cite a few indispensable resources (books, journals, websites, 

specific articles, podcasts, blogs, etc) that are very important to you? 

Dianne Barger 

The ICA journal, is, of course, the top resource for our field. And, over the years 

it has truly evolved into an amazing resource with the journal contents now available 

online for members—beats going to the library to dig up old issues when they are all now 

online! This has excellent information on musical opportunities, competitions, etc.  

I love all of Larry Guy’s books and find them to be extremely valuable for my 

students. It’s easy to identify a few pages and tell them, “go read this…” and let’s talk 

about it at your next lesson. 

As for a particular book that changed me, I have to say simply that LIFE has 

changed me; after 26 years of teaching I have learned so much from the many students I 

have come across. Some have taught me some very hard lessons, but valuable ones that 

shaped me into a better teacher. Many have simply allowed me to evolve as a teacher and 

player by what I’ve learned in our weekly lessons together. I’ve also had cancer twice in 

my 40’s, and one does not come out on the other side untouched when you battle cancer. 

I do feel like that has helped shape my teaching and performing, as well. 
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Gregory Barret 

For me now, the one indispensable resource is the I.C.A. and its networking and 

performance opportunities, as well as its quarterly magazine.   

When I was a teenager and not planning on a music career, the most important 

things to me were playing and singing in all the organizations in my high school. I was in 

a school orchestra from 8th grade onward. I also recommend taking any theory or other 

courses you can in high school. Listen to your local classical radio station, learn to play 

the piano, start solfeggio early, go to as many live concerts of chamber music, orchestras 

and solo recitals of all instruments as possible. Play in your local youth orchestra. Study 

with professional performers and/or college faculty. I was lucky that I had a teacher in 

high school who was in the Buffalo Philharmonic and had been a student at Eastman, 

even before that, my private teacher for 6th – 10th grades was a graduate of Oberlin…so I 

had good instruction for many years.  

 My current students like my website and use my altissimo fingering page all the 

time. It looks good on a phone: 

https://www.niu.edu/gbarrett/resources/altissimo.shtml#standard 

John Cipolla 

The professional journals from the International Clarinet Association and from the 

Clarinet and Saxophone Society of Great Britain (CASS) are excellent 

ProQuest data base. This database, which you can probably access through your 

university library, has many dissertations. I learn a lot from reading these. Do searches, 

limiting the search to Disserations, and you'll find many excellent topics.  

https://www.niu.edu/gbarrett/resources/altissimo.shtml#standard
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Sadly, Facebook is a place that I have to look at most days. Many of the non-US 

professionals post on Facebook-competitions, courses, videos. But it is necessary at least 

at this point in time so I recommend using Facebook to expand your professional network 

both in and out of the US.  

This book helped me to control my self-criticism as a musician, which we all have 

to some degree, and to control my stage fright. It really changed my life at the time that I 

committed to the exercises: https://kennywerner.com/effortless-mastery 

This website and this specific list of books: 

http://jennyclarinet.com/2015/07/books-every-clarinetist-should-have-on-their-bookshelf-

or-kindle/ 

Buying an ipad pro 12.9 inch and forScore. I now use this to teach and practice 

with and sometimes to perform with. I always have access to a large library of materials 

so it has expanded what I do in practicing because I essentially always have all my 

materials with me. 

Eli Eban 

No response provided 

Denise Gainey 

http://clarinet.org/  

The Clarinet Journal (I keep all past journals to reference in my study and 

teaching of repertoire) 

Clarinetnow.com 

American Federation of Musicians (https://www.afm.org/) for job postings and 

industry updates 

https://kennywerner.com/effortless-mastery
http://jennyclarinet.com/2015/07/books-every-clarinetist-should-have-on-their-bookshelf-or-kindle/
http://jennyclarinet.com/2015/07/books-every-clarinetist-should-have-on-their-bookshelf-or-kindle/
http://clarinet.org/
https://www.afm.org/
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IMSLP.org (mainly to help struggling students locate free copies of music) 

Clarineat.com podcast, Sticky Notes podcast, Naxos Classical Spotlight podcast, 

Inside the Notes podcast 

https://bulletproofmusician.com/ 

Seven Habits of Highly Effective People by Stephen Covey is a book that was 

influential, as was Blink: The Power of Thinking without Thinking by Malcolm Gladwell. 

Exercise is an important part of my life as a musician, so I also use and 

recommend sites such as https://www.yogabycandace.com/ to work on relaxation and 

breathing techniques. 

Kimberly Luevano 

The book I would recommend these days is “The clarinet” by Eric Hoeprich, to 

me is the best clarinet book. It contains long research and has tons of information. I think 

it is the best broad overview of everything about the clarinet and it is really well written, 

it is interesting. It is a great book. 

I require my students to subscribe to “The bulletproof musician”, this site has a lot 

more to do with psychology, and it actually it has nothing to do with clarinet playing, but 

it has a lot to do with just the mental training and the neuroscience behind being a 

musician. 

Another site that I think it is really interesting is called “Clarinet central”, where 

you find pictures of a bunch of historical clarinetists and recordings. It is a really great 

site for learning about the history of pedagogy and for sort of hearing the historical 

clarinetists. I just found it to be a really good resource as well. 

 

https://bulletproofmusician.com/
https://www.yogabycandace.com/
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Robert Spring 

1.  The Clarinet Magazine - for most students this and our annual conventions are 

the only way to actually know what the real world of clarinet is.  They get mired into 

their/our school and don’t realize that there is so much more. 

2.  The College Music Society - this is where most jobs are posted.  You can’t get 

a job if you don’t know about them.  They send out a list every Thursday of job openings 

that week.  There is a separate category for each musical area such as woodwinds, strings, 

music ed, etc 

3.  Mind, Muscle and Music, by Frank Wilson.  It’s in the middle of the clinic 

sheet attached.  It’s like, how your brain works for dummies.  It’s an amazing resource 

about how we learn. 

Stephanie Zelnick 

No response provided 
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CONCLUSIONS 

A great variety of ideas on how to be more qualified when applying for college 

teaching jobs have been collected in this first chapter. Even though sometimes the same 

idea was given by many of the musicians interviewed, the approach may be different, 

offering diverse methodologies. The following paragraphs present many 

recommendations and advice from the college professors that were interviewed. 

It is important to meet the minimum requirements stated in the job offer. Having 

teaching experience is crucial. This experience can be gotten by establishing a private 

clarinet studio, by offering clarinet clinics and coaching sessions at local middle schools 

and high schools, with a teaching assistantship, and at community colleges and local 

colleges. 

 It is also important to have a diverse performance record, being a versatile player 

able to play as many genres as possible, as well as having chamber experience, solo 

experience, and orchestral experience. Look for different performance venues and record 

those recitals. Attending to Regional, National, and International Conferences to perform 

will make you stand out and get your name out there, expanding your network. Take 

advantage of any given opportunity, in both teaching and performing fields. If those 

opportunities do not arise, create them yourself.  

Releasing a CD, even if it is a self-produced label, will make a CV more 

compelling. Build up a research profile by presenting at conferences and getting articles 

published. Most universities will be interested in knowing what personal research 

interests are going to bring to the clarinet community and to the reputation of the program 

in which one is interviewing.  
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Take under consideration that many applicants will have teaching and performing 

experience. It is important to think about what sets one apart from other applicants, it 

could be having a second area of experience, such as playing a secondary instrument, 

having theory or music history pedagogical training, having conducting experience, 

having classroom teaching experience, or even a significant leadership position.  

One´s teaching experience, teaching successes, recruitment successes, and 

performing experience should be documented. An effective CV should be organized by 

categories and reflect all your experience and successes. A brief list of duties under each 

job listed in the CV could be added, as well as peer-reviewed invitations to conferences. 

Be honest when writing a CV, but do not present oneself as a student; demonstrate a way 

of thinking that is already professional. The CV should be well organized, follow the 

same format throughout, have correct spelling and grammar, and is easy and clear. Have 

many people (clarinetists and non-clarinetists) look at it before submitting it. 

Some participants got their first college job thanks to the connections they already 

had established. Even though this was not the case for all of them, they all agree that 

having connections could be helpful to some degree. Making oneself known by joining 

and attending conferences will expand networks and create future opportunities. 

To be a good teacher one needs to understand and be able to diagnose problems. 

For that, one needs to have a complete or almost compete mastery of the instrument and 

be the best player possible. The chosen degree (Music Education or Performance) does 

not seem to be a limitation to win a position in a college or university. They offer a 

different skill set and depending on the specific job, one can be a better fit than the other. 

But in the end, the most important thing is meeting the minimum requirements for the job 
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and being able to demonstrate a diverse teaching experience, research, and a good and 

versatile performer. Having a second area of “specialty” such as music theory, music 

history, secondary instrument or conducting makes one more marketable, especially for 

entry-level college jobs. 

When preparing for an interview, talk to many professors (not only in the clarinet 

field) and collect questions. Organize thoughts about pedagogy and clarinet literature. 

Have in mind a “four-year curriculum” for different levels with the type of repertoire 

activities and what materials would use to solve specific problems (be able to back up 

experiences you have had with students). Be ready to talk about research interests and 

goals. Research the university and program and know who the committee members are 

(research them and be able to connect with them). Keep responses short but be able to 

give at least three bullet points. Practice in front of the mirror or even make a recording 

and pay attention to body language.  
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CHAPTER II 

ORCHESTRAL PLAYER 

BIOGRAPHIES 

Jonathan Cohen 

Jonathan Cohen began lessons with his father, Steve Cohen, at the age of 10. He 

recently joined the Auckland Philharmonia Orchestra as principal clarinetist. Before this 

appointment, Jonathan was a member of the Saint Paul Chamber Orchestra (Minnesota) 

for three seasons, where he also maintained an active teaching studio as well mentoring 

young students in the Greater Twin Cities Youth Orchestra. He has performed as a soloist 

with the Louisiana Philharmonic Orchestra, the Montgomery Symphony Orchestra, the 

Interlochen Arts Academy Orchestra, and the Minnesota Orchestra. 

Jonathan has also appeared as a guest member with the Orpheus Chamber 

Orchestra, the Virginia Symphony, The Knights Chamber Orchestra, International 

Contemporary Ensemble (ICE), the Bavarian Radio Symphony, the Buffalo 

Philharmonic, the Cincinnati Symphony, the New York Philharmonic, and the 

Metropolitan Opera Orchestra.  

His summer festival performances include appearances at the Mostly Mozart, 

Ravinia, Sunflower, Buzzard’s Bay, Naumburg Summer Series, and Minnesota 

Beethoven festivals among others.  

Jonathan's major teachers have been Steve Cohen, Nathan Williams, Yehuda 

Gilad, Mark Nuccio, and Anthony McGill. He holds a bachelor’s degree from the 

Manhattan School of Music and a master’s degree from The Juilliard School. 
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Paul Demers 

Paul R. Demers was appointed bass clarinetist of The Philadelphia Orchestra by 

Christoph Eschenbach in March 2006. Prior to his appointment, he served regularly as a 

substitute bass clarinet of The Philadelphia Orchestra. Mr. Demers performed with 

various orchestras, including the National Symphony and the Baltimore Symphony, 

among others. In 1997 Mr. Demers won a position with “The President’s Own” Marine 

Band in Washington, D.C.  

He currently serves on the faculty of Temple University. During the summer 

months he teaches at Curtis Summerfest and the New York State School of Orchestral 

Studies. As a chamber musician, Mr. Demers has performed at the Saratoga Chamber 

Music Festival and the Kingston Chamber Music Festival, on the Bravo! Vail Chamber 

Music Series, and with the Dolce Suono Ensemble and the Network for New Music. 

Born in Maine, Mr. Demers started playing clarinet at age 10 and began private 

lessons at age 14. He continued his studies with Larry Combs and John Bruce Yeh at 

DePaul University in Chicago, where he earned Bachelor and Master of Music degrees 

and a Performance Certificate. 

Jose González Granero 

Jose Gonzalez Granero has held the Principal Clarinet position for the San 

Francisco Opera Orchestra since 2010. Mr. Gonzalez, originally from Spain,  has 

performed with numerous orchestras in Europe and United States such as Andalucia 

Philharmonic Orchestra (Spain), Norwegian Radio Orchestra (Norway), Odense 

Symfoniorkester (Denmark), Young Musician Foundation Debut Orchestra (USA), 

Galicia Symphony Orchestra (Spain), City of Granada Orchestra (Spain), Orchestre des 
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Jeunes de la Mediterranee (France), the European Union Youth Wind Orchestra 

(Luxemburg). He has toured as a soloist with UC Davis Symphony Orchestra performing 

the Mozart Clarinet Concerto in Spain and has subbed with the San Francisco Symphony. 

In addition, he is an active chamber music player. 

Mr. Gonzalez has won numerous competitions and awards, both as a clarinetist 

and composer, including Grand Prize for exceptional talent and musicianship in the 

Pasadena Instrumental Competition (2009), First Prize in the Burbank Philharmonic 

Concerto Competition (2009), Second Place in the Downey Symphony Orchestra 

Concerto Competition (2009), Second Prize in the Pasadena Instrumental Competition 

(2008), Second Prize ‘Ville de Comines-Warneton’ composition competition and winner 

of the Villiers Quartet New Works Composition Competition (London, UK). His pieces 

have been published by Scomegna Edizioni Musicali (Italy) and Rivera Musica (Spain). 

Mr. Gonzalez got his bachelor’s degree at the Granada Royal Conservatory, 

Spain, and two Performance Certificates, one from USC Thorton School of Music and 

the other from The Colburn School in Los Angeles under his mentor Yehuda Gilad. 

Jose Gonzalez Granero plays with Yamaha, Vandoren and Ishimori products. 

Richie Hawley 

Appointed principal clarinet of the Cincinnati Symphony Orchestra in 1994, 

Richie Hawley left that position in 2011 to become the Professor of Clarinet at Rice 

University's Shepherd School of Music. Mr. Hawley appears on stages around the world 

regularly as a soloist, chamber musician, and recitalist. During the summer months, he is 

in residence as the clarinet teaching and performing artist for 8 weeks at the Music 
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Academy of the West in Santa Barbara. He has been a member of the Music Academy 

faculty since 2005 

Mr. Hawley made his debut at the Marlboro Music Festival in 1999 and toured 

with the legendary Musicians from Marlboro for the 50th anniversary performance at 

Carnegie Hall. His numerous awards include first prize at the Coleman Chamber 

Ensemble Competition and the Presidential Scholar in the Arts Gold Medal awarded by 

President Ronald Regan. 

Originally from Los Angeles, Mr. Hawley began his clarinet studies with Yehuda 

Gilad at the Colburn School of Performing Arts at age 9. He made his orchestral solo 

debut at age 13 with the Los Angeles Philharmonic, and at age 14 performed as a soloist 

with the New York Philharmonic. While a student of Donald Montanaro at the Curtis 

Institute of Music, Mr. Hawley appeared as a soloist with the Philadelphia Orchestra. 

Mr. Hawley is an artist for D’Addario and Buffet Crampon. He performs on the 

Tosca model of clarinet. 

Ricardo Morales 

Mr. Morales joined The Philadelphia Orchestra as principal clarinet in 2003, he 

also serves on the faculty of Temple University. Prior to this he was principal clarinet of 

the Metropolitan Opera Orchestra, a position he assumed at the age of 21.  He has 

performed with the New York Philharmonic, the Chicago Symphony, and at the 

invitation of Sir Simon Rattle, performed as guest principal clarinet with the Berlin 

Philharmonic. He also performs as principal clarinet with the Saito Kinen Festival 

Orchestra and the Mito Chamber Orchestra, at the invitation of Maestro Seiji Ozawa. 
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Mr. Morales has been a featured soloist with many orchestras, including the 

Metropolitan Opera Orchestra, the Chicago Symphony, the Cincinnati Symphony, the 

Indianapolis Symphony, the Seoul Philharmonic, and the Flemish Radio Symphony. 

During his tenure with the Metropolitan Opera Orchestra, he soloed in Carnegie Hall and 

on two European tours. He made his solo debut with The Philadelphia Orchestra in 2004 

and has since performed as a soloist on numerous occasions. Morales performed the 

world premiere of the Clarinet Concerto by Jonathan Leshnoff, commissioned for him by 

the Philadelphia Orchestra. 

Mr. Morales, originally from Puerto Rico, began his studies at the Escuela Libre 

de Musica along with his five siblings, who are all distinguished musicians. He continued 

his studies at the Cincinnati Conservatory of Music and Indiana University, where he 

received his Artist Diploma. 

Mr. Morales is a sought-after consultant and designer of musical instruments and 

accessories, and enjoys a musical partnership with F. Arthur Uebel, a world-renowned 

manufacturer of artist level clarinets. 

Joaquín Valdepeñas 

Mr. Valdepeñas was appointed principal clarinetist of the Toronto Symphony 

Orchestra in1980 upon graduation from Yale University and makes international 

appearances as a soloist, chamber musician, and conductor and has performed at festivals 

throughout the world including those of Aspen, Banff, Curitiba Brazil, Casals, 

Edinburgh, Marlboro, Mostly Mozart, Nagano Japan, and Vancouver. He has performed 

with musicians such as Barbara Bonney, Joshua Bell, Vladimir Feltsman, Glenn Gould, 

Steven Isserlis, Yo-Yo Ma, Nadja Salerno-Sonnenberg and Pinchas Zukerman, and has 

http://www.tso.org/
http://www.tso.org/
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also collaborated with the American, Emerson, Muir, St. Lawrence, Orford and Ying 

string quartets and the Kalichstein-Laredo-Robinson Trio, the Chamber Music Society of 

Lincoln Center and the International Sejong Soloists. Mr. Valdepeñas has made over 

three dozen recordings including a recording of the Mozart clarinet concerto with the 

English Chamber Orchestra. 

Mr. Valdepeñas is a faculty of the Aspen Music Festival since 1984 and is a 

faculty member of The Glenn Gould School at The Royal Conservatory and the 

University of Toronto. Today many of his former students hold positions in orchestras 

around the world including The Cleveland Orchestra, The New York Philharmonic, The 

Minnesota Orchestra, The Los Angeles Chamber Orchestra, The Gothenburg Symphony 

Orchestra, and the Osaka Philharmonic. As a Yamaha artist, he was instrumental in the 

design of the CSG clarinet, blending the German and French traditions into one voice. 

Brad Whitfield 

Brad Whitfield, native of Alabama, joined the Alabama Symphony Orchestra in 

December of 2015. Prior to this, he was a member of the New World Symphony in 

Miami Beach, Florida, under the musical direction of Michael Tilson Thomas. He has 

also performed with the Central City Opera, the North Carolina Symphony, and The 

Cleveland Orchestra. During the summers, Brad has performed with the Verbier Festival 

Orchestra, Tanglewood Music Center, Music Academy of the West, Pacific Music 

Festival, Spoleto Festival USA, and the National Repertory Orchestra. His primary 

teachers include Yehuda Gilad, Steve Cohen, and Danny Granados, former Principal 

Clarinet of the Alabama Symphony Orchestra.  

http://www.englishchamberorchestra.co.uk/
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Mr. Whitfield obtained his bachelor’s degree at Northwestern University and his 

master’s degree at the University of Southern California. 

Stephen Williamson 

Stephen Williamson is the principal clarinetist of the Chicago Symphony 

Orchestra since 2011. He was appointed by Maestro Riccardo Muti. Mr. Williamson was 

formerly the principal clarinetist of the New York Philharmonic and Metropolitan Opera 

Orchestra. In addition, he has been a frequent guest principal clarinetist with the Saito 

Kinen Festival Orchestra in Japan under Seiji Ozawa. Mr. Williamson is currently on the 

faculty of DePaul University in Chicago, Illinois. He has served on the clarinet faculty at 

Columbia University and the Mannes College of Music in New York City, as well as at 

the Pacific Music Festival in Japan and the Domaine Forget International Music Festival 

in Québec.  

An avid soloist and chamber musician, Mr. Williamson has performed extensively 

in the United States, Europe, and Asia. He has recorded for the Sony Classics, Telarc, 

CRI, BMG, Naxos and Decca labels and can be heard on numerous film soundtracks. 

Past awards include the Saunderson Award from the Coleman Chamber Music 

Competition; the 1997 New York Concert Artist Guild Competition Nathan Wedeen 

Award; and the Grand Prize in the 1st Annual Buffet Crampon North American Clarinet 

Competition in 1994. He was also the only American semi-finalist in both the 1993 and 

1998 ARD International Music Competition for Clarinet. 

He received his bachelor’s degree and performer’s certificate from the Eastman 

School of Music, and his master’s degree from the Juilliard School. As a Fulbright 
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Scholar, he furthered his studies at the Hochschule der Künste in Berlin. His past teachers 

include Peter Rieckhoff, Charles Neidich, Kenneth Grant, and Michael Webster.  

A long-time Selmer-Paris and Vandoren Artist, Mr. Williamson currently plays 

Selmer Signature clarinets and uses Vandoren traditional reeds with a James Pyne JX/BC 

mouthpiece.  
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INTERVIEWS 

1.How did you prepare for auditions? 

Jonathan Cohen 

 I basically just record, listen, and tweak excerpts. I keep a practice journal for 

auditions, and I take notes on each recording. My notes are not so much about timing. I 

try to spend more or less the same on each excerpt, usually about 15 minutes. I take notes 

mostly on rhythm, pitch, attacks, and overall feeling. Does it sound rushy, or sound 

dragging? Does it sound like the emotion or story I'm trying to convey? 

Paul Demers 

How did you prepare for auditions? How soon in advance did you start working 

on excerpts before the audition day? How did you structure your practice sessions? What 

did your warmup routine look like? How many hours did you spend practicing every 

day? 

Well, preparing for auditions was a learning process for me, and one that evolved 

over the years. Let me discuss my preparation for my last audition, which was the 

culmination of all that I learned from taking auditions.  

I divided my audition preparation into two parts. One was the actual playing of 

my instrument, which included practicing, score study, listening, marking my parts. The 

second was the mental preparation away from my instrument, which included setting 

goals, relaxation techniques, breathing exercises, meditating, exercises for working on 

how to stay focused and how to control my attention. 

For fast passages, I used the “10 times in a row routine”. Meaning I would start 

preparing a fast excerpt at say half tempo. My goal was to play that excerpt 10 times in a 

row, consecutively, with no mistakes. If I made a mistake on any of the run throughs, I 
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would then have to start back at the first attempt. Once I was able to play it 10 times in a 

row correctly, at say quarter note equals 60, I would then put the metronome on quarter 

note equals 62, until I could get 10 times in a row at that metronome marking. There was 

of course a learning curve in the beginning, and on some of the excerpts it could take 

several weeks before I could play it 10 times in a row correctly with no mistakes at half 

tempo alone. But after that initial learning curve, I got to a point where I could play 

through my excerpt, always with a metronome, 10 times in a row at say 60, 62, 64, and 

my practice was done for that day on that excerpt. The next day I would start at 64 and go 

to 66 and 68. I would do this until I reached the goal tempo. This would of course take 

months for some excerpts, and once I reached that tempo, I would start the entire process 

over again. I did this approach with all of the fast excerpts on my list.  

For the slow excepts, I did not use the 10 times in a row approach. Instead, I 

would start the slow excerpt about 10 clicks faster than the goal tempo and play through 

it with the metronome several times until I felt comfortable. I would then subtract two 

clicks and practice more. I would keep subtracting 2 clicks until I reached the goal tempo. 

Listening was a very important part of my day as well. When working so much on 

the technical aspects of ones playing, it’s important to keep a connection with the music 

and to keep it fresh. It was also helpful to learn the context and accompaniments to the 

music I was preparing.  

When getting closer to the audition day itself, and when I felt I had very good 

control over the excerpts, I started making the transition from practice mode to 

performance mode. I would start to lean more towards run throughs of multiple excerpts 

and rearranged the lists into two separate and balanced lists. And ultimately, I played 
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through the entire list starting a couple of weeks before the audition. During this period, I 

also started to make a conscious effort to take care of my body by eating as best I could 

and exercising. 

It’s also very important to record oneself throughout this entire process. I would 

record parts of my practice session, and later in the day when I wasn’t at my instrument, I 

would listen and evaluate with fresh ears, making sure that I can hear everything that I 

think I am doing. 

Jose González Granero 

The preparation was based on a lot of work on fundamentals and technique, and 

then the excerpts. I used to do a lot of Bach etudes and Paganini etudes. The more my 

technique was improving, the more the excerpts were improving alongside. By technique 

I mean, precision, articulation, etc. Yehuda’s mind is incredible. His purpose, his goal is 

always the music, but your physical impediments are the ones that interpose between you 

and your artistic personality. He has a lot of exercises and tricks that help you eliminate 

that barrier. When I first got to LA, he changed my embouchure, and at first, I was not 

able to play as much as I wanted because of that. But from there, we started building little 

by little, and with his exercises, I got to eliminate that barrier between technique and 

music.  

In LA we had Orchestral Repertoire class with David Howard, the bass clarinetist 

of the LA Phil. Every week we had to prepare excerpts and play in front of everyone, and 

then he gave us feedback. He always said that we should record ourselves, even with the 

metronome on and listen back, and then with the metronome off, and be very demanding 

with ourselves. This method of practicing was crucial in my preparation. 
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Yehuda recommended me to write a word at the beginning of each excerpt. That 

helped me change my mentality from one excerpt to the next the day of the audition. He 

is a mixture of European and American style, he is very aware of what American 

orchestras are looking for (precision, articulation, rhythm, etc.), but he also pushes you a 

lot to get the best musicality you have out of you. 

To me, it was very important to play for people. I used to ask a lot of people if 

they could hear me playing the list of excerpts. While I was playing, I tried to imagine I 

was doing the audition. And even when I played for people, I recorded myself and then 

listen back when I was at home. You have to think in advance about different aspects that 

could affect you on the day of the audition. For example, when I was preparing for 

Cleveland’s audition in 2008 or 2009, I took into consideration the time change. Maybe 

my audition could be at 8:00am in Cleveland, which is 5:00am in LA. So Yehuda told me 

to start practicing my excerpts and 5am every day during the week prior to the audition 

day. I also remember sometimes having trouble with air, because under pressure I used to 

take many breaths without exhaling all the air. For that, he told me to go up and down 

through the stairs about three times, then pick the clarinet up, play a few excerpts, see 

how my body reacted to that and how I could be able to overcome that sensation.   

Richie Hawley 

When I was back in college, I felt overwhelmed with the amount of music that I 

had to learn. So, at that time I started what I now teach my students, which is breaking it 

down for like 8 to10 weeks before an audition. Pacing out right away the things that you 

have to work the longest on. You need to get recordings and get the scores. Then I have 

them make a chart and filling all the information of what they are going to practice every 
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week, starting from the most unfamiliar going to the most familiar, working always 

slowly. Each chart is personalized, it can change from one student to the other, depending 

on their weaknesses and strengths. 

The most important part of being organized like that is being honest with yourself, 

and say “Wow, this is not good, this is not good”. A lot of people are not honest like that, 

and they say “Ok, it has fast notes, so I need to practice it the longest”. And a lot of times, 

for the audition, you need to do it 8 or 10 weeks just figuring out intonation for 

something as basic as Brahms’ third symphony.  

If it is 8-10 weeks out, I just have people work on three or four things for many 

hours, really slowly, getting every single note and interval perfected, and over the course 

of 8 to 10 weeks, that becomes less time on those things and you can add the more 

familiar things. 

I make my students record themselves. But the problem I find is that 95% of them 

never listen back to it because they think it takes too much time. And in fact, that can 

only make things better. If they record themselves for 10 minutes, listen back for 10 

minutes, and then practice for another 10 minutes, they can improve more in those 30 

minutes than they would normally do in a week or two. And they do not do it. Everyone 

is too lazy, or they do not want to hear how bad they sound. And I think, if people were 

to hear how bad they sound, they would not go to auditions. It is sort of like a suspended 

reality, everybody is lying to themselves instead of trying to get better. 

I would say, to never record yourself with your phone, that is the worst thing ever. 

The telephone microphone is designed for conversations, there is not a dynamic range. 
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You can buy a microphone to plug into the iPhone, like for example Shure, that is a really 

good one. But a lot of my students use the Zoom, or the Tascam. 

Part of preparing for an audition is always playing in different rooms, in different 

acoustics, because you just do not what you are going to get, and you have to able to 

adapt and play no matter what you are hearing. If you are only preparing for an audition 

in a practice room, that is just going to be a disaster.  

Ricardo Morales 

I have noticed in the last 10 years that people know less about the music itself. 

They learn how to play the instrument pretty well, but their technique is not connected to 

the music. That is one of the first and most essential things that I insist on with my 

students. How are you going to play the excerpt of Beethoven’s sixth symphony if you do 

not know how all the Beethoven symphonies sound like? It is crucial knowing and 

understanding the music because it affects a lot, not only to the tempi but to the character 

and style with which you have to perform. For example, for Brahms third symphony, 

many players do not know how to do the dotter eight note. But it is a very simple rhythm 

to play if you know how the Romantic music of that period sounds, music that is not only 

unique to Brahms 

Another important factor besides knowing the music is having the ability, the 

technical skills to perform it. For example, if you do have the clarity, the speed, the 

endurance, and the different styles of articulation under control, less complicated for you 

is to play Mendelssohn’s scherzo. That is a solo that you can practice forever, but if your 

embouchure is not well formed and your tongue does not move properly, it will never 

sound spectacular, not until you fix the technique.  
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Each excerpt demands specific technical concepts that you need to have under 

control to be able to succeed with the excerpt. 

To overcome those technique weaknesses, the work process that I follow with my 

students is individual for each of them. In general, what I have been using lately are two 

clarinet methods that most people take for granted: Klose and Baermann (not only the 

scales but the parts 1,3 and 4 as well). There are great exercises written there that can be 

practiced every day. I also encourage my students to read the preface. Carl Baermann, the 

son of Heinrich Baermann, had more interest in teaching than his father, who was more 

focused on performing as a soloist. Both of them were aware of all the trending 

tendencies at the moment, Heinrich met Weber, both father and son performed 

Mendelssohn’s music, both played in the Munich court orchestra, and so on. That 

particular style of interpretation, the different ways of legato and articulation are reflected 

in the Baermann method. Most importantly, most passages from Mozart, Beethoven or 

Brahms can be worked by practicing this method. With Tchaikovsky for example, you 

have a little bit more freedom. With Stravinsky, you have to be very precise rhythmically. 

I tried to have them have a diverse “diet”, we do Baermann and Klose, followed 

by Uhl and a bit of Jettel. And the same with the French school, one has to learn the 

nuances in that music to be able to perform with the beauty and smoothness that this 

music demands. For example, Ravel excerpts, you have to understand his music, not just 

play it very fast and that is it. It should be fast but very smooth. 

For example, Daniel Bonade started using Rose etudes and even nowadays people 

still play them. But the problem is that people do not understand the context. When Curtis 

school first started, for many years it was the only school for free in the United States, so 
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basically, the best student in the country was selected every year in the auditions. They 

already played well when they worked on Rose. Those etudes are excellent to refine the 

technique when you already have a solid base. 

It is important to work on the concentration as well when you practice. Put the 

chronometer 3 minutes and focus on a small section, it could be half of a bar, and repeat 

it over and over with no mistakes.  Alternate excerpts with different demands. 

Joaquín Valdepeñas 

In my time we did not have a good way of preparing, we were not into that 

“auditioning mode”. I just practiced the excerpts for two or three weeks and then I took 

my audition, which is kind of ridiculous if you think back. But today you really have to 

be very organized. 

With students the approach is different depending on where they are. If you are 

undergraduate you may need to work on the excerpts a little bit at a time, but if you are a 

graduate student you need to get really into them, so by the time you finish your Master’s 

you have gone through all of them. Hopefully, you go to a school where the teacher is an 

orchestral player.  

Sometimes students start taking auditions to see what it is like, but I think at some 

point before you start auditioning seriously, you need to spend about a year with excerpts 

just to really focus on them. It could be with a teacher or with some kind of one-year 

program, like at USC, or even outside of school. But you need that time, otherwise it 

would be very difficult to do well. Now the preparation is incredible compared to how it 

was 30 years ago. 
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I also recommend what Michael Wayne did (I know him because he played for 

me a little bit). He had some kind of scholarship that enabled him to travel to study with 

several players in North America. By doing so, he learnt a lot from all the different ways 

of “airing” and doing things. I think that was a very interesting way of doing it. He has 

got a really set way of teaching, especially for the younger students. His teaching works 

very well, the basics, and how to practice technique. So that is a different perspective on 

how to approach it. 

One of the most important things is about playing for each other, play for people 

as much as you can, besides the structure that you have at school, you have to be 

entrepreneurial in doing these things.  

You also have to practice in such a way so that an excerpt is good the first time. 

You have to pick up your clarinet and before you start practicing, you have to nail them 

the first time, because that is what is going to happen. This is another way of practicing.  

When I practice, I always have the tuner on because I want to know where my 

pitch is when I start, after 20 minutes, and in two hours. And when I am recording, I am 

hooked up to something as well, because when you are playing the same phrase 20 times, 

you want it to sound like the first time an hour ago. So, I tell my students to always 

practice with the tuner. 

Recording yourself is really important. That has to start very early. You may want 

to record a little phrase or a bar, listen to it, work on the mistakes and repeat the process 

again until you fix it. When you record and then listen back, you realize that the result is 

very different than you expected. That is what people are hearing, so you need to make 

sure that you are hearing what they are hearing. 
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You have to think ahead of time of any little thing that can go wrong, so they do 

not though you off the day of the audition. It is important to know where the audition is 

going to be held, if there is a second floor, know if you are going to run up steps (if so, 

you should practice being out of breath), know if there is going to be a piano, etc. There 

are so many little things like what you eat before, how long you eat before, the possibility 

that it will all be delayed (so have a sandwich with you). There are so many different 

factors that could affect you that it is kind of complicated. 

Visualization is one of the most important things in creating anything. When you 

are learning the phrasing of a passage, I think you need to visualize. I have been reading 

about that, and apparently visualization can be used as a means to learn. I always tell my 

students “you are now producing a movie score, I want you to tell me when you play that, 

what is going to be on the screen?”, so it has that mood, it has an effect.  

Brad Whitfield 

For me it has always been a combination of slow practice, rhythmic variance, and 

mock auditions.  

Stephen Williamson 

I prepare for auditions typically by immersing myself in the excerpts one by one. 

Usually never doing more than three or four in a 2-3 hour session. Initially making sure 

that everything is dissected and that there are no technical issues.  
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How soon in advance did you start working on excerpts before the audition 

day?  

Jonathan Cohen 

 At least a month in advance.  

Paul Demers 

For my Philadelphia Orchestra audition, I started working in full audition mode 

about a year and a half prior to my actual audition. I suspected there was going to be an 

audition sometime in the next two years, and if I waited until I saw the advertisement in 

the musician’s paper, it would be too late to do the necessary work. I worked on both 

parts of my preparation (physically and mentally) daily for anywhere from 8-12 hours a 

day. Again, this is time both at and away from my instrument. 

Jose González Granero 

When I was in LA, I did not have internet in my house, so many times I found out 

about auditions very late. Usually I started like 4 or 5 weeks before the day of the 

audition. For Cleveland, I had to send a recording first, and then wait for the invitation. 

For Birmingham, In England, I think it was 10 days in advance when they notified me 

that I had advanced. For San Francisco’s Opera, I remember I started a month before. 

Most of the excerpts on the list were new for me except Traviata and Tosca.  

Richie Hawley 

8 to 10 weeks, but do not forget most of these are excerpts that are already in all 

my students’ vocabulary, it is not like they are learning them from scratch. 
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Ricardo Morales 

I think when someone is perfecting the technique, he is always in the “preparation 

mode”. What I usually try to do is have my students doing etudes and pieces that are 

related to the excerpts. Because I understand that at school, students have many other 

things to do, they do not have 10 hours to spend in Daphnis and Chloe. I try to maintain 

their technique with complemented music all the time, so when they have an audition, it 

is easier for them to play the excerpts. 

You need to be aware all the time of the process of learning and being analytic 

with yourself. You need to pay attention to the process of learning to not be judging 

yourself in a negative way. 

Joaquín Valdepeñas 

Well, I tell my students that there are some excerpts that they have to practice 

every day, the scherzo, some of the Beethoven’s, Peter and the wolf, Respighi, and 

Capriccio. It does not mean that you have to practice them perfectly, but at least you can 

go through them every day. For example, I tell them to warm up out of Peter and wolf’s 

triplet’s sequence, with different rhythms, do not think of it as an excerpt, so that every 

day you are doing it and after six months you are like “Oh my god, I can play this faster 

than anybody”. Scherzo is difficult because it requires fluidity, and it does not happen 

unless you play a lot. So a lot of those, I have them look at them all the time, almost 

every day, even if it just takes two minutes. 

The longer ones, like Rachmaninov’s second symphony, probably do not get 

asked unless you get into semifinals or finals anyway, because there are so many people 

auditioning that we are picking excerpts that are short.  
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Be aware that just within the first three notes that you play, they will know 

already how you play. From doing and practicing for auditions you will learn the kind of 

presence that you need to have, and this is a skill that takes time to develop. 

I would say, take 6 weeks or a month before an audition. But it depends on where 

you are with the excerpts, if you have played them all and you know them all, maybe you 

only need two weeks. You have got to keep them going. It is really up to the person and 

knowing how fast they can learn. Sometimes that is very deceptive too, because you think 

you are very prepared, but you may not be. So again, you need people to play for to 

receive feedback. 

Brad Whitfield 

Depending on the list, 4-5 weeks out. 

Stephen Williamson 

I start as early as I can. Usually auditions are advertised 3-6 months in advance. 

 

How did you structure your practice sessions?  

Jonathan Cohen 

I do an hour warm up each day. Far from the audition, I record, listen, and work 

on an excerpt until it feels like it's improved. I used to use a Zoom to record myself but 

now I just use my phone, honestly, because it's mostly good enough quality to 

tell.  Closer to the audition, I record in rounds and do less practice. More just drilling. 

Paul Demers 

Because I had so much music to prepare, I divided my complete list into three 

different practice days. I created three fairly balanced and equal “mock audition” lists out 
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of the repertoire I thought could be on the audition. Each day contained fast technical 

passages, slow legato passages, articulated passages, solo work. I created a chart of the 

excerpts I needed to prepare for each day and divided my time accordingly so that I spent 

productive time on each excerpt.  

After my warmups and excerpts, I would work on my solo pieces. All of this 

playing would be broken up over several different sessions throughout the day. And I 

would not play for more than two or three hours in one sitting. I would also take a 4-

minute break every 30 minutes. 

Jose González Granero 

In the mornings I started with the long tones, scales and etudes. During the 

evening, I worked on the concerts and if I have an audition, I added the excerpts. The 

evening sessions, I started them without warming up. Say I was preparing for a 

competition, I started right away with the different pieces. 

Richie Hawley 

Two weeks before the audition, I tell my students to simulate audition day, every 

day up until the audition. What are they going to eat, what are they going to think, how 

are they going to sleep or take a nap, how are they going to warm up, how are they going 

to select the reed? So, two weeks before, it is not practicing, it is run throughs. And 

whether it be for a friend, or a colleague, you should feel like at the end of the day you 

feel like you have completed a round in the audition process. 

Prior to those two weeks, I think that if you are working on an audition, 

everything should be focused on that audition. In my belief, if somebody cannot focus 

only on excerpts for 8 weeks and they need to change repertoire just to make them fresh 
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in their mind, they are never going to survive in an orchestra, so they should not be 

auditioning. It is because it is that focus, a single focus a lot of the time for so long. 

For me, those methods of practice where you make a rule of playing 5 times the 

excerpt perfectly before going up a little bit with the metronome, do not work. If I were 

to do that, I would never go faster, because the better you get, the more demanding with 

yourself you are because you are aware of more things. To me, if it is a little better and I 

think it is enough, then I go a little faster. For my experience with students, that method 

(play perfect X times) is focusing on the wrong thought to make it. If they do that, they 

are not paying attention because they are not thinking about anything other than I need to 

go faster. Instead of that, in that chart that they prepare at the very beginning of those 8 

weeks, I ask them to set different tempos and when they go faster, every couple of days, I 

make them also go back and do slower, and then they are jumping around with different 

tempos. 

Ricardo Morales 

When you have the list, you have to think of those excerpts that are harder for you 

and practice them more. For example, with Dances of Galanta, you can extract the fastest 

passages and work on them without having to play the entire excerpt every time. You 

need to have the excerpts under your fingers to be able to work on the expression. If you 

play those passages perfectly but without fantasy, that is not useful either.    

When you are practicing, treat those excerpts that more nerves provoke in you as 

if they were your favorite. You have to start practicing them the most, but always with a 

positive mentality. Always looking forward to practicing them, because the more you lie 

to your mind, the better. If you put positive thoughts in your mind and work a lot on 
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them, you will gain confidence and it will help you a lot in the process of learning. Your 

brain is like a computer, and just like every computer, it is going to be only as good as the 

information you put inside. Your brain is going to learn all good and bad habits and 

thoughts. So you have to keep this in mind when you are practicing and preparing for an 

audition. 

Make sure you start practicing the fast excerpts with enough time so the process 

of learning them is slow and gradual. Slower tempi give you time to think about how 

your fingers move and where they are. While practicing slow and well, your brain is 

learning how to do it, and it will remember it when speeding up, and that is key. 

Joaquín Valdepeñas 

I do not follow any specific structure. 

Brad Whitfield 

I usually try to divide up a list in some way so that I can get through everything at 

least every other day. The closer I get to the audition day, the more I want to be able to 

touch everything daily. Not always possible though. 

Stephen Williamson 

Structuring my practice sessions depends on how you feel both physically and 

mentally. It varies day to day. Usually in the beginning 2 months, my practice sessions 

last 2-3 hours of very slow practice and recording myself all the time. It’s easy to get 

caught up in a technical passage and not “see the forest from the trees.” Always make 

sure that what you are saying makes musical sense. 
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Always make sure that you are relatively in tune. Most clarinetists get used to 

hearing things out of tune, because the clarinet inherently is an out of tune instrument. It 

takes immense dedication not to settle for this inherent intonation. 

 

What did your warmup routine look like?  

Jonathan Cohen 

Long tones or vade mecum. Articulation exercises, and scales.  

Paul Demers 

I always started my daily practice sessions with about 20 minutes of long tones 

and maybe another 20-30 minutes of scales and/or finger exercises. Some days I also 

included tonguing exercises, but I usually addressed articulation in the context of the 

excerpts. 

Jose González Granero 

My routine was always the same, it did not matter if I had an audition or not. I 

always started with long tones, paying special attention to the connections between the 

notes and the direction. Then, I did Klose scales (page 99) in staccato varying the speed 

at least three times (that is something that I used to do for a long time before I came to the 

US, and that has always helped me maintain the articulation very light), Next, I worked 

on Bach and Paganini’s etudes and in the piece that I was preparing at that time, and 

finally, I played the excerpts. 

Richie Hawley 

I just do the arpeggios really slowly from whatever repertoire is in the audition. 

Or even a single scale, I could take C major, two octaves, from Mozart and practice it 



  Texas Tech University, Elisa Montoya Sánchez, May 2020 

 

91 
 

over and over, up and down, in a context and musical way manner that would help the 

Mozart. 

Ricardo Morales 

First thing I do are exercises to control the sound. I like to start doing long tones 

using the chromatic exercise by David Weber for about 7 minutes. After that I do the 

arpeggios, expanding little by little with the same concept of sound. Then I do 1 or 2 

etudes by Baermann and Opperman to warm up my fingers and make sure I keep then 

very close and relaxed. I usually use one that does not use the altissimo register, and I do 

it with different rhythms and articulations. All that together takes me about 40 minutes, 

and then I start with excerpts.  

It is very important to do long tones every day. I usually get up at 5.30 am so by 6 

am I am already doing long tones. When everyone is still sleeping, you are already 

working, so you are getting stronger mentally. That way when you get to the audition, 

you feel strong confident with all the work you have done. 

Joaquín Valdepeñas 

Basically, warming up not too much before the audition by playing long tones and 

passages slowly as part of the warmup while checking your reeds, since some of them 

will be newish (that is a big part of it). The warm-up is more condensed, it may not be the 

same as when you practice 4-5 hours three weeks before the audition when you are 

putting yourself into high gear.  

Brad Whitfield 

Usually no more than 30 minutes are dedicated to Baermann scales, thirds, and 

arpeggios in various articulations. I’ve found over the years that too much warmup time 
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can become a crutch upon which you rely. In auditions, you often have no more than 10 

minutes to center yourself and find your sound. Doing it quickly is an essential skill. 

Stephen Williamson 

I don’t have a warmup routine. Usually taking time to select the reed of the day is 

enough of a warmup for me. 

 

How many hours did you spend practicing every day? 

Jonathan Cohen 

2-3 

Paul Demers 

I worked on both parts of my preparation (physically and mentally) daily for 

anywhere from 8-12 hours a day. Again, this is time both at and away from my 

instrument. 

Jose González Granero 

5 

Richie Hawley 

If they do not have rehearsals, I would say 5 hours. If they have rehearsal, no 

more than two or three. If you have a 3 hour rehearsal and then you practice for another 5 

hours, your mouth is going to be weak the next day and your control is not going to be as 

good. It is sort of like losing a day of practice by adding more hours. That is basic sport 

science. It helps to know those things. 
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Ricardo Morales 

It depends on the day, but usually 4 to 5 hours a day. But always keep in mind 

that it is better quality than quantity.  Constancy will make you better 

The line between obsession and craziness is very thin. 

Joaquín Valdepeñas 

You have to practice a lot, three to five hours a day.  

Brad Whitfield 

It depends on daily rehearsal schedule. 3-4 hours a day to get though everything 

you feel you need to get through is great, however not always possible. Best to make the 

most of whatever time you have. 

Stephen Williamson 

My practice sessions last 2-3 hours of very slow practice and recording myself all 

the time. 

 

2.How did you prepare mentally for the day of the audition? 

Jonathan Cohen 

Lots of meditation and visualization. Cue words, other Don Greene techniques.  

I used headspace app for guided meditations. Just chose ones that mostly talked 

about focus. Just 10 minutes per day usually, in the morning. Occasionally another 

session in the afternoon closer to the audition. By visualization, I mean just going through 

an entire excerpt in my head. Seeing and hearing it go as I want it to go, trying to feel 

how I would like to feel while playing it. Really, not something to overthink. Just 

practicing going over it in my head doing it successfully. Cue words are the words I put 
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at the beginning of excerpts to try to remind myself quickly of the emotion or mood I'm 

trying to portray. Helps me change from one excerpt to the next. 

Paul Demers 

For the mental part of the audition, a dear friend recommended a book by Charles 

Garfield called “Peak Performance: Mental Training Techniques of the World’s Greatest 

Athletes”. Much of this training program can be adapted to a musician preparing for 

auditions. Chapters include “Unveilling Your Mission”, “Voluntary Relaxation”, ‘Mental 

Rehearsal”, “Letting Go’. Each chapter contains detailed exercises, such as meditations, 

relaxation exercises, and visualizations. 

It takes about 4 months to go through this book properly following all of the daily 

exercises. By the end I felt like I had complete control over my mind, both mentally and 

physically, and I had the tools I needed to deal with and overcome my nerves. 

Jose González Granero 

I tried to simulate the day of the audition as much as I could. Yehuda also helped 

me a lot psychologically. He says that you are the one who has something to offer, you 

are offering your talent, so play with confidence. 

Richie Hawley 

I do a lot of visualization, where I imagine what I am going to be thinking as I am 

standing backstage, what am I going to be feeling, how am I going to choose my reeds on 

that day. All sort of things that I think about in advance so that on the day of the audition 

everything is just sort of very familiar. 

During the audition, the initial reaction is going to be thinking about what you are 

going to be playing next, or you are going to be thinking that what you just played was 
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not very good. Both of those thoughts are negative. What you have to practice, and you 

have to meditate on, is living in the moment experiencing the excerpt and the music that 

you are making while you are making it. Enjoy making music while you are performing. 

A lot of times, people are thinking about different things that they have to do while 

playing, but it is not about that, it is bout enjoying music while you are performing, and 

an audition is a performance. 

Ricardo Morales 

The audition has to be like a concert, a recital. You have to present it as if it was a 

complete musical world itself. By the day of the audition, you must feel prepared, if you 

are doubting about your preparation, it is not going to go well. You have to reach a level 

of preparation in which at the end, the day of the audition, your priority will be playing 

very musical and pretty instead worried about technique difficulties.  

It is important you know yourself and know your physical body reactions under 

pressure, that way you can train how to overcome them.  If you get very hot, with sweaty 

hands, put two coats and play through the list. If you feel cold, without air, with dry 

mouth, get a cold bath and play with just little clothes on. Always trying to exaggerate 

those factors.  

Play for people as well. Try to simulate those physical challenges that you will 

have, as much as you can.  

Joaquín Valdepeñas 

If you are at school and you want to be an orchestral player, you are using every 

experience that you have, recitals, orchestra concerts, etc. Anything that is going to put 
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you in front of an audience is going to help when you audition. Even playing for your 

family or friends. But it is up to you to make the effort. 

Brad Whitfield 

For me mock auditions have always been crucial for this. I try to mimic the 

conditions and how I think I will feel in the moment. It’s difficult to achieve by yourself 

but add a few friends/colleagues and you will get a little taste of the sensation.  

Stephen Williamson 

If you have prepared properly for an audition, you should be excited to take the 

stage. Fear is normal, but usually dominates if you haven’t done enough preparation. It’s 

a choice to let fear take you over. Always remember that if you are afraid, that just means 

that you care. Turning something (fear) that is negative into a positive driving force is the 

key. 

 

How did you deal with nerves? 

Jonathan Cohen 

Mental preparation. Like I said, lots of this meditation and visualization. 

Particularly, if I was feeling nervous about the audition, visualizing the audition going 

well. Going through the whole process, waking up, driving to hall, parking, warming up, 

playing, whatever. Anything to create a realistic picture of what the day will look like. 

Just like practicing the music, I want to practice the audition before. Mock auditions do 

that, but so does visualization.  
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Paul Demers 

Besides “Peak Performance: Mental Training Techniques of the World’s Greatest 

Athletes”, the other thing that helped a great deal with my nerves was that I took great 

comfort in my preparation with the instrument. I was so confident with my preparation 

that there wasn’t much reason to be nervous about my playing. 

Jose González Granero 

I think nerves are like a callus. I had one important performance almost every 

month, either a competition, or an audition, or any other concert that put me on the spot. 

So, playing under pressure became a routine. For example, when I auditioned here, I 

thought “this is the one for this month, if I do not win it I will have another chance next 

month somewhere else”. 

For the day of the audition I made sure I had a few good reeds, that made me 

confident. If the audition was in the afternoon or evening, I warmed up in the morning 

and did some exercises to get the air going. And after that, I read or listened to music 

until the audition time.  

Richie Hawley 

I get a lot of sleep, do meditation and really try to keep my heart rate low. 

Ricardo Morales 

You have to be prepared mentally by knowing that day you will be nervous. 

During the moment of the audition, try to have positive thoughts “It feels so good having 

this beautiful auditory available just for me to play”, “10 minutes just for me to play a 

little recital of beautiful music”. 
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Most of the time, you get nervous because you want to please people, you want 

them to like what you are doing, but the reality is that you do not have control over that. 

You only have control over your own preparation.  

Joaquín Valdepeñas 

Preparation and playing for people. 

Brad Whitfield 

For me I have always felt empowered in knowing beyond the shadow of a doubt 

that I will be nervous. My heart will race, my hands will get cold, and my mind will 

scatter. As I said before, trying to mimic these sensations in my preparation helps some. 

Also, I found some use in the technique of “centering.” I pick a spot in front of me, focus 

on it, and concentrate on breathing slowly, deeply, and clearing my mind. When I do it 

effectively, it feels quite cleansing. 

Stephen Williamson 

Visualization from at least one month before an audition is extremely important. 

See yourself playing your best and visualize winning the audition. 

 

3.How many professional auditions did it take for you to get a position in a 

major orchestra? How did you deal with not advancing at auditions? 

Jonathan Cohen 

I've taken probably like 20 auditions. I never liked not advancing at auditions! 

Paul Demers 

I took a total of six orchestral auditions and two military band auditions before 

winning my job with The Philadelphia Orchestra. I simply used the rejections and/or not 
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advancing as motivation to work even harder for the next one audition. Discipline and 

persistence are also good traits to foster. I did win and accept a position with “The 

President’s Own” United States Marine Band, which is the job I had before coming to 

Philadelphia. 

Jose González Granero 

I had taken 7 auditions before I got this position. Before San Francisco I had two 

trials with two different orchestras in Europe. 

About not advancing, I remember Yehuda every time that I went to him after an 

audition, and his answer always was “Stop crying, start practicing”. 

Richie Hawley 

I won Charleston Symphony, that was my third audition. When I did not advance, 

I just accepted and say, “Ok, I will do better next time”. 

After I was in Cincinnati, I would get to the finals and not win the job, like San 

Francisco, and I was disappointed, you go because you want the job, but you just have to 

deal with it. Life is filled with disappointments. 

Ricardo Morales 

I won an audition the third time. 

It was not a good feeling, but you have to keep going. If you can get feedback 

from the committee, that would be great. Even though sometimes they do not agree, they 

even have opposite thinking, but you have to take those comments where most of them 

agreed. 

If you work hard, preparing for auditions is a fight that you will always win, no 

matter what happens the day of the audition. That day, there are so many external factors 
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that we cannot control like who is listening, the different politics, the time that your 

audition is and how tired the committee is already. But the question is that you will 

always win if your preparation was good. The hardest part of the process is to start again, 

because you feel disappointed, and that is ok, cry for one day as much as you want, but 

the next day you need to start working. That way, the level of preparation that you gained 

for the audition will be the base for the next one.  

 Joaquín Valdepeñas 

To me it was the first one, but it was a different time. 

When my students do not advance and they come to me saying that they played at 

their best, I tell them that it is fantastic but that their best needs to be higher and higher 

for next time. They need to have perspective, and many students do not know what that is 

yet. Your best needs to be better than anybody’s. Today with social media you can know 

who you think is going and who you are going to be up against, and so that is how you 

monitor where your best needs to be. It is pretty tough. 

Brad Whitfield 

I won a one-year position with a small summer opera company (Central City 

Opera) which was my second audition. However, I did not win my full-time gig until 

#26. There is no formula. Everyone is different. 

I enjoyed Central City Opera immensely as it was my first real experience 

working in a professional group. It was definitely a hands-on experience of what to do 

and not to do! All of my subbing opportunities in other orchestras were a result of 

personal relationships built with the clarinet sections.  
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Not advancing is just a part of the whole process. You are only in control of your 

own mindset and your own playing. As long as you accomplish your own musical 

mission, nothing else matters. 

Stephen Williamson 

I took about 9-10 auditions before winning a big job. It’s frustrating not 

advancing, but there is a lesson every time. As long as you can walk away from an 

audition knowing what you can do better the next time, then there is growth and 

improvement. 

 

4.What did you learn from taking auditions? 

Jonathan Cohen 

 No substitute for brute force practice. Excerpts have to be so prepared that I'm 

able to relax during actual audition. Any tightness can be heard and sounds 

uncomfortable to committee. 

Paul Demers 

Taking auditions exposed my weaknesses and my tendencies. This was crucial in 

the beginning, as I was learning how to anticipate the physical and mental stress of 

auditioning. All of the time spent in a practice room could never replicate the experience 

of walking through the motions of an actual audition. It’s important to have a strategy of 

which auditions you plan to take (hopefully you’ll be invited), in an effort to build 

momentum. 

Another thing I learned from taking auditions was how to deal with nerves and 

performance anxiety. I figured out how my body responded to stress, and through 
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experimenting, found ways to cope with the stress. I learned it’s important to take care of 

one’s body and mind if we are to perform on the highest levels ... we need to have the 

mind, body, and emotions all in good balance. And those skills/lessons will carry over 

and influence our everyday life. I became a better person and learned how to stay 

positive. 

Jose González Granero 

When I got to the United States, my perception of taking auditions changed. I 

learned that I should go only when I feel ready, not just go for the sake of going. 

It is very curious the psychological part of auditions, because my plan was not to 

stay in the US, so most of the auditions that I took were in Europe. I was doing a trial in 

the Norwegian Radio Orchestra, and right after I came back to LA, Yehuda told me I 

should go to the San Francisco’s audition, but I told him that I just got back and was not 

feeling like it, I also told him I wanted to live in Europe. But his answer was “Stop 

making excuses and start practicing”. And that is what I did, I practiced a lot, like for 

every other audition, but in a way, I did not put that much pressure on me, and I think that 

helped.  

Richie Hawley 

I learned that there is a whole world of random luck that you cannot control. You 

cannot control whether somebody in the committee is texting on their phone and not 

listening, you cannot control whether the air conditioning has made the room too cold 

that nothing feels right in your fingers, etc. So when you realize you cannot control 

everything, you have to just realize that there is a lot of random chance, and sometimes it 

goes in your way and sometimes it does not. 
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Ricardo Morales 

From auditions I learned that it is very important to learn to love yourself. For 

next time, you need to have more will power and faith in the work you are doing. Be very 

honest with yourself, know where you are in comparison to others and keep working 

hard. 

It is very interesting that there are very talented people who win the first audition 

they take, and there are people who have never won an audition in three years and then 

all of a sudden, they win three big auditions. You never know. Do not lose your hopes 

and keep working hard. 

Joaquín Valdepeñas 

Sometimes, after practicing a lot for auditions, you may still think you are not 

ready to take the next audition because of doubts, insecurities, past rejections, high 

traveling costs, and so on. But I recommend you do it anyways because there are those 

times that maybe you are ready, and you never know what is going to happen. 

I also think you learn a lot from taking auditions, it could help you see how you 

deal with nerves, where you re in comparison to others, etc. 

Brad Whitfield 

The only thing in your control is yourself, your mindset, and your own playing. 

That’s it. Nothing else matters. 

Stephen Williamson 

I learned that it is a skill set that takes patience and determination. Every audition 

has its own challenges and you need to be at your best to not be distracted from achieving 

your best performance that day. 
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5.Was there anything specific that made a difference in your career and made 

you successful? If yes, what was it? 

Jonathan Cohen 

Listening to teachers' advice was great and super helpful, but ultimately, I had to 

just find out what works for me. Takes everybody different amounts of time to do that, 

but ultimately, it's how I found success. 

Paul Demers 

I think one of the biggest influences, aside from the book I mentioned above, was 

and still is, learning from my colleagues. Whether it was playing in ensembles and 

making music with them, or if it was attending concerts and hearing them play. My 

colleagues in the orchestra are like extended family to me and I cherish their experiences, 

knowledge, and music making. 

Jose González Granero 

I always knew that if I was going to be in the US, it had to be with Yehuda. When 

I finished USC, I auditioned at Colburn but I got runner-up, so I went back to Spain. It 

was a big demotivation for me. I thought that was the end of everything for me in the US. 

But it turned out, the first on the list of admission declined the offer, so they 

called me. And that moment was when something inside me changed, I did not want to 

miss that opportunity and from then on, my attitude changed. I realized time is limited, 

and that I had to put all my effort into music. I had to grab the bull by its horns. 

Richie Hawley 

Looking back, I think it is because I have listened to so much orchestra music all 

the time in recordings, and I still do. I see people do not do that now. And people do not 
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listen to orchestra music they listen to little snippets on Youtube, and they think they are 

going to learn how to do this. 

For each excerpt, I made my students have three different recordings (the whole 

piece) on their computer. I have them stay away from German orchestras or Austrian 

orchestras, because the intonation is so high. I do not want them to have 444 in their ear.  

Ricardo Morales 

It was an accumulation of factors. I was very lucky, all my teachers were 

spectacular, they were all really good musicians and had studied with important 

clarinetists from different schools of playing. I studied with each of them for no more 

than two years and a half, long enough to understand their philosophy, but not long 

enough to make me take that education as a dogma. I think that gave me a lot of 

flexibility. 

I would recommend students to study with people that have different philosophies 

of playing. 

Joaquín Valdepeñas 

For me, in Toronto the committee thought I did not have enough experience, even 

though I had played in orchestras before. But sir Andrew Davis said, “he is the one I 

want”, so I owed that to him. So that happens too, some committees feel a little uneasy 

that somebody is very young (I was 24). But somebody can come and rescue you, that 

could happen too. 

So that was the beginning, but after that for me is how you keep yourself going 

and develop your career. First, when you get a job in an orchestra, there is where you 
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really develop your sound, it is not the same as when you are at school. After that, you 

have got to keep it all together and keep improving. For me, it is a lot of chamber music. 

Brad Whitfield 

Seizing every opportunity I could get my hands on and seeking out the best 

training available to me. 

Stephen Williamson 

Everything changed for me when I switched to playing my Selmer Signature  

sets. Technique and intonation became non-issues for me. I could entirely focus on the 

music, which I believe is what grabbed the jury’s attention. I began to play auditions in 

“my way,” not someone else’s idea of orchestral playing. I found my voice. 

 

6.What do you think are the most important skills to have if you want to play in 

an orchestra? How did you work on them while preparing for auditions? 

Jonathan Cohen 

To play in an orchestra? Depends on your position. As principal, it's the ability to 

go between leading and following. As second, it's just to be able to listen and respond. 

Those skills don't really have much to do with taking an audition 

Paul Demers 

Well aside from the skills required to play your instrument, it’s important to have 

the ability to listen and communicate, and I’m not just talking about at your instrument. If 

one has a good rapport with your colleagues, then it is so much easier and more enjoyable 

to make music with them. It can also make rehearsals so much more productive. 
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We can practice these communication skills in many ways, but I found I 

developed them most through teaching private lessons and by playing chamber music. 

With students one must find different ways to articulate one’s ideas in a positive but 

constructive environment. And in chamber music you can learn how to give compliments 

to colleagues, you can learn how to offer constructive criticism in healthy way. And at 

the same time, you can learn the chamber music skills of listening, adjusting, phrasing 

and collaborating through your instrument.  

Finally, one must have the ability to be consistent and be able to perform at the 

highest levels in any given situation. 

Jose González Granero 

In my case, as an opera clarinetist, flexibility and open mind. For example, when I 

have to play Tosca 12 times, I do not want to play all of them the same way, I like to be 

flexible and being able to adjust to the circumstances of the moment. But this flexibility 

is something that I have been developing over the years.  

But when I was taking auditions, my mindset was different, because for auditions 

I had to focus a lot on being very precise in every musical aspect, rhythm, attack, 

intonation, and so on. For example, if I was practicing Brahms, I focused in rhythm and 

intonation, if I was doing Beethoven no.6, articulation and support (for the support, 

Yehuda had me singing a lot to be more aware of how to connect the notes, and color 

changes in long notes). And then, for the day of the audition, I trusted my muscle 

memory, I did not have to think on the technique. 

The method I followed to prepare for audition was, like I said, recording myself, 

playing for people, and listening to other people play for me because it is easier to hear 
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the tendencies when someone plays for you. Also, while I was playing for people it was 

easier for me to recognize those moments where I felt more instable or nervous. In 

conclusion, where my weaknesses were. 

Richie Hawley 

Being able to hear and match intonation, being able to hear and match phrasing 

and being able to blend is essential. All three of those things. The most important part of 

orchestra playing, the number one thing, is to know when you do not matter, when your 

part is not important. 

You cannot work on them while preparing for auditions. It is like a lifetime of 

chamber music how you play in an orchestra. By playing chamber music, you will learn 

how to play in an orchestra. 

Ricardo Morales 

Three things: rhythm, intonation, and flexibility. You have to be able to hear 

while you are playing to know where you are and where to go. 

Practice with metronome is very important. It will help you to practice with calm 

in different stages, steps, especially at the beginning when you are practicing something 

technical. It is also important to use with lyrical excerpts because you should be able to 

play very musical and do rubato while the main beats are steady. 

Work in stages. First get the rhythm and then add color for it to not sound 

mechanical. Then use a tuner to know your tendencies and at the end use a drone.  

Joaquín Valdepeñas 

All fundamentals are important. Tone is subjective, nobody is going to tell you 

that is more beautiful than something else. But the most important thing is to understand 
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that the thing that unites an orchestra, the number one thing is, playing together, rhythm. 

And that is usually to a fault, sometimes people end up playing in a little box. You need 

to have that, but I think you can do that and still be very musical. You do not need the 

rubato, you need the color in the phrase. And then, you need to show the style, Beethoven 

does not sound like Brahms, for example. 

Most American orchestras have become very technical I think, because in the 

auditions they only ask for excerpts mainly and Mozart. I like the European way, I rather 

hear concertos, sonatas, Stravinsky’s second movement for technique rather than 

Firebird. But that is the way it is, and until that changes you sort of have to go with what 

it is. 

Brad Whitfield 

Ensemble skills. These develop over time, but I would encourage any student to 

seek out as many performance opportunities as possible.  

Stephen Williamson 

To be a great orchestral player means to always assume you are wrong and never 

stop listening across the entire orchestra.  

Getting your ears into the audience and truly hearing the bigger picture. 

 

7.What is the one most important non-musical trait that you have found most 

important in your career as a musician?  

Jonathan Cohen 

Organization. 
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Paul Demers 

To be grateful. This sets the mind in a positive place, which will in turn effect the 

body in a positive way.  As musicians, we spend much of our time being critical of 

ourselves and always trying to find ways to improve. When we are students taking 

lessons, we are always being critiqued by our teachers/mentors to find ways to improve 

ourselves and become better players. We play for panels of jurors for auditions and 

competitions and are being judged and compared to other players. So, it’s important to 

remind ourselves of the things we are grateful for and keep positive. 

Jose González Granero 

A mixture of constancy, discipline, dedication, and being optimistic.  

I did not get to advance in Youth Orchestras in Spain or Europe, but I always 

knew I wanted to be a musician. In my case, I had to work hard, I never had it easy. 

Yehuda helped me a lot. 

Richie Hawley 

I think you have to be very curious and you have to be very intelligent. I mean 

intelligent like you have to be very perceptive, you have to be able to understand how 

people are thinking and interacting with them very intelligently. Not “book smart” but 

like “street smart”. You have to be working in this organism with a hundred people, you 

have to be able to interact, and get along with a whole lot of people in very close 

proximity. So if you are not smart with your people skills and you are not savvy with how 

you talk to people, or how to connect with people, or understand relationships, then you 

will not be able to succeed in an orchestra. 
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Ricardo Morales 

Being very flexible when dealing with other people and always have a desire to 

learn and improve. Admire other musicians and add their good musical skills to your way 

of playing. There is always an opportunity to learn, have your soul and mind open.  

Joaquín Valdepeñas 

There is a book that just came out about Roger Federer which I think is very 

interesting because it talks about his success in tennis which came later in his life. He 

wanted to be a soccer player. His mother, being a tennis coach, was going crazy because 

she just wanted him to concentrate on tennis, but he did not listen, he did so many 

different things. The latest thing in this book talks about how other things can help you 

with what it is that you are focusing on.  For example, for me I paint, I have always 

painted. 

I think you need to have other things, not necessarily creative, it could be 

exercising, cars, etc. Just other things to focus on to help you other than music.  

Brad Whitfield 

Curiosity and flexibility  

Stephen Williamson 

The most important non-musical trait that I have learned is to have a life outside 

of your workplace. My family - being a parent/husband are my greatest joys. 

I also have been an avid weightlifter/body builder my whole life. This gives me 

balance and is also a great stress reliever. 

 



  Texas Tech University, Elisa Montoya Sánchez, May 2020 

 

112 
 

8.How much time do you take off periodically and how often? What balance do 

you have between practice and hobbies? 

Jonathan Cohen 

I rarely, if ever, take long periods of time off. I just recently took 3 weeks off for 

the first time in about 20 years, I think. Other than that, maybe a day off here or there. 

I have a decent balance between hobbies and my practice. I like to read a lot, do 

crosswords. I definitely find time to do things other than music. 

Paul Demers 

It’s hard to answer that question. I don’t have a set amount of time that I take off, 

but I do think it’s important to have a break from the instrument both mentally and 

physically. I will take a week off at least a couple of times a year, and although it’s 

difficult when returning to the instrument, it is refreshing at the same time. I will also 

take a day or two off during any given week, depending on the repertoire and 

performances I have coming up. 

Jose González Granero 

I always took Sundays off. When I am on vacation, I always try to have my 6 

days of playing and one off. 

I did not have to have many hobbies before. I did not have time for that at the 

time. Nowadays, I love composing. I am also into photography and videos. 

Richie Hawley 

None. 
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With hobbies, I do not know. I practice because I have to practice, it is not fun, I 

do not enjoy practicing at all, but I have to do it. Hobbies are fun, I would love to do 

hobbies all the time. 

Ricardo Morales 

Without being sick, the longest I have been without playing has been three or four 

days. I do not like to stop practicing. 

Joaquín Valdepeñas 

If I am off from the orchestra, I can take up to two weeks off. But if you take 

more than that, it takes a long time to get back. Even after a week, when I come back, I 

feel it is not the same, but I think that is also very personal, you need to know how long it 

takes you to get back. 

With hobbies, whenever I feel like it. But that has changed over the years. 

Brad Whitfield 

I usually try to take a week or two off in the summer. Sometimes during the 

season things get very busy while I’m also trying to prepare for an audition/auditions. I 

will try to take a 24-hour period off if I feel like I can’t afford to skip a day. Say I have a 

concert at 7pm on Saturday night. I won’t practice until 7 pm the next day just to give my 

face, lips, hands, and brain a chance to rest. 

About hobbies, this question is tough and important. Physical fitness helps a lot, 

but still figuring this one out! 

Stephen Williamson 

I never take more than 3-4 days off from playing the clarinet. My schedule is too 

demanding to let go for more than that. 
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About hobbies, listen to your body and state of mind. You’ll know rather quickly 

if your practice is counterproductive or a successful session.  

 

9.How important do you think it is for students to attend classical music 

festivals and/or orchestras academies? 

Jonathan Cohen 

They're not important particularly for musical development, I think. More, it's 

better to meet other like-minded musicians and be inspired by them. But they are not 

essential - as long as a person is very self-driven.  

Paul Demers 

Festivals are important to provide exposure to other people/students who share the 

same passion for their instrument, classical music, recordings, and the work it takes to 

play an instrument. Having peers with whom to bounce ideas off, or just stay connected 

to, after the festival is tremendously valuable - even for encouragement at times.  

I also think it’s important for students to get any and as much orchestral 

experience as possible. And if it can be at a music festival even better! I encourage all of 

my students to at least audition for summer festivals, and if they get in, then terrific. If 

they don’t, it’s a great first experience in learning about the audition process. 

Jose González Granero 

It is very curious; I have never been to a summer music festival because they 

never selected me. At that moment it was very frustrating but then I realized that not 

attending a summer festival does not mean that you are not going to be accepted in a 

professional orchestra. 
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Richie Hawley 

I think they are great opportunities to have experience. There are really good 

festivals, such as Music Academy of the West, Tanglewood, Eastern Music Festival. 

Ricardo Morales 

It is very important because it gives you experience. Like I said, a few people 

know the repertory, it is incredible.  

I like Eastern music festival; I went there when I was young for 5 years 

consecutively. National repertory orchestra, National orchestra institute, Aspen, 

Tanglewood, Music academy of the west. Anywhere where you have the opportunity to 

play with other musicians. 

Joaquín Valdepeñas 

I think it is crucial. When I first went to the Aspen Music Festival, I went because 

my teacher told me I should go. I had no idea where I was in the clarinet world, there 

were really good students from all different schools. And we did first audition behind the 

screen and I came out number one, but I had no idea. I think in that respect, it is very 

important that you get a perspective of where you are, that can give you confidence. 

It is also important because you network there. For example, the same people that 

were there are still some of my colleagues. It has so many advantages. You also learn 

how to interact and how to behave (you should not cross your legs, try not to yawn, etc). 

It is a really good orchestral training. 

I usually recommend my students to apply for several festivals because it is hard 

to get in now. I think that if the student can go and audition in person, that is always 

better, but there are also factors like cost and travel.  
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In New World Symphony, I work with them every year, they prefer it when you 

had an audition at a music festival with them, because they go to other festivals, and then 

when there is an opening and they audition you for real, you kind of get a pass. They 

come to Aspen and it is always good to do the audition even if you think you are not 

ready. They know that you already played for them once. 

Brad Whitfield 

If you want a career as an orchestral musician, it is very important mainly because 

we do not receive enough performance experience in school. 3 concerts a semester is 

very different from 3 concerts in a weekend. 

I went to Verbier Festival Orchestra, Tanglewood Music Center, Spoleto Festival 

USA, Music Academy of the West, Pacific Music Festival, and the National Repertory 

Orchestra. They were all tremendous experiences that helped give me adequate playing 

experience supplementing my formal education. I had a moment in 2008 performing a 

program with the national Repertory Orchestra of Tchaikovsky Violin Concerto and 

Respighi’s Roman Festivals where I knew that I wanted to do that for the rest of my life. 

As orchestral musicians we are truly lucky to do what we do for a living. 

Stephen Williamson 

As long as you are interacting with great musicians, that is all that matters. 

Whether that be a chamber music festival or an orchestral festival, both are important as 

long as you are engaged with talented artists. 
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10.What would you recommend young (pre-college) students start doing to be 

more qualified when auditioning for an orchestra after college? 

Jonathan Cohen 

Just start doing mock auditions. Read the literature about prep, develop routines. 

There are many books out there about this, but honestly, I only ever skimmed most of 

them. The only ones I actually read were Don Greene's audition success and Peak Try out 

lots of different approaches. And realize that no one will work perfectly for you, but bits 

of each one will work well until you find the system that works for you.  

Paul Demers 

A young person can learn a lot from listening to music and going to live concerts: 

orchestra or chamber music or even opera! Hearing a school orchestra is an affordable 

way to hear different kinds of concerts. We have access to countless professional 

recordings online with Amazon Music, iTunes, etc. YouTube videos can give an 

introduction to a particular piece, but there is so much content out there with poor quality, 

that I find it not to always be reliable in terms of tempi or interpretation of a piece.  

Also, try to seek out performance opportunities. Put on a recital at your school or 

church or perform at family gatherings. Take as many auditions as possible, like district 

and state festival competitions. Audition for summer festival. Take private lessons. 

Attend orchestra concerts and listen to live music! 

Jose González Granero 

Record yourself! Be very demanding and critic with yourself, without being 

pessimistic. 
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Richie Hawley 

I think they need to eat, drink, and sleep classical music. They need to go to bed 

and if they are not dreaming about it, then they should not be going into music. If 

someone has to ask himself, should I be in music? that means the answer is no. They 

have to be really excited and always looking forward to going to concerts, hearing 

recordings and being able to play with people. 

I also would say to play with people, make music with other people as much as 

you can, no matter the level. 

Ricardo Morales 

Work on fundamentals: legato, articulation, arpeggios, scales, etc. Listen to and 

understand the music 

Joaquín Valdepeñas 

To know where they are (level-wise) in comparison to other clarinetists. 

Sometimes they do not know what being in a high-level is. Especially if you are not in 

NY, or LA, or in a big center where there are a lot of clarinet players, it is difficult to 

know. For example, I did not know, but apparently, I was pretty good. You have to kind 

of know where you are.  

Brad Whitfield 

Focus on fine tuning the fundamentals of your playing. Don’t get ahead of 

yourself. There is no reason to work on excerpts before college. There will plenty of time 

for that later. If you have a solid foundation, then you can find your voice and 

subsequently you will have something to say. 
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Stephen Williamson 

I would encourage younger musicians to stop being copycats. Instead of trying to 

imitate, they should try to outplay the older generation and take music to the next level. 

This means they need to develop patience and a desire to find their inner voice. The voice 

that is uniquely theirs. 

 

11.Has being part of audition committees changed your perspective on how to 

take an audition? If so, how? 

Jonathan Cohen 

I haven't really sat on committees yet. 

Paul Demers 

Absolutely! I can see and hear how my colleagues think and what they look for. 

It’s reinforced the notion that your execution of the material has to be the very best that 

you can present. Otherwise, your chances of standing out from the others is slim. 

Precision and musicality are key, as well as having a good sense of a particular style of 

clarinet playing for whom you might be playing. And also, be certain that you know the 

orchestral accompaniment and context of all excerpts that are being asked. Be over 

prepared. You want to play and show the committee that you are familiar with the various 

styles and be able to demonstrate all of your skills in a very short period of time. 

Jose González Granero 

Yes. I think auditions in America are trying to reach a point of perfection that in 

my opinion is ridiculous. I always say, if I wanted to hear something with perfect rhythm 

and perfect intonation, for that, I have my computer, that I am sure is going to do it better. 
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Auditions are focusing too much on the objective side of the music and are paying less 

attention to musicality. It is getting harder and harder to find big personalities musical 

speaking. Nowadays, musicians seem all made from the same factory, they all sound the 

same. I do not hear intention or phrasing that much, and when I do, there are 10 more 

people in the committee. It is getting to a point that concerns me.  

Richie Hawley 

Completely. I realized how many people actually do not sound good, and they 

think they do, they just lie to themselves. They leave the audition thinking that they 

played well and with expression, and when I ask for the number they had and look at my 

notes, I see that there where intonation problems, tempo problems, miscounting 

problems, etc. They are lying to themselves; they are not listening; they are not doing 

something right when you are practicing if you think that was acceptable. 

So what I learned was that person after person, they do not want to leave the 

audition and say, “wow, I need to play better”. Everybody leaves the audition saying, 

“Oh it was fixed for this person”, or “I did not have enough warm-up”, or “my reed was 

bad”. Well, you have to able to play on any reed or any situation. If people were honest 

with themselves, knowing what level they need to be at, there would not be 165 people in 

the audition. 

I teach my students, the most important thing is to throw reeds away and to 

practice on good reeds, always, never practice on a “practice reed” because you do not 

really learn control. Our clarinet is the cheapest woodwind instrument and we can buy 

good reeds. So that means people should buy reeds and through the medium and bad ones 



  Texas Tech University, Elisa Montoya Sánchez, May 2020 

 

121 
 

away and practice on good reeds so they can learn consistency of tone, intonation, and 

attack.  

Ricardo Morales 

The quality of the sound is very important. Sometimes people fall in love with the 

sound. If you have a beautiful sound, they can forgive little mistakes. Secondly, when 

people hear dynamics, that immediately helps. Third, the kind of sound (bright or dark) is 

very subjective; one can think a good sound has to be bright and the other can think that 

kind of sound has too much color.  

Joaquín Valdepeñas 

For sure. In my teaching, I know the difficulties and I know what ties it together. 

In my orchestra I know what they like. On occasions, really good players had auditioned 

being very strong and determined but for the committee they came off too aggressive. 

You have got to be careful with that too. It is really hard to know, so just do what you do 

best and not try to second guess the committee. It is very interesting that after being 

working for so many years with my colleagues, when we are for example in a 9 member 

committee, usually an odd number so there is no tie, it is incredible to me how people’s 

opinions are very different. I can say “that sounded really good”, and the person next to 

me says, “I think that was terrible”. So you have to realize these things too. The 

fundamentals are very important. Sound is very subjective. It has to be a likeable sound.  

I have been on many committees. I still remember David McGill7’s committee, 

when auditioning for us when he was 21. He had the perfect audition. He always says that 

when he was a teenager, his bassoon teacher had him play a little line of notes very 

 
7 David McGill was the principal bassoonist in the Chicago Symphony for many years, and now 

he is retired and teaching in Northwestern. 
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slowly, and little by little as he got older, it became the Beethoven’s 4th symphony. 

Nobody told him it was hard; it just started that way. 

Brad Whitfield 

Very limited experience with this. First impressions are everything! 

Stephen Williamson 

I have learned after being on several audition committees that it is very important 

to perform with purpose.  

We on the committee are eager to be entertained and are more likely to be less 

critical when we feel that a candidate has something important to say while performing. 

 

12.Knowing what you know today, is there any advice you would have liked to 

have given to yourself 10 or 20 years ago?  

Jonathan Cohen 

Be patient. 

Paul Demers 

20 years ago, I might have given myself encouragement and grit to just keep 

going when I felt unmotivated. Every day and every step in your process of improving 

your playing eventually will come together. Being able to internalize and execute the 

advice from teachers and colleagues helps this process. But remember that there will be a 

day when you literally move from being a student, to becoming a professional. You will 

eventually stop having a weekly lesson, and you will be expected to improve on your 

own. This stage helps you prepare for how you might handle the rigors of a professional 

orchestra or chamber ensemble and it teaches you to have your own ideas that you 
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believe in. Trust your own instincts. You’ll have limited time to work through, prepare 

and perform repertoire. So develop your regimen and discipline early.  

The other piece of advice that I would have given myself when I was younger is 

that preparing for an audition is more than just playing your instrument. It requires a great 

deal of mental training in the preparing process not a matter of playing the instrument and 

not just showing up and hoping for all the stars to align. 

Jose González Granero 

Do not worry so much for things that are out of your control. Practice a lot, but 

stay healthy, do not go crazy. 

Richie Hawley 

Yes, I would say “take always bigger chances when playing anything.” And also, 

without good intonation, you have nothing.  

Ricardo Morales 

I would have not done any audition (joking). The less you know the better, 

ignorance is bliss (joking). 

You can only control your preparation, do not worry about external factors.  

Joaquín Valdepeñas 

I would do the opposite. In my situation, I did not know about other players, I just 

try to play well. But I think that now you are so aware of some of these things that can 

just make you crazy nervous. I think social media can make this whole thing very 

dangerous. Just concentrate on your own thing. 
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Brad Whitfield 

Slow down, focus on the fundamentals of the instrument. Master the basics. Stay 

curious. 

Stephen Williamson 

Nothing. Everything happens for a reason. Try to be open to new ideas and enjoy 

the process. 

 

13.What advice would you give to a young student that I have not asked? 

Jonathan Cohen 

Treat practicing and auditioning like scientific experiments. Be constantly 

changing things, but only one thing at a time. Take notes, be scholarly, read, play for 

other people. Only copy other musicians to a point - always think about what you're 

doing. Some people can win auditions and find success just by doing things exactly as 

their teachers told them. But for most, success comes when you figure out what works 

best for you. That will sound like extremely convincing musicianship.              

Paul Demers 

Be sure to keep the joy in your playing - always. Audition preparation is hard and 

tedious. Mix it up with sight reading with friends, playing gigs and or taking strategic 

breaks, so that you are fresh and focused when coming back to the work. And have 

balance in your life. Life outside of playing your instrument. Have a social life, hobbies, 

exercise ... they all are important. 

The other piece of advice is to take care of your body and do not take it for 

granted. If any sort of injury happens from repetitive use, etc, realize that there is 
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someone out there that can help you. I had a nerve injury a little over 10 years ago, which 

effected the fine motor skills of two of my fingers. I was already a member of The 

Philadelphia Orchestra at that time of the injury. In the beginning I missed about 7 

months of work and I have been to countless doctors and specialists inside and outside of 

the medical field over the years. Although I consider my injury as healed, I still deal with 

the residual effects of this injury today. My advice would be that if you find yourself 

injured and you seem to be at a crossroads, you must take your situation into your own 

hands. Don’t simply rely on the medical field for advice. Know that there is someone out 

there that may be able to help and provide some relief. Be open to different mediums like 

Rolfing, Feldenkrais, Tandem Point Therapy, Alexander Technique, Massage Therapy, 

etc. Also realize that nutrition can have a large impact on how the body heals and 

performs! 

Jose González Granero 

As Yehuda says: while you are sleeping, there is someone practicing. 

Richie Hawley 

Learn a string instrument, just for fun, because you will understand intonation in a 

much better way than a clarinet player learns it. 

Ricardo Morales 

Do not learn the excerpt, learn the music. 

Joaquín Valdepeñas 

Probably the only thing that we have not discussed is to develop good antenna. To 

read people, read the situation, know where you are going to fit in, know when you need 

to leave, if you are being disrespectful, know how to talk to people and be friendly. That 
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is very important. Your antennas could be for everything, musical antennas, knowing if 

you are too loud, too soft, being aware of your pitch, know when and how to come in. Do 

not wait for somebody to tell you, you have to be a quick learner. 

Brad Whitfield 

Have fun! The world of music is an adventure and meant to be joyful! 

Stephen Williamson 

“Live your dream.” 

 

14. Could you cite a few indispensable resources (books, magazines, websites, 

specific articles, podcasts, blogs, etc) that are very important to you? 

Jonathan Cohen 

“Audition success” by don Greene. 

Bulletproof musician blog by Noa Kageyama. 

"Peak" by Anders Ericsson. 

Paul Demers 

Peak Performance: Mental Training Techniques of the World’s Greatest Athletes 

by Charles Garfield. It is currently out of print, but one can find used copies on Amazon. 

The Magic Power of Self Image Psychology by Maxwell Maltz. 

Outliers by Malcolm Gladwell. 

New Directions For Clarinet by Philip Rehfeld. 

IMSLP for scores and complete orchestral parts. 

Musicianswell.com  

Robknopper.com 
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Jose González Granero 

I never had the need of looking for external help because with Yehuda I learned 

about everything. He was “the book”, he talked about nerves, fear, psychology, etc. His 

teaching philosophy is very broad, and he is very smart, he knows how to bring the best 

out of you. 

Richie Hawley 

I have all my students watch the movie “Jiro dreams of sushi”. 

Ricardo Morales 

“The compleat conductor” by Gunther Schuller. It is a very interesting book that 

talks about music and its philosophy. It gives a very broad perspective about music.  

Joaquín Valdepeñas 

There is book called “The Talent Code” by Daniel Coyle. It talks about why some 

people learn so quickly. Some people have an innate ability to just cut corners and just 

fast track. It gives you methods to shorten the process of learning, so what takes 6 months 

maybe you can do it in one. The latest research has shown that it takes 8 repetitions 

(positive, even if they are slow) for your brain to absorb. 

Brad Whitfield 

Noa Kageyama and Don Greene both have excellent books and resources. 

Stephen Williamson 

Not really. Just continue to listen to great recordings and be inspired by great 

music making. 
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CONCLUSIONS 

When preparing for an audition, the top five most important suggestions that the 

majority of orchestral players interviewed agreed on were: to work on fundamentals, 

record yourself, do mock auditions, listen to a lot of music, and be organized. Some 

additional thoughts and advice that were useful were to be aware that the more one’s 

technique improves, the easier it will be to play the excerpts. It does not matter how many 

times a specific excerpt is repeated if one’s fundamentals are lacking the required skills. 

Clarinet methods like Baermann and Klose, or clarinet etudes such as Uhl, Jettel, Rose, 

Bach or Paganini are excellent material to work on fundamentals. Knowing of the 

different schools of playing gives one an idea of how things were interpreted in different 

countries at that time. This is valuable knowledge that can be applied to excerpts as well. 

Another way of working on fundamentals is by extracting different passages, arpeggios, 

or scales from the excerpts and tweak them. Working with a metronome and with a tuner 

is very helpful in order to know your tendencies, but never stop being musical.  

As to recording suggestions, some people prefer to listen back right away and 

others prefer to listen to it later, with fresh ears. It is very important to be honest and 

demanding with oneself. Some questions one can ask, “are you transmitting what you are 

feeling? Are you driving the phrasing like you thought you were doing? Is the rhythm 

accurate? Are the attacks of the notes happening how and when you wanted them to 

happen?”. Many students think recording takes too much time and that it may not be 

worth it, but it actually teaches one more than spending many hours practicing.  

Play for as many people as possible, including non-clarinetists, and record those 

mock auditions. Putting oneself in that situation will show more clearly one’s tendencies 

and weaknesses. Playing for people gives the opportunity to experience nerves. Like José 
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González said, “auditioning is like a callus”, the more those feelings are provoked, the 

better, because there is no other way to work on them than by doing it while one is 

experiencing them.  

Listen to a lot of classical music. The more one knows about a composer, a 

period, and a style, the better prepared will be to understand the excerpts. It is also 

helpful to learn the context and the accompaniments. Always listen to different 

recordings of the same piece in order to learn small and different nuances in tempo and 

expression, expanding one’s concept of interpretation towards the specific piece. Richie 

Hawley recommends to his students to listen to orchestras that tune at 440 exclusively. 

While preparing for the audition, it is very important to be organized. Creating a 

chart filled with the excerpts from the most unfamiliar/hard to the more familiar/easy one 

and writing down expected tempi achievements and other factors can be helpful for that. 

One might also consider having a journal and writing comments down about rhythm, 

pitch, attacks, overall feeling, etc. can be beneficial. Setting goals and taking notes of the 

process will help staying on track. Organize the excerpts in different lists making sure to 

go through all the excerpts every two-to-three days. Vary the list from time to time and 

run through all the excerpts when getting closer to the audition. Some people prefer to 

start working only on those excerpts that are more challenging or unfamiliar and then add 

the familiar ones closer to the audition day.  

There are different methods of practicing the excerpts. One should be very 

openminded, curious and creative and try different approaches until finding what works 

best for oneself. Some of the techniques mentioned in the interviews are the “10 times in 

a row” for fast excerpts; the “10 clicks faster” for slow excerpts; 3 minutes focusing on a 
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small section (half of a bar), and repeating it over and over with no mistakes. Such 

techniques will improve the capacity on concentration (alternate excerpts with different 

demands); tweak excerpts, change the tempo and apply rhythmic variance; pick up the 

instrument and with no warm-up try to nail it; simulate external factors that can affect 

oneself the day of the audition. 

The time spent per excerpt varies among the participants from 15 minutes per 

excerpt to 3 hours for 3 to 4 excerpts. The same thing happens with the time they take 

preparing in advance before the audition day. Among the responses obtained, the time 

can fluctuate from 2 weeks to 18 months, but most of them start 6 to 8 weeks in advance. 

Mental preparation is very important. Take time with and without the instrument 

to strengthen this aspect. There are many ways to approach mental preparation. 

Meditating to keep the heart rate low when taking auditions. Visualizing the day of the 

audition trying to emulate everything one is going to think and feel. Knowing one’s 

physical body reactions under pressure and provoking them while practicing, that way it 

will not be unfamiliar when it happens the day of the audition, and one would have 

gained confidence knowing that can perform under pressure. Practicing the excerpts 

without the instrument, going over them mentally performing them successfully. 

Knowing that one is going to be nervous, and that is ok. Trying to turn “fears” into 

excitement. Give positive comments to oneself while practicing and trust one’s 

preparation, this will build up one’s confidence. Using cue words at the beginning of each 

excerpt helps setting the kind of feeling or emotion that the excerpt expresses for oneself. 

The most important skills that an orchestral clarinetist should have are good 

rhythm, intonation, flexibility, being able to communicate, and listening across the 
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orchestra. It is very important to play with people as much as possible, practicing and 

improving one’s ensemble skills. When taking auditions, be aware that the jury is tired of 

listening to the same excerpts over and over with no emotion added to them; dynamics 

and colors always help. Do your best and do not second guess the jury. There are many 

external factors that cannot be controlled, the only thing one can control is one’s 

preparation. 

When not advancing at auditions, do not demotivate oneself, as this is part of the 

process. It takes patience and determination to develop the skills and mindset required for 

auditions. Just keep working hard and keep trying. One will never know when one’s time 

comes if one stop trying. The amount of auditions taken by the interviewed until winning 

a big orchestral position varies from 1 to 26.  

Most of the clarinetists interviewed for this project believe that attending summer 

festivals and orchestra academies are very important in the formation of the student. They 

provide the opportunity to gain orchestral experience, to expand one’s knowledge on 

orchestral repertory, and to network with people that share the same passion for music. 

Some of the summer music festivals are Music Academy of the West, Tanglewood Music 

Center, Eastern Music Festival, National Repertory Orchestra, National Orchestra 

Institute, Aspen, Verbier Festival Orchestra, Spoleto Festival USA, and Pacific Music 

Festival. 
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CHAPTER III 

SOLOIST 

BIOGRAPHIES 

Nicolas Baldeyrou 

Nicolas Baldeyrou, originally from France, is one of the most prominent 

clarinetists of his generation. He is regularly invited to give recitals and perform as 

soloist with prestigious orchestras around the world. He was clarinet soloist with the 

European Union Youth Orchestra where he worked with Bernard Haitink, Carlo Maria 

Giulini and Sir Colin Davis; the Mahler Chamber Orchestra led by Claudio Abbado, and 

the Orchestre National de France conducted by Kurt Masur. He has since led a triple 

career as soloist, teacher and orchestra musician at the Radio France Philharmonic 

Orchestra headed by Myung-Whun Chung, where he was appointed first clarinet in 2011. 

Since 2006 he has taught at the Lyon Conservatoire National Supérieur Musique et 

Danse. 

Mr. Baldeyrou began learning clarinet when he was eight years old. He started his 

studies with Pierre Billaud at the Conservatoire Municipal du Kremlin-Bicêtre. After, he 

went to the Conservatoire de Saint-Maur-des-Fossés where he studied with Véronique 

Fèvre. At the age of 14, he went to the Paris Conservatoire National Supérieur de 

Musique et de Danse where he studied with Michel Arrignon and Jérôme Julien-

Laferrière.  

Before beginning his final postgraduate studies, he was awarded the Léon Leblanc 

special prize for bass clarinet (under Jean-Noël Crocq) after unanimous vote. After 

graduating, he won three high-level awards: the prestigious ARD International Music 

Competition (Munich) in 1998, the Dos Hermanas International Clarinet Competition 
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(Spain) in 1999 and the ICA Young Artist Competition (USA) in 2001.  He was also 

winner of the international prizes Carl Nielsen (Odense) and the Jeunesses Musicales 

(Bucarest), the Révélations de l’Adami, the Natixis Foundation, the Bunkamura Orchard 

Hall Award, and the extremely prestigious “Rising Star” programme, in 2004. 

His passion for exploring new repertoires and his commitment to authenticity in 

his performances led him naturally towards an interest in period instruments. He is 

regularly invited to perform by Marc Minkowski (Les Musiciens du Louvre), by 

Emmanuelle Haïm (Le Concert d’Astrée ensemble) and Emmanuel Krivine (La Chambre 

Philharmonique). Mr. Baldeyrou is also actively involved in contemporary music; 

composers such as Éric Tanguy and did Jacques Lenot have dedicated pieces to him. He 

has also worked with several contemporary music ensembles such as 2E2M, Court-

Circuit, TM+, Alternance, Ars Nova, and Sillage. 

Mr. Baldeyrou is an endorser for Buffet Crampon, and thus contributes to the 

development of the clarinet and to the influence of the école française8 throughout the 

world. 

José Luis Estellés 

José Luis Estellés, born in Spain in 1964, has developed a successful and busy 

career as a clarinetist, teacher and orchestral conductor. Currently he is the principal 

clarinet at the Orchestra of Granada City since 1991 and clarinet professor at the Superior 

Conservatory of Music of the Basque Country, Musikene, since 2001. He has also been 

teaching at the Sibelius Academy (Finland), Codarts Rotterdam Conservatorium 

(Holland), and to the Music Classroom of the University (Alcalá de Henares, Spain) 

 
8 French school 
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among other institutions. He frequently teaches workshops and master classes in 

countries such as England, France, Switzerland, Holland, Portugal, Slovakia, Germany, 

Finland, and Mexico. In 2007 he was the Artistic Director of Cameralia, an International 

Festival and Academy of Chamber Music that takes place in Galicia. He has been a 

member of the jury in the ARD Musikwettwerb, Munich and Internationaler Aeolus 

Bläserwettbewerb, Dusseldorf. 

José Luis Estellés has performed as a guest soloist with more than 30 orchestras 

and ensembles, and as a Symphonic Orchestra of Asturias, Ensemble BCN 216, 

Symphonic Orchestra of Bilbao, Burgos Symphonic Orchestra, Extremadura Orchestra, 

Galega Chamber Orchestra, Orchestra of Granada City, Guildhall Wind Ensemble, La 

Laguna Chamber Orchestra, Orquesta y Coro de la Comunidad de Madrid, Joven 

Orquesta Nacional de España, Mozarteum Salzburg Musiziergemeinschaft Orchester, 

Symphonic Orchestra of Musikene, Turiae Camerata, Orchestra of Valencia, and 

Sinfonía Varsovia among others. 

Chamber music is a central element in his career as a musician. He has performed 

in important venues and festivals throughout the United States, Mexico, Japan, and 

Europe. He has collaborated with Arditti Quartet, Quatuor Diotima, Cuarteto Casals, 

Orpheus Quartett, Jousia Quartet, Quatuor Enesco, Arriaga Quartett, Kelemen Quartet, 

Quatuor Modigliani, Artis Quartett Wien, Delian Quartett, Cuarteto Leonor, Ensemble of 

Yokohama, Trío Arbós, David Trío, Trío Kandinsky, La Ritirata, and Miró. He was also 

the founder of the two important ensembles, Grupo Manon (1989-1997) and 

TAiMAgranada (2000-2008). 
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As a clarinetist, he has recorded with numerous the labels, such as Turtle Records, 

(Brahms), Emergo Classics (Keuris), Audiovisuals de Sarriá (Guinjoan, Soler, 

Casablancas), Anacrusi (Messiaen), Verso (García Abril, Erkoreka), Kairos (Torres), 

Naxos (Palomo), Komponisten Polyphonie (Camarero) e Ibs Classical Gold (Mozart, 

Weber). In addition to the classical-romantic repertoire of the clarinet, José Luis Estellés 

has put emphasis on the interpretation of the classics of the s. XX and has premiered 

works by dozens of composers, such as Alfredo Aracil, César Camarero, Benet 

Casablancas, Juan José Eslava, José García Román, Francisco Lara, José Manuel López 

López, Luis de Pablo, David del Puerto, José Mª Sanchez Verdú, Javier Santacreu, 

Enrique Sanz-Burguete, Mauricio Sotelo, Eduardo Soutullo, José Luis Turina, Isabel 

Urrutia, Jesús Torres, Jesús Rueda, Eneko Vadillo and Mercedes Zavala among others. 

Carlos Ferreira 

Carlos Ferreira was born in Oporto (Portugal) in 1993. He is the principal clarinet 

at both the National Orchestra of Lille (France) and the Philharmonia Orchestra 

(London). Next academic year he will start teaching clarinet at the Royal Academy of 

Music in London. Mr. Ferreira was an intern at the Concertgebouw Orchestra Academy 

in Amsterdam and Eb/2nd clarinet at the Monte-Carlo Philharmonic Orchestra. Mr. 

Ferreira has played in several orchestras, such as Foundation of Orchestral Studies 

Orchestra, Aproarte Symphonic Orchestra, Esmae Symphonic Orchestra, Orchestra XXI, 

Orchestra Freixenet Madrid among others. Played as a Soloist with Esmae Symphonic 

Orchestra and has played in some festivals in Portugal and Spain. In 2016, Carlos was 

invited by Paul Meyer, Emmanuel Pahud and Eric le Sage to play in the Festival Musique 

à l’Empéri. 
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Carlos Ferreira has won numerous prizes in national and international soloist and 

chamber music competitions including International Geneve Clarinet Competition (3rd 

prize), ARD Competition in Munich (3rd prize), Clarinet Association Competition (ICA), 

Saverio Mercadante International Clarinet Competition (Italy), Lisbon International 

Clarinet Competition, and Young Portuguese Musicians Prize among others. 

Mr. Ferreira started his musical studies at six in a Wind Band Academy. At nine, 

he began his studies at the Conservatory of his hometown with José Ricardo Freitag, 

before entering the prestigious ESMAE school in Porto with Nuno Pinto. He then 

pursued his studies in Madrid at the Escuela Superior de Música Reina Sofía with Michel 

Arrignon and Enrique Perez Piquer.  

Alexander Fiterstein 

Clarinetist Alexander Fiterstein, originally from Belorussia, is considered one of 

today’s most exceptional artists. Fiterstein has performed in recital, with distinguished 

orchestras, and with chamber music ensembles throughout the world. He won first prize 

at the Carl Nielsen International Clarinet Competition in 2001 which led to many new 

possibilities to him and concert invitations and received the prestigious Avery Fisher 

Career Grant Award. He is also a first prize winner of the Young Concert Artists 

International Auditions and the “Aviv” competitions in Israel. He has received numerous 

awards from the America-Israel Cultural Foundation and the Bunkamura Orchard Hall 

Award (Tokyo). 

As soloist he has appeared with the Czech, Israel, Vienna, and St. Paul Chamber 

Orchestras, Belgrade Philharmonic, Danish National Radio Symphony, Tokyo 

Philharmonic, China National Symphony Orchestra, KBS Orchestra of South Korea, 
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Jerusalem Symphony, Orchestra of St. Luke’s at Lincoln Center, Kansas City Symphony, 

and the Simon Bolivar Symphony Orchestra of Venezuela. He also performed as 

principal clarinet of the West-East Divan Orchestra at the invitation of Daniel Barenboim 

and has appeared as guest principal clarinet with the Israel Philharmonic with Zubin 

Mehta, KBS Orchestra with Yoel Levi, and with the St. Paul and Orpheus Chamber 

Orchestras. 

Fiterstein is a dedicated performer of chamber music collaborates frequently with 

distinguished artists and ensembles and regularly performs with the prestigious Chamber 

Music Society of Lincoln Center. He spent five summers at the Marlboro Music Festival 

and appeared at the Caramoor, Moab, Music@Menlo, Montreal, Toronto, Jerusalem, and 

Storioni Chamber Music Festivals. Fiterstein is a founder of the Zimro Project, a unique 

ensemble dedicated to incorporating Jewish art music into chamber music programs.  

Fiterstein has a prolific recording career and has worked with composers John 

Corigliano and Osvaldo Golijov and had pieces written for him by Samuel Adler, Mason 

Bates, Paul Schoenfield, David Maslanka, and Chris Brubeck, among others. He 

performed the U.S. premieres of Henrik Strindberg’s Clarinet Concerto “Minne,” 

Harrison Birtwistle’s Pulse Shadows, and Paul Schoenfield’s clarinet trio, which he 

recorded for Naxos. Mr. Fiterstein’s recordings include albums of clarinet music by Ronn 

Yedidia (Naxos) and Sean Hickey (Delos), and Weber’s Clarinet Concertos with San 

Francisco Ballet Orchestra, conducted by Martin West (Bridge Records). 

Fiterstein studied at the Interlochen Arts Academy and at Juilliard. He won first 

prize at the Young Concert Artists International Auditions and received awards from the 

America-Israel Cultural Foundation. He is currently Professor of Clarinet and Chair of 
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Winds at the Peabody Institute of the Johns Hopkins University. Fiterstein is a Buffet 

Crampon and Vandoren Performing Artist.  

Olli Leppäniemi 

Olli Leppäniemi, originally from Finland, is one of the leading clarinetists of our 

time. Mr. Leppäniemi is the clarinet professor in both Malmö (Sweden) and Sibelius-

Academy (Finland), as well as the principal clarinetist in the Danish National Symphony 

Orchestra. Previously he has held principal clarinet positions both in Bergen 

Philharmonic Orchestra in Norway and in Lahti Symphony Orchestra in Finland. He has 

also been a member of the Oulu Symphony Orchestra where he held the principal e-flat 

clarinet position. Leppäniemi has appeared as a guest principal clarinet in the Chicago 

Symphony Orchestra, Finnish Radio Symphony Orchestra, Oslo Philharmonic, 

Philharmonia Orchestra in London, Norwegian National Opera and Finnish National 

Opera among others.  

His international soloist career was launched after winning the 1st Prize in the 

2009 Carl Nielsen Clarinet Competition in Denmark. He also received two special 

awards in that competition: the best interpretation of Danish music, and the Odense 

Symphony Orchestra prize. In addition to the Nielsen competition Leppäniemi has been a 

prize winner in the International Prague Spring Clarinet Competition, in the International 

Verdi Note Competition (Italy), as well as the Lahti National Wind Instrument 

Competition (Finland). Leppäniemi is also recipient to several award prizes, such as the 

2010 Danish Music Critics Artist of The Year Award, the 2011 Musician of the Year-

prize in Denmark, and the most recently awarded Finnish States Artist Grant for the year 

2014.  
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 As soloist, he has appeared with the BBC Scottish Symphony Orchestra, Tapiola 

Sinfonietta, Helsinki Philharmonic Orchestra, Bergen Philharmonic Orchestra, the 

Orchestra of Norrlandsperan, Copenhagen Tivoli Symphony Orchestra, and Danish 

National Symphony Orchestra. Among his solo performances, Mr. Leppäniemi stands out 

for having done the Danish Premiere of John Corigliano’s Clarinet Concerto.  

Leppäniemi is devoted to playing chamber music and has appeared in several of 

the most important chamber music festivals, including the Risør Kammermusik, Lyckeby 

Festival, Chamber Music in Lake Tuusula, Oulu Music Festival, Murten Classics and 

Copenhagen Chamber Music Festival as well as the Crusell - Festival. He frequently 

plays chamber music with musicians such as Francoix Leleux, Jaques Zoon, Janne 

Saksala, Ilya Gringolts, Tatyana Masurenko, Severin von Eckardstein, Laurent Lefèvre, 

Trio Con Brio Copenhagen, Faure Quartet and the Danish String Quartet. As a keen 

interpreter of contemporary music Leppäniemi has premiered concertos and other works 

by Olli Kortekangas, Sampo Haapamäki. Kimmo Hakola, and Aki Yli-Salomäki.  

Mr. Leppäniemi studied clarinet with Yehuda Gilad in the University of Southern 

California, with Hans-Christian Bræin in Oslo, and with Reijo Koskinen in the Sibelius-

Academy. He also acknowledges the importance of his first teacher, Jorma Lautanen in 

the Lappeenranta Music Institute, Finland. 

Olli Leppäniemi is a Buffet Crampon Artist, and a Rico Reeds Artist. 

Olivier Patey 

Olivier Patey, originally from France, is the principal clarinet of the Royal 

Concertgebouw Orchestra (Amsterdam) since 2013. The year before winning this 
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position, Mr. Patey was serving as the principal clarinetist of the Rotterdam Philharmonic 

Orchestra for one year. Between 2005 and 2013, Olivier Patey played in the Mahler 

Chamber Orchestra in Berlin, where he was appointed principal in 2009. He has also 

been a member of the Lucerne Festival Orchestra under the baton of Claudio Abbado. He 

has also regularly performed in the orchestra of the Opéra de Paris and with the Orchestre 

Philharmonique de Radio France and has been member of the orchestra of the Republican 

Guard in Paris. 

Olivier Patey is a prizewinner of the ARD International Music Competition in 

2003 and the Carl Nielsen International Music Competition in 2005. Since then, he has 

had a successful international career as a soloist, playing with orchestras like the 

Bavarian Radio Symphony Orchestra, the Munich Kammerorchester, the Prague 

Philharmonic Orchestra, the Amsterdam Sinfonietta and the KwaZulu Natal 

Philharmonic among others. 

Patey is also active as a chamber musician and is involved in the Arties Festival in 

Mumbai as a co-founder of the Arties Records label. He is invited to play in the 

prestigious Marlboro Music Festival in the USA. He has performed in some of the most 

renowned concert halls in the word such as Wigmore Hall in London, Carnegie Hall in 

New York, Berlin Philharmonie, and Concertgebouw in Amsterdam among others. 

Mr. Patey studied at the conservatories in Lille and Rueil-Malmaison, continuing 

his studies with Michel Arrignon, Florent Héau and Arnaud Leroy at the Paris 

Conservatory where he graduated with the highest honors in 2005. After this, he extended 

his studies in the same institution, where he enrolled in a two-year program to perfect his 

musical formation. 
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Sang Yoon Kim 

Sang Yoon Kim, currently the principal clarinet at the Saint Paul Chamber 

Orchestra, was born in South Korea in 1987. At the age of 27, he had already won 

numerous international competitions including 1st prize at the 67th Prague Spring 

International clarinet competition (including the Czech Music Foundation Award for the 

best performance of commissioned piece by Ales Pavlorek) in 2015, laureate of the 

Ghent International Clarinet Competition, 1st prize at the 2014 UNISA International flute 

& clarinet competition, and 1st prize at the 2012 Jacques Lancelot International clarinet 

competition. 

 Kim made his debut as a soloist playing Copland Clarinet Concerto with the 

Colburn Orchestra at the Walt Disney Concert Hall in Los Angeles in 2013. The 

orchestra was conducted by the Los Angeles Philharmonic Orchestra’s fellow conductor 

Dietrich Paredes. Mr. Kim had concerts tour in South Africa with Flutist Matvey Demin 

as winner tours of UNISA International competition, also featured as soloist with 

orchestras such as Bruxelle Philharmonic Orchestra, Prime Philharmonic Orchestra, and 

KwangJu Symphony Orchestra. In 2006, he performed Mozart Clarinet Concerto at the 

Prague Spring International Festival 2016 with BBC Symphony Orchestra under the 

baton of their Music Director, Sakari Oramo.  

As a passionate orchestra player, he has played with different orchestras such as 

Cleveland Orchestra, Brussels Philharmonic Orchestra, Orchestre Opera de Rouen Haute-

Normandie, Auburn Symphony Orchestra, Kwazulu natal symphony Orchestra, Pro 

Artibus Orchestra, and the Paris Conservatoire Orchestra. Kim is well respected in his 

native country as well, where he regularly performs in concert with the important South 
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Korean orchestras – the Prime Philharmonic, Seongnam Philharmonic, Mokpo 

Philharmonic and Gwangju Philharmonic. When the Deutsche Kammerorchester Berlin 

traveled on tour to South Korea, Kim appeared with them as a soloist at four concerts. 

Sang Yoon Kim is also a sought-after chamber musician, working with prominent 

international artists, among them Swedish clarinetist Martin Frost, the celebrated French 

string quartet Quatuor Ebene, and pianists Jean-Yves Thibaudet and Robert Levin. 

Mr. Kim was the first Korean clarinetist to be accepted to the Conservatoire 

National Superieur de Musique de Paris where he studied with Michel Arrignon and 

Pascal Moragues. Previously, he studied at the Conservatoire Nationale Region de Rueil-

Malmaison for three years with Florent Heau. During this time, he also studied chamber 

music with great performers such as Phillippe Bernold and Hae-sun Kang. Mr. Kim has 

pursued an Artist Diploma at the Colburn Conservatory of Music in Los Angeles under 

the guidance of Yehuda Gilad. 
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INTERVIEWS 

1.How and when did you begin your career as a soloist? Have you always stood 

out as a clarinet player since you were young, or did you develop later? Do you think 

age is a limitation to become a soloist? 

Nicolas Baldeyrou 

I really started it after winning the ARD competition in Munich in 1998. I decided 

I wanted to become a clarinet player when I was 10 years old. I guess there is no 

limitation to become a soloist but being young is much more interesting for concert 

programmers. 

José Luis Estellés 

I developed the like for chamber music and solo playing from an early age in a 

music band academy, due to the excellent and motivating work of the conductor and 

educator at the time. That seed flourished with my first concerto performances with 

professional orchestras in 1987 (aged 22) being Orquesta Sinfónica de Asturias’s guest 

soloist with C.M. von Weber 2nd concerto. This opportunity arose as a kind of reward 

after I “jumped in”, earlier that year, and very successfully played as a last-minute 

principal clarinet substitute. The concerto performance led to another soloist appointment 

for next season. 

I stood out as clarinet player immediately after I started playing the instrument, 

had a difficult period with the instrument as a teenager and did very well since then. 

Up to certain moment (when your physical condition starts its way down) there is 

no limit to your activity as a soloist. The more experience you have the better for you. 

One very different thing is to gain a place in the soloist scene (become a regular guest 

soloist with orchestras, recitals, etc. in an international scope). Unfortunately, agencies 



  Texas Tech University, Elisa Montoya Sánchez, May 2020 

 

144 
 

are searching for and selling more and more the “new” products, in which image and 

youth are an important aspect. 

Carlos Ferreira 

I started taking a lot of competitions (over 30) since I was 12 since at that time 

there were many of them in Portugal. I always participated because that made me 

perform out of school. I believe this is very important, not that much for the competition 

itself, but to set short term goals to yourself and play in front of people that you do not 

know. My parents are not musicians and they never told me what to do or not to do. I 

remember some competitions cost 30 euros and my professor at the time (Jose Ricardo 

Freitas) paid for it because my family has not much money. 

When I was 8 years old, I already spent a lot of time with the instrument. At that 

time, I played Eb in the band and the music was very demanding. I was very competitive 

with myself, I wanted to be able to play all the notes, so I practiced a lot. When I started 

in the conservatory, I noticed I had ease for playing some passages while my classmates 

were struggling. So, in my next lesson, I would tell my professor I wanted to do the same 

exercises he was doing with my classmate to solve his problems the week before. My 

professor told me I did not need it, but I insisted. I was always very curious and 

autonomous. 

I think there is a limitation. Based on my experience taking competitions I can say 

the younger you are, the better. 

Alexander Fiterstein 

The first time I played as a soloist with Orchestra was at the Interlochen Arts 

Camp as a winner of the concerto competition. I was 16 and I played the first movement 
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of the Mozart Clarinet Concerto. I played a few other concerts with orchestra and solo 

recitals between ages 16 and 21 but around age 21 I started performing solo concerts 

more regularly and I started receiving more frequent invitations. I don't think age is a 

limitation however I do think that going through a big portion of the main solo repertoire 

as a teenager is an advantage.  

Olli Leppäniemi 

First of all, I would like to say that being a soloist is only a part of my 

musicianship. I would say that at the moment I am 70 percent Orchestral musician, 15 

percent chamber musician, and 15 percent soloist. This varies of course, but I would not 

describe myself as a soloist, for it would be misleading. 

When I was young, I was always a good student at the local level. I reached the 

international level quite late though, in my mid to late 20s. 

Olivier Patey 

My first experience playing as a soloist with an orchestra was when I finished 

school in Lille at the age of 17. I won some prize and because of that I was able to play 

with their orchestra. After that I went to Paris Conservatoire and while I was there, I won 

several prizes at the ARD Competition: second prize (there were no 1st prize winner), 

public sympathy prize, Special Prize by the Munich chamber orchestra. This competition 

brought me a lot of opportunities. I got to play as a soloist with many orchestras. I used to 

receive several phone calls every day with offers. This lasted about four years. 

I do not know if I stood out, I know I was very passionate about the clarinet and a 

fast learner. I started playing piano when I was 6 but I did not like it. My parents (they 

were not musicians, but they liked music) let me learn a secondary instrument, and I 
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picked clarinet because I loved how it sounded. I had a great connection with the 

instrument since the very first moment. When I was 9 or 10 years old, I asked the 

professor of the Lille Conservatoire, Florian Cadoret, if I could study with him, and that 

is how it all started. I remember I did not “practice”, I played, I had a lot of joy with the 

instrument. 

I do not think age is a limitation to become a soloist. If you are very young and 

you are performing a lot already, you will be a certain type of soloist, extremely 

impressive but that still have no experience since you have not lived long enough yet. In 

the end is about art making, it is not about the performance. The more you grow and 

experience, you will be able to add more emotions to your playing, so you will turn into 

some other type of soloist. 

There is no age limit to become a soloist, the biggest difficulty would be to get in 

the business. The easiest way to start is by winning a prestigious competition, that will 

launch your career. But everything has an end, and if you do not know how to stay in that 

business, maybe your soloist career will be affected by that. That was my experience, I 

was very naïve, and did not know anything about the business. Many opportunities were 

arising after winning competitions, so I thought that was the way to go, without doing 

anything, everything came to me. I did not know how to stay there because I was not 

aware of the business behind it. Of course, I still play as a soloist from time to time, but it 

is because those who look for me already knew me or have references. 

Being soloist is about selling, and sadly our instrument does not sell as much as a 

violin, a piano, a cello, a singer, or a string quartet. The audience is very conservative and 

they like what they know (Mozart or Sibelius violin concerto; or Rachmaninov, Chopin, 
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or Prokofiev piano concerto. It is very difficult to program clarinet, and when they do, is 

to Play Mozart’s concerto. 

 If you are too old for competitions, the best way to go is contacting a manager. 

Once you are in, at some point, if you play good or even better that does not matter in 

order to be hired. It will matter for you and for the audience, but not for the business. But 

again, you need to reach certain level of playing. Being a very sympathetic person is 

another skill they are looking for in the soloist. 

Sang Yoon Kim 

I started clarinet when I was about 11 and moved to Paris to study clarinet when I 

was 14. At that point my goal was to get admitted in Conservatoire Nationale Superieur 

de Musique de Paris. Conservatoire de Paris was the place that all the International 

competition prize winners were studying at that moment and it was my dream come true 

to enter there. I participated in as many competitions as I could, and I think preparing 

those international competitions helped me tremendously to develop. I had good 

techniques and fast learning, but everyone in France had extremely high level, so no 

super prodigy sort of thing when I entered even though I was the youngest, 17 at the time. 

I think age is not a limitation to become a soloist, but you really need to focus on hard 

working of basic fundamentals such as etudes. 
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2.Having studied in one of the most prestigious universities in the world is 

worthy of admiration. Have you noticed if the name of the school has opened doors for 

you that maybe other schools would not have done? 

Nicolas Baldeyrou 

Paris conservatory is definitely a prestigious music school, but it doesn’t open any 

door, people are often interested in French school woodwind players but that’s it. 

José Luis Estellés 

I studied in Valencia Conservatory, in Spain. There is a big tradition of wind 

instruments playing in there but that didn’t make a difference, I think. I pursued my 

studies at the Guildhall School of Music and Drama in London. At that time not so many 

people studied abroad -nowadays it is a regular thing-, so it might have done something. 

Of course there are schools that imply a “passport”, but music career is a long distance 

thing. 

Carlos Ferreira 

After getting my bachelor at the conservatory of Oporto with Nuno Pinto, I went 

to the Reina Sofia Conservatory in Madrid to pursue a post-degree with Michel Arrignon. 

All my professors were very helpful, but with Michel I improved very much. His musical 

knowledge is incredibly vast, and he gives you with many tools to apply when playing. I 

had many good teachers in that conservatory, my chamber professors were Klaus 

Thunemann and Radovan Bakochi. When people like them compliment you, it gives you 

confidence, it means you are doing something right. 

The school had many agreements with other institutions, so I got to play a lot of 

outreach chamber concerts and listen to live concerts. 
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Alexander Fiterstein 

The name of the school does not matter but the people you meet in good programs 

become your colleagues for years to come and this is very valuable. 

Olli Leppäniemi 

Most likely yes, I think attending Sibelius Academy and USC helped me get 

invited to auditions most importantly. 

Olivier Patey 

Of course, everyone knows Michel Arrignon as a great teacher, so when you are 

one of his students, that gives you some credibility. But if the conservatory has opened 

any door for me, I do not know. I am very glad that I studied in the Paris Conservatoire, 

but more for Michel than for the institution itself. I got my first job in a military band 

when I was 20 while I was studying, so I did not spend much time in the conservatory. At 

some point, the conservatory put me in touch with a private salon, and we used to hold 

chamber music concerts. I played a few times there, but that is it. The institution did not 

do so much for me, but Michel did, and that is what I needed. 

Sang Yoon Kim 

My expectation of schools was just as everyone would imagine, but it wasn't the 

name of the school what opened my eyes to international level but other friends, students. 

Non-stop practicing in such high level, willingness to get better, not only to win a 

competition but just to be good at the instrument were things that I have been influenced 

by. We had to prepare different solo pieces every week so the amount of repertoire that I 

have learnt was quite a lot in those days. 
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3.Who were the most important people (teachers, conductors, managers, etc.) 

that helped you to start your career as a soloist? In what ways did they help you? 

Nicolas Baldeyrou 

I would say my teachers prepared me very well to the fact of being able to be a 

good soloist but I guess you can only count on yourself for starting your career, having a 

good network of great musicians you like to play along, and being very enterprising. 

Finding a label, making projects, proposing programs, meeting decision makers. Don’t 

wait for anyone’s help until you achieved some important things. 

José Luis Estellés 

As I said, my first teacher-conductor-mentor (named Manuel Campos) made me 

feel a need for the music. The institution National Youth Orchestra of Spain (JONDE) 

gave me a visible profile in my country. The conductor Víctor Pablo gave me my first 

concerto performance opportunity with a professional orchestra. The critic Luis Gago (at 

that time responsible for European Broadcasting Union in Spanish Classical Music Radio 

Station) chose me for my first broadcasted concert abroad. The first manager that offered 

me a steady collaboration was Mercedes Sánchez del Río, after a concert with the 

soprano Helen Donath. She asked me to send my portfolio to her agency and months after 

she provided my first concert, with the soprano Edita Gruveroba. Later, my work with 

other agencies, has worked differently, through an initial appointment at the office and a 

conversation to find the points of common interest. 

The first international chamber music group that gave me confidence up to 

another level was the Orpheus Quartet, offering me the possibility of recording the 

Brahms Clarinet Quintet op. 115 with them. Together with them, many other musicians 
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that counted on me for musical partnerships, from whom I learned (and learn) so much. 

Composer Luis de Pablo accepted my first very important commission, “Quintetto”, that 

was premiered in Madrid’s Auditorio Nacional. Of course, the very many students that 

with their word to mouth helped me to be better known. 

Carlos Ferreira 

My professors, José Ricardo Freitas (he gave me everything, he taught me all the 

fundamentals and technique), Nuno Pinto (he was always very demanding with me in a 

humble way. I learned a lot with him as well), Michel Arrignon (with him I advanced a 

lot musically, I reached a different realm of maturity). I also learned a lot in the 

Concertgebouw academy, especially with Arno Piters. He helped me winning orchestra 

auditions. 

Alexander Fiterstein 

My teachers Eli Heifetz and Charles Neidich, I would have never developed as far 

without their musical and technical guidance. Young Concert Artists was a big 

springboard for me in terms of performing experience. 

Olli Leppäniemi 

Yehuda Gilad. He helped me find my voice. He gave me the tools to be able to 

express what I wanted in music. Thank you, Yehuda! 

Olivier Patey 

Michel did not necessarily help me becoming a soloist, but he did help me 

become a better player and musician, for sure. I was the one who decided I wanted to 

take competitions. I wanted to know where I was in the clarinet world, but I was not 

expecting to win at all. I remember my friends who I admired going there the same year I 
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went, but they did not pass. I thought if they did not advance, I would not either. I just 

went there in a naïve way, just to see where I was, and I won. It was the biggest surprise 

of my life. Everything I did, came from me, otherwise I would not have done it. 

But playing soloist was always my thing, I used to study a lot of concerto 

repertoire. My friends, when I was 20, they were surprised I have never played Brahms or 

Beethoven’s symphonies before, because all I did was clarinet repertory. So for me, there 

was actually no other option than play solo because that was all I knew, and it worked out 

for quite some time. At the same time, I was playing as a soloist after winning the 

competition, I discovered the orchestral repertoire while playing with the Mahler 

Chamber Orchestra. The old new world was opening in front of my ears and my eyes, it 

was amazing. I had the opportunity to learn with the best possible ensemble and with and 

amazing conductor, Abbado. 

I also took many orchestral auditions, like 15, and did not pass. I tried a lot, and I 

did not succeed a lot. While I was playing as a soloist and working in that military band, I 

was also auditioning for orchestra in big cities in Paris, but I never got it. I kept playing 

with the Mahler chamber orchestra and at some point, I got the position there. From there 

I built my experience playing in an orchestra. The next audition I won was quite long 

after that. It was in Rotterdam where I stayed for one year. After that, I won the position 

in the Concertgebouw. 

Sang Yoon Kim 

Florent Heau, Michel Arrignon, and Yehuda Gilad. Even though I have learnt my 

basic fundamentals and train my techniques in France, it was at Colburn School where I 

could develop my solo career where I did my Artistic Diploma, Mr. Gilad encouraged 
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very much, giving me opportunities to perform and also preparing me meticulously for 

the competitions, which led me to win Jacques Lancelot International Competition, 

UNISA International Flute&Clarinet Competition and Prague Spring International 

Competition.  

 

4.Did competitions play a decisive role in your formation as a soloist? Which 

ones were more important to you? How do you prepare for a competition? And for a 

concert? Do you have any routine?    

Nicolas Baldeyrou 

Competitions were important for motivation, pushing me to practice and learn 

about myself. The ARD competition was definitely the most important and gave me some 

visibility, especially in Europe.  

No special routine, just a lot of practice and as many preparation concerts as 

possible. I always made mine the famous Heifetz quote “Practice like it means everything 

in the world to you. Perform like you don't give a damn”. 

José Luis Estellés 

Not in my case, but although I didn’t apply for almost any competitions, 

nowadays I encourage my students to do so. If done with the right attitude and spirit, 

preparing a competition gives them a big impulse in repertoire learning and performance 

skills. 

Preparing yourself for a competition or a concert is a compendium of many skills. 

Of course, your technical accomplishment and musical understanding doesn’t flourish in 

one day. It is the result of doing things in a certain way for a long time. Concert (and 
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competition) life is a kind of sport… Physical, intellectual, emotional and social aspects 

must be worked constant and consistently till they become natural in your performance.  

Also, a very inevitable routine for clarinetists is to always have your material 

prepared well in advance of each occasion.  Mainly the reeds.  Not every day you have 

"the reed of your life", but you have to be prepared not to fall below a standard.  So 

learning how a reed works and how you can adjust it is a great investment for your daily 

work.  Also, it helps you not to waste time and avoid unnecessary muscle tensions, so 

dangerous when combined with travel and stage stress.  

Practicing slow is a must. It is when your muscles really learn and develop 

flexibility, endurance, and accuracy. Interesting to read the book “The talent code” to see 

how the brain works. Therefore, metronome is not always appropriate. It is only a help, 

but you can play totally out of pulse alongside the metronome beat, too! 

Recording is very recommended. Specific phrases. The mobile phone is actually 

very useful due to its noise reduction system. You need to hear very clear dynamic 

differences, otherwise you may not be doing enough! 

Just before a concert or as a warmup, I enjoy testing the response of the 

instrument to big changes of dynamics, articulation, color or legato. I try to do all of this 

as effortless as possible, with some exercises of my own. 

Carlos Ferreira 

Yes. The opportunities you get to play with orchestras and the fact of getting 

ready to play in front of an audience that you do not know are very important. Because of 

the competitions, the live streaming, I have got many opportunities. Philharmonia 

Orchestra in London called me to do a trial with them after they have listened to my 
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Mozart quintet in the Geneve´s competition. They liked it so they called me. I have won 

the trial and next year I will be playing with them and working as a clarinet professor at 

the Royal Academy. 

The two more important competitions for me were Geneve and Munich (ARD) 

but before those, all the others I took before were also important. Mercadante (Italy) was 

important because I won a clarinet. When I was little, I also won The ICA competition 

when it took place in Portugal. 

I always start practicing the pieces at a slower tempo. I like to memorize passages 

and play without the music. For hard passages I apply different rhythmic patterns, I group 

the notes in a different way than written (for example, if the music is written in groups of 

four thirty-seconds, I like to group them in three, and vice versa), and I start from 

different parts of the beat. In order to go for one pattern to the other, I have to be able to 

play the passage 3 or 4 times in a row with no mistakes, if not, I start over. This is a really 

good exercise for your brain and motricity. I do not like to run thought the pieces, I 

always prefer to practice segments. I think of the formal structure and work on different 

sections. 

I always use the metronome and a tuner, one of those that you attach to the bell of 

the instrument. I love doing “vocalization exercises” every day, those that Carbonare has 

in his book9, and Bach. When I am preparing for a competition, I spend a lot of time 

working on those two books (Carbonare and Bach), they are very helpful for me. I do 

Klose scales. thirds, and arpeggios every day as well. From time to time I do harmonic 

 
9 Il suono: arte e técnica, by Alessandro Carbonare  
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exercises, where while holding one position I play the fundamental and all the harmonics. 

I do that to find harmonics in my sound. 

Alexander Fiterstein 

Competitions played a big role in my formation as a soloist. We all need 

deadlines and competitions are a great way to have a final date for preparation. It is 

similar to a concert in many ways, but the stakes are even higher and sometimes you have 

to prepare a larger amount of repertoire for a competition. In preparing for competitions I 

would try to perform all of the repertoire in public several times. I think it is very 

important to feel comfortable with a piece and comfortable performing in front of people. 

Olli Leppäniemi 

The most important for me was winning Nielsen competition. That opened many 

opportunities to perform as a soloist. Preparing is hard work due to a pile of repertoire. I 

took time off, almost a whole season from my job as principal in Bergen Phil (Norway), 

to prepare for Nielsen competition. For the concerts, the preparation is easier in a way 

because there is less repertoire and there is no judging and comparison. 

Recording yourself a lot is very important, especially towards the end. I like to 

use metronome, go through even "easy" pieces in small sections, in different ways: using 

different tempi, overblowing, exaggerated phrasing, and working only with air stream. I 

think structure is so important, only playing through will not get you there. 

For difficult passages I often use the slowly 5 times, then plus 15 on metronome 

once, minus ten and again, etc. Or if only one quick run, breaking it down to 2,3,4, etc 

notes, and gradually speeding the combinations up. 
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My routine includes overblowing exercises, making sure air flows, stretching, and 

of course, bananas! 

Olivier Patey 

Yes, absolutely! I took three competitions and I won the first two: ARD 

Competition in Munich (2003) and Carl Nielsen Competition (2005). The last 

competition I took was the Geneve Competition (2007), but I was out in the first round. 

As an ARD winner, I was playing two concertos per month for four years. Nielsen 

competition did not have that great impact, I played a few times only, but I do not know 

if that has changed already. 

I chose the program very carefully, I always tried to pick the most impressive 

piece. For example, if I had the option to choose between Rossini’s Variation and 

Francaix’ Concerto, I picked the concerto because it is harder, and less people would 

choose it. To practice it, I used to play the entire program in the order, that way I did not 

lose time thinking about what I am going to practice next. Of course, I had to stop and 

practice passages, but I think that playing through is good because it builds also your 

physical condition. 

I used to play a lot along with recordings. That way you get very familiar with the 

orchestra and also helps you work on intonation. I do not remember how I used to work 

on hard passages, but I can tell you how I do now. I try to stay in the same flow, in the 

same direction, but in slow motion. Like if you put a film in slow motion, the action is 

still going on but slowly. I do not like practicing with the metronome, not even to prepare 

for auditions. I think a metronome is good for the markings and to know your tempos, but 

in the end, in between the frame, it still should be flexible. It should be human; we are not 
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robots. And about using a tuner, if you play with people you will learn how to tune, the 

tuner will tell you where you are, but that is relative when you are playing with people. 

Playing along the recording is better than just using a tuner. 

The number of hours that I spent practicing varied from day to day, maybe one 

day I just practiced an hour and the next six. But I practiced a lot in my mind, thinking 

about the music. 

The warmup routine I had was playing scales for the first 15 to 30 minutes, 

majors, minors and chromatic, because that is what my professor at Lille asked me to do. 

And at first it was great for my fingers, but then I understood why scales are important: 

you can concentrate on the air flow and on the richness of the sound. And that is still my 

warming up nowadays. I also play long tones concentrating on the sound and how my 

body feels. 

I used to think I did not have a good staccato, and the day I stop caring (not too 

long ago) it started working properly. Articulation helps to say the speech clearer, like 

when we talk, but if you can play staccato at 140 or not, that does not matter.  

Sang Yoon Kim 

I think these days there are many ways to become a soloist, but competitions give 

you performance opportunities which open doors for you. I cannot choose just one 

important competition since Lancelot competition led me to open my solo career, UNISA 

competition took me to South Africa tour, and Prague competition led me to perform 

with BBC symphony, Bruxelles Philharmonic Orchestra, etc. Currently, I am no longer 

preparing for competitions, I am quite old now to participate and besides, I have a steady 

job as principal clarinet of the Saint Paul Chamber Orchestra. 



  Texas Tech University, Elisa Montoya Sánchez, May 2020 

 

159 
 

Preparing competitions is like preparing multiple recitals and concerto 

performances. It can be 7 -15 repertoire pieces to prepare in a competition. I try to 

practice as I perform each round. Each round should be like one piece of art, so try to run 

through the whole list of each round and record myself, listen and repeat this routine. 

 

5.How do you deal with nerves? How do you prepare mentally for a concert 

and/or competition? 

Nicolas Baldeyrou 

I have no problems with nerves when my preparation is fine and when I think I 

thought about everything possible occurs on stage. Breathing control is also the key for 

good feeling on stage. 

José Luis Estellés 

All is about well-being, generosity and being prepared. You must work on your 

awareness; you must trust in what you do and have a desire for it. 

Carlos Ferreira 

It is difficult, but I try to accept that I am going to be nervous, and if I am not, 

something is wrong. I like to be on stage, I always remember how I felt when I was a kid, 

that illusion for playing concerts with the band, that illusion for the instrument, and how 

people treated me. Those thoughts give me comfort, so when I go to stage and hear the 

audience clapping, I just think of enjoying and playing for them.  

I have had mental training classes while I was in the Concertgebouw academy, so 

I have tried many different things. We had a phycologist there who helped us. I 

remember he said that there are weak points inside your strengths, the same way that 
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there are strong points inside your weaknesses. We also did exercises like jumping before 

playing Daphnis, because you know the day of the audition your heart will be beating 

faster, so you want to simulate that feeling. When I prepared for Montecarlo’s orchestra 

audition I put the heater at 32C and put a few sweaters on. I was sweating a lot, and when 

I was not feeling good, I started playing the melodious passages. I think those kinds of 

things helped me psychologically to gain confidence. Because you are practicing under 

stress. 

Alexander Fiterstein 

Having a strategy to deal with nerves is important. I try not to play too much on a 

day of a performance. I play in the hall before a performance to see how things sound. I 

usually take a short nap on a day of a performance as well. It is hard to predict how you 

are going to feel while performing but feeling a little bit nervous a few days before a 

performance seems to be beneficial. Preparing well in advance and practicing slowly 

often helps as well. 

Olli Leppäniemi 

I believe in the classical three important steps to beat nervousness: 

1. Preparation  

2. Preparation 

3. You know it... 

As I mentioned before, using structure and quality, and recording a lot. For mental 

side, it is sometimes important to use mantras to take control of the situation in order not 

to be intimidated by it, it can be anything that works. Also meditating can be useful.  
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Olivier Patey 

Of course, I was always nervous, but it always pushes me for the best. I do not try 

to avoid it; I just accept it. The more you perform, the less nervous you get because you 

get more experience. That does not mean I do not get nervous anymore, I still do, but I 

know it is part of the game and I accept it. Everyone gets nervous, you have to know that 

you are not the only one. 

Sang Yoon Kim 

I always get nervous. I just try to focus on the music as if I had a GPS in my 

mind. I try to follow the paths that I know, concentrating on them as I practice. I also try 

to think of the next phrase I am going to play in order to know what to expect next. This 

helps me get less nervous. 

 

6.How do you memorize the pieces? Do you use the same method for a classical 

or romantic piece as you would with a 20th-century piece? Do you think memorizing 

helps to connect better with the music? 

Nicolas Baldeyrou 

I memorize every piece by studying them carefully without playing and then 

repeating them a lot while practicing. I personally focus better on the music playing by 

heart. 

José Luis Estellés 

I like to memorize the pieces. Some avant-garde ones are not really possible to 

memorize (or it would take too long). For me, memorizing is not just knowing the notes 

by heart. I normally memorize short sections (this is not difficult), and the most important 
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part comes by understanding and memorizing the structures of the piece, how they are 

interconnected. 

Carlos Ferreira 

I have always been used to memorize since I was little. I always memorize by ear; 

I have relative pitch. I am able to look at the music and sing the entire score without 

having listened to it. I spend all day singing, and that is how I memorize. With a 

contemporary piece, I learn it bar by bar, and then I put them together. There are passages 

that I use muscle memory to play them. I put the reed higher and blow focusing on how 

my fingers move. 

When we play, we use three senses sight, hearing and touch. I think that removing 

sight enhances the other two. 

Alexander Fiterstein 

You have to quiz yourself and also to try to run larger sections in your head and 

see if you can make it (and if you can do it without getting stuck). Do you always know 

what comes next? Do you know what the orchestra plays when you don’t play? Can you 

name some differences in the music that take place in the recap compared with the 

exposition? This system helps me know how close I am to memorizing a piece. The last 

few run throughs with piano or orchestra should be without memory incidents to be 

considered “memorized”.  

Olli Leppäniemi 

Memorizing is not one of my favorites. I usually only play Mozart and Debussy 

by heart. I have played other pieces memorized, but not as a routine. I think it is 
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important to practice without the music if you consider performing without it. And should 

decide in good time before, bringing in music last minute can also confuse. 

Olivier Patey 

The key is practicing and listening to the piece a lot. I am sorry I cannot help too 

much with this one, to me it was easy to learn the pieces by memory. I practice, I listen to 

the piece, and I know it already. I learn the notes. For example, Nielsen concerto, I 

started playing it with the CD without having the music, and I learned the beginning with 

Bb clarinet, I did not know it was written for A until I got the score. So, listening and 

playing was my way of learning by heart. 

But I think playing by memory is very personal. Some people will feel more 

secure with the music even if they know it by heart. To me, I prefer without the music. I 

play by heart most of the time when I play a concerto. 

Sang Yoon Kim 

Performing without music allows me to concentrate better. Usually, I like to 

practice memorizing, that is the reason I practice run through many times to think and 

memorize how the music goes and remember my paths. But 20th-century pieces, much of 

the time it is not so much worth doing without music. 

I do not memorize the pieces with the name of the notes. I do have absolute pitch 

and it actually makes it harder to memorize pieces in A clarinet, Bb I got used to it but A, 

more difficult.  
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7.How much time do you take off periodically and how often?  

Nicolas Baldeyrou 

I usually take off one week for Christmas and two weeks in August. 

José Luis Estellés 

In recent years (since I have children) I tend to leave a month (normally August) 

empty. In this period, I don’t practice for twenty days, and then I have a “warm-up” 

period of ten days before I start again. Christmas is a rather quiet time, if I can. 

Carlos Ferreira 

I love taking time off. For example, during Christmas I went on vacation for two 

weeks and did not take the instrument with me. It is good to miss it. Even for people that 

have problems with technique, I think it is good to take weeks off a few times a year 

because it gives them a fresh start, it gives them the opportunity to almost learn it from 

the first time again. It is like rehabilitation. It is also mentally good to give yourself a 

break; then you start with more motivation. 

Normally I do not have time to take a single day off, but when I do, I take it off 

for sure.  

Alexander Fiterstein 

I barely take time off the clarinet but there are periods where my preparation is 

less intensive than others. 

Olli Leppäniemi 

I like to take some 2-3 weeks in summer if possible. More would be even better! 

Olivier Patey 

Currently, with my family, every six weeks I like to take a week off. 
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Sang Yoon Kim 

Couple of days after huge performance, just playing some basic etudes to have 

fun with clarinet. 

 

8.Is it necessary to have a manager to become a soloist? If yes, how do you 

create that contact? 

Nicolas Baldeyrou 

There is no rule about that. A good agent can help you make new contacts and 

lighten the administrative part of the work, but you always should be a proposition force 

and give impulsions. 

José Luis Estellés 

There are different “leagues” of soloists. In the clarinet world, making your life 

exclusively by playing concertos is a territory for just a handful of musicians. Big 

agencies tend to take just these artists, whose names sell by themselves. But then, an 

international career generates lots of office work and other stuff. As a top musician, you 

need time to practice with a lot of discipline in between so many travels. Also, the agency 

can discuss all details (including fees and work conditions).  

Clarinetists with a high soloist profile but combining with orchestral or teaching 

positions and regular chamber music activity can benefit from being in the roster of an 

agency, but in this case I would think that a smaller agency or just an artistic secretary 

that really understands your needs would be more appropriate. Being a soloist without 

any management requires a lot of networking, which takes precious time that you might 

need for practice. 
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Of course, you never play your second concert before the first one: maybe there 

are optimal agencies depending on the momentum of your career. Classical music 

agencies do not normally think about the substance of your product, you have to keep 

very much in contact with them so they know what you want to do, what’s your 

repertoire for the moment, what are your musical liaisons... so they can sell it 

appropriately. 

Carlos Ferreira 

I do not know how that world works. I have never sent an email presenting a 

proposal. I am not into those things. I am happy with the opportunities that come to me, I 

have not had the need of looking for other things. But I do think it is necessary to have a 

manager. 

Alexander Fiterstein 

All management is essentially self-management first. There is so much you can 

do on your own without a manager.  

Olli Leppäniemi 

In my experience, no one cares for your career as much as you, so it could be that 

you do the job best yourself. It can be however a big resource but not always. And it is 

not cheap, 15-25 per cent... 

 I was offered representation as one of the prizes after winning the Nielsen 

Competition. I was represented by Nordic artists but not for the last few years. I feel it 

did not give me that much honestly, but I am sure there are many different kinds of 

managers. 
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Olivier Patey 

Not to become a soloist, but yes to stay as a soloist. If you already are in a concert 

plan, the best way to create that contact is by inviting them to your concerts and tell them 

that is what you do and that you are very interested in working with them. But then you 

will not know if they went or not. I tried this and it did not work out for me. I know in the 

end it is a lot of work that you have to do yourself. If you agree to have someone to sell 

you, to sell concerts for you, to be your manager, you still have to do all the job, you have 

to push and tell him “have you contacted this and that person”, “I want to play this, so 

maybe we can do that”, and so on. So all the input at the end comes from you, because 

like I say, you do not play violin or piano. 

I have never had a manager. When I found out about that business, my time was 

already going down, I was not the young rising star anymore. Everyone told me either 

they had already one clarinetist in their agency and they did not take any more or that 

they did not sell clarinet, so they were not interested, no matter how good I was. 

The last time I tried was when I got the position in the Concertgebouw. I 

contacted a big agency here in Holland who has an international network. I presented 

myself to them as a new principal clarinetist of the Concertgebouw and I explained all 

my soloist background, but they told me they did not sell clarinet, it was too difficult. 

They wished me the best, but there was nothing else they could do for me. 

But like I said, I still play as a soloist, maybe not as much as I would like but that 

still happens. They call me because the organizer wants me, because they know me, they 

have heard me and they like what I do. In a way, I’d like to do more, but just the way it 

is, it is great as well. 
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Sang Yoon Kim 

I do not have a manager at the moment. I have gotten a few invitations but at that 

point, I had enough performances that I didn't think I needed one. Unfortunately, clarinet 

is not an instrument like violin or piano which has many opportunities as soloists. 

 

9.Does commissioning or premiering a new piece help in the process of 

becoming a soloist? If so, in which ways? How do you create that relationship with the 

composer? 

Nicolas Baldeyrou 

I guess you have to do that if you really like it and if you really love and respect 

the work of an actual composer. Thinking about that just for boosting your career is 

uninteresting and disrespectful in my point of view. 

José Luis Estellés 

Yes, of course. If you can access to premiering new pieces you become a much 

more sought after musician. Composers value a lot your commitment with new music, 

and there are many specific music festivals devoted to this. I think you start collaborating 

with your fellow composers while you are a student or a professional. It doesn’t normally 

happen that a very well-known composer decides to write something for you if you didn’t 

do anything ever before. The composer notices when you really care about his music (or 

music in general). Being honest, I don’t think you can hold a false interest in new music 

for a long time, just for the sake of business.   

Carlos Ferreira 

I have not done it so far. 
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Alexander Fiterstein 

It’s great to perform new works especially one that is written specifically for you. 

When commissioning, the soloist needs to have four things in place: 1) A group that will 

perform the piece, 2) a venue or presenter that would like to present it, 3) a composer 

who would like to compose the work, and 4) a grant or sponsor to pay the composer.  

Olli Leppäniemi 

In some cases, yes, many people tend to play music by composers that are their 

friends. I would say be nice to your fellow student composers and play their pieces. 

Olivier Patey 

No, I have not. I do it but with the orchestra. 

Sang Yoon Kim 

No, I have not commissioned any piece. 

 

10.Have you recorded a CD yet? If so, how did that opportunity arise? What 

have you learned from that experience? 

Nicolas Baldeyrou 

I have recorded around 30 CDs. Recording yourself is the best thing you can do to 

be lucid about your playing, demanding and being more perfectionist. I also record my 

practice sessions to be more objective. 

José Luis Estellés 

Yes, I have recorded 22 CDs so far, both as a clarinetist (chamber music and 

soloist) and as a conductor. I did my first recordings with a chamber music group 

(Messiaen’s Quartet combination). My first international recording with big repertoire 
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was Brahms Clarinet Quintet, as a result of a concert collaboration. I think a recording 

session is always a cruel mirror where you see what’s missing in your playing. With the 

right attitude and criticism, you can learn a lot. You can also learn about all the accessory 

things that arise in the preparation of a recording project: from program notes to 

marketing and distribution. 

It is good if you have a “nest” recording company, and develop with them a plan, 

taking into account both the space that the market has left for the great repertoire and 

other possible products, including first recordings of premiere or less known repertoires. 

Of course, again, it changes a lot to record with a multinational company (first league) or 

do it in smaller companies. With the former, you can have a proper contract, but with the 

latter, depending on the project, you may have to co-produce the CD contributing part of 

the budget. This can be through your own funds or through grants or crowdfunding. The 

bigger the project is -e.g. involving orchestra, conductor...- the more expensive, so it is 

indicated to start with smaller projects (solo or recital). 

Carlos Ferreira 

No, I have not. I have recorded but with orchestras. 

Alexander Fiterstein 

Recording is very important and improves one’s playing. These days recording is 

tied with fund raising, you have to apply for grants or find another way to raise funds to 

record.  

Olli Leppäniemi 

Yes, through an orchestra I have collaborated a lot before. Producer is important. 
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Olivier Patey 

For me, as I am not in the business, it was because of friends. I have a very good 

friend who wanted to have his own record label but did not want to do it on his own, so 

he asked me to be part of it. The first CD we did was Brahms, it was kind of an 

experiment, actually it is not on sale anywhere. We recorded it in a professional studio 

with professional mics and sound engineer. 

It was the first recording and I tried to be very faithful to what was written. I 

would do it differently now. I think I lost freedom and musicality trying to be faithful 

with the score.  

Sang Yoon Kim 

I did as part of the prize in Prague competition, it was extremely tiring work to 

prepare. It was a live recording that they released on Czech Republic radio. 

 

11.Was there anything specific that marked a milestone and launched your 

career? If yes, what was it? 

Nicolas Baldeyrou 

Munich competition. 

José Luis Estellés 

Not in my case. I think everything is coming slowly, as a product of hard work. 

Carlos Ferreira 

The competitions I have taken. But I have learned more from those I did not win. 

It gave me more courage to keep improving. 
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Alexander Fiterstein 

Winning the Young Concert Artists International auditions in 2001, it gave me 

many performing opportunities over a period of 4-5 years.  

Olli Leppäniemi 

I would say there were a lot of small things, positive, that built up to winning 

Nielsen competition and being appointed to Danish Radio symphony principal in 2009, 

which was a culmination of all that; a lot of hard work, disappointments as well as 

successes. In the center of this was my teacher Yehuda Gilad who helped me that entire 

time. 

Olivier Patey 

The ARD Competition and getting in the Mahler Chamber Orchestra. 

Sang Yoon Kim 

I guess it was playing Copland concerto at Walt Disney Concert Hall in LA with 

the Colburn Orchestra. After winning the Lancelot Competition, Colburn, where I was a 

student at that time, offered me to play the concerto and it was my debut at the Disney 

Hall. Performing besides friends and with the LA Phil fellowship conductor was a 

memorable experience. 

 

12.Is it important to promote yourself in today´s world? If so, how? Are social 

media apps and platforms like Youtube necessary to promote yourself? 

Nicolas Baldeyrou 

Yes, I guess it is. I feel recording a CD is getting less important than being active 

in social media. 
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José Luis Estellés 

Unfortunately, yes. It is important that what you do (or at least a selection of it) is 

visible to the world. Otherwise you don’t exist for the industry. 

Carlos Ferreira 

I think it is very important because there are so many clarinetists and musicians 

nowadays that if you do not promote yourself it is hard to stay riding the crest of the 

wave. It is not like years ago, when just winning a competition would secure your 

musical career. Having said that, I am not good at that. 

Alexander Fiterstein 

When I was starting my career social media was not around however I do feel that 

having some social media presence today is important, especially when you have major 

performance happening you want to let people know about it, either by posting something 

or sending out a newsletter. This could certainly lead to other engagements.  

Olli Leppäniemi 

Yes, absolutely. We Finns are terrible at it, but I recommend getting used to it. 

Olivier Patey 

Yes, I think it is part of the society. You can do without, but it would be too bad 

to not use it.  

Sang Yoon Kim 

I am very bad at promoting myself with Social Network Service, I wish I was 

good enough and might have been easier way to have more concerts, but youtube helps 

not only to promote yourself but to have your repertoire as archive. 
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13.What would you recommend to pre-college students who have aspirations of 

being a soloist do to prepare for a solo career? 

Nicolas Baldeyrou 

Solo career only as a clarinetist is an illusion and reduce for just a few. Nobody 

does only that for a lifetime. It’s a balance between many activities that will enrich your 

musical personality. Chamber music, teaching, and playing in the orchestra are essential 

to me. Some people will start conducting, we have to find something else to fulfill 

yourself. 

José Luis Estellés 

Hard, intelligent work. Love for the music, empathy with every person in your 

surroundings. Get ready for a long-term race, never be discouraged at learning, by any 

difficulties. Celebrate your successes, but don’t fall asleep after them. 

Carlos Ferreira 

It is important to have projects and play chamber music. Play also for other 

professors, not only clarinet professors and for your friends. Be autonomous, be your own 

teacher. And go and listen a lot of life performances. 

Alexander Fiterstein 

Learn a lot of repertoire and start performing in public regularly.  

Olli Leppäniemi 

First of all, do not aspire for a career, aspire to become a fantastic musician, and 

career will follow, if you stay hard working, curious, and passionate.  Everyone is 

different, in my case, taking a lot of competitions helped me have goals and practice, but 

some people get the same from performing. I would say everyone should create 
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themselves opportunities to perform, organize concerts, etc. No one will usually do it for 

you in the beginning. Of course, finding the right teacher is very important! 

Olivier Patey 

Being passionate is the first thing and it should be the only one, but unfortunately 

in the real world there is also this business. I would try to make them aware of the 

combination. 

Sang Yoon Kim 

I would recommend practicing etudes and the clarinet repertoire as much as 

possible, it is really good to have your own recital or concerto repertoires always 

prepared. you never know when the opportunity will arise to you. 

 

14.What do you think are the most important skills to have in order to become a 

soloist? And how have you worked on them? 

Did you ever have an "aha" moment while practicing that changed your 

perspective in general towards music? Did this make you more passionate about the 

clarinet? 

Nicolas Baldeyrou 

You have to be a hard worker, to love music, to be curious and manage pressure 

efficiently.  

José Luis Estellés 

To be accomplished at music making is a formidable task. Active listening, 

enough technical proficiency to be able not to struggle. Being rich in emotions and 
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having the desire to communicate them. You need a certain character for a start, but 

otherwise you can only do it by doing so.  

I have given music a lot of thought, especially because I have always wanted to 

communicate my ideas clearly to my students. Somehow, they have become over time 

my main teachers. In that sense, I have tried to detect and avoid the common places of 

music and clarinet pedagogy, which has resulted in a humble succession of questions 

whose answers have sometimes led to important revelations. Of course, all this gives you 

new energies to continue.   

Carlos Ferreira 

You have to be good in many musical aspects, not just excellent in one. You need 

to be good technically, you need to be musically interesting, and know how to manage a 

piece or recital, because you cannot be a hundred percent all the time, and mentally, you 

need to be very strong. 

It is important to start working a lot on technique since an early age, how you 

blow, the amount of air, the speed, that attack of the notes, dynamics, the position of your 

tongue, focus the sound, the legato, the staccato, scales, arpeggios, and so on. Once you 

can control that you will be able to express yourself musically easier. Some professors, 

for example in Amsterdam, try this the other way around, they want student to learn the 

technique by working on phrasing. 

Work very slow and also challenge yourself to gain speed little by little. Be very 

demanding with yourself. If you make a mistake start over, do not let your brain learn 

things in a wrong way. 
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I have been having those “aha” moments and they will keep happening. Learning 

the instrument is a process. Sometimes I have those moment when I am thinking different 

ways to explain things to my students. Being curious and playing around with the 

instrument, you will discover many things. 

Alexander Fiterstein 

You have to be a hard worker, to love music, to be curious and manage pressure 

efficiently.  

Olli Leppäniemi 

Find your own voice, to be able to express different emotions. Plus, you have to 

have something to say and you need the skills. Also, you need to have sense of humor 

and be able to laugh at yourself! 

Olivier Patey 

Passion, dedication and being smart. 

Getting to know the repertoire for orchestra auditions. After playing the pieces 

with the orchestra and knowing well all of it, then the way of playing the excerpts 

became evident, and the freedom, the music came back. It was not about technical things 

anymore. 

Sang Yoon Kim 

I don't think there is a special or important skill to become a soloist. If being a 

soloist is your dream, I think you should put all your effort on that when preparing for 

competitions without dividing your time between preparing for soloist and other things, 

such as chamber or orchestra. and dividing soloist and other (orchestra musician, 

chamber music or anything else besides soloist) is not appropriate.  



  Texas Tech University, Elisa Montoya Sánchez, May 2020 

 

178 
 

15.Knowing what you know today, is there any advice you would have liked to 

have given to yourself 10 or 20 years ago? Is there anything that you would have 

changed? 

Nicolas Baldeyrou 

I wouldn’t have changed anything as every fail and success was part of my 

development. Maybe I could have realized before than nobody will do the work for me 

and I should have been more enterprising since the beginning.  

José Luis Estellés 

Nothing is comparable to 20 or 30 years ago. I think you must live with the times 

and react to what happens. Follow your instincts and learn from your failures.  

Is there anything I would have changed? Who knows? As they say in Italy: ‘Il 

tempo è galantuomo’.  

Carlos Ferreira 

To be honest, I would not have changed anything. I had professors that knew how 

to guide me psychologically and technically. 

Alexander Fiterstein 

I would not have changed anything; I enjoy what I do very much.  

Olli Leppäniemi 

Perhaps take in even more repertoire, more work on arpeggios, I focused mostly 

on scales. 

Olivier Patey 

To be aware of the business. 
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Sang Yoon Kim 

I would have tried seeking for orchestra playing as well much earlier. I always 

wanted to be a soloist, but you also should know that orchestra playing is equally 

important, especially for our instrument. 

 

16.What advice would you give to a young student that I have not asked? 

Nicolas Baldeyrou 

Be curious! Love art in general, make connections between arts and things. Don’t 

stick on one style, one thing, be open minded! 

José Luis Estellés 

Read enough, both literature and scores. Go and/or practice theater. Enjoy life 

with respect to yourself and the others. 

Carlos Ferreira 

What I said before, be very curious. Also be demanding with yourself and 

practice the right way. You do not have to spend 6 or 10 hours a day practicing, it is 

better just to spend 1 or 2 hours but being aware of everything you are doing. Do not 

record in your brain the mistake. Being aware of the mistakes and knowing how to fix 

them is the best thing that could happen to a student, because one day they will no longer 

have a professor next to you. 

Alexander Fiterstein 

Build your repertoire from an early age. Memorize pieces from a relatively early 

age. Practice often. Read books, go to art museums, be exposed to art. Develop lifelong 

relationships.  
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Olli Leppäniemi 

Should be a versatile musician. 

Olivier Patey 

Live your dream. 

Sang Yoon Kim 

I think you covered most of the info so do not have much to add. 

I always focused on winning international competitions in my 20s, but it does not 

matter if you are lucky enough to win or not, hearing other candidates and getting 

inspired by them, preparation process, all those things come together to make you a better 

musician, share with audience what you feel when you perform is most important thing. 

 

17.Could you cite a few indispensable resources (books, magazines, websites, 

specific articles, podcasts, blogs, etc) that are very important to you? 

Nicolas Baldeyrou 

Léopold Mozart violin method, Berlioz orchestration treaty, Rosen “baroque 

music”, Boulez music lessons.  

José Luis Estellés 

I am not mentioning internet, as my main development as a soloist started before 

this new era. Internet allows an endless source of information nowadays. 

All kind of sources are important. Being trained in a solid music theory helps a lot 

also (Analysis, conducting, philosophy...). But, because of the moment I had the 

opportunity to experience it, I think “The inner game of Tennis” gave me a fantastic 
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orientation towards the right attitude in any kind of learning and in performance and 

communication skills. 

Carlos Ferreira 

Nowadays you can have access to everything. It is important to listen to a lot of 

music for clarinet while you are young, know your repertory (solo and chamber). It is 

also important to listen to other instruments music, violin concertos, piano preludes, etc. 

Also listen to outstanding orchestras with outstanding conductors. 

There are also very interesting books, for example that one by Alma Mahler, or 

those by the orchestral conductors Nikolaus Harnoncourt, and Elliot Garnider. The critics 

of concerts in the 30s, 40s and 50s wrote books that are very interesting as well. Knowing 

what was happening in the composers’ life when they were writing a piece is very 

important, and nowadays it is easy to have access to these things with internet. 

Alexander Fiterstein  

Career guidance book: “Making music in looking glass land”. An excellent book 

that was around more than 20 years ago and is still relevant today for anyone who wants 

to build a solo career. 

Olli Leppäniemi 

Well, the YouTube and web are full of interesting stuff, difficult to be specific, 

imslp is helpful sometimes. Many great books, difficult to name only few, reading is very 

important, going to concerts, etc. Knowing about history around the piece you are 

performing makes it much more interesting for yourself! But of course, it is more 

important if you can play it well, so I guess while you are young practice mostly. I enjoy 

reading biographies of composers and things like that. 
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Olivier Patey 

Everything is a good resource. Life experience is the best, that is how you nourish 

your musicality. Everything is emotion and will fill you in. You need to experiment 

everything to be able to give it back. 

Sang Yoon Kim 

This is too personal. 
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CONCLUSIONS 

Having a career only as a soloist is very difficult because the clarinet is not as 

marketable compared to other instruments such as the piano, violin, cello, or singer. The 

musicians interviewed for this section are successful performing as a soloist, but it is not 

the only thing they do for a living. Most of them insisted on this idea. It seems that age is 

not a limitation to become a soloist but starting your preparation as early as possible 

would certainly help you have success. There is not only one way to become a soloist, but 

winning competitions seems to be the more common. In this case, competitions usually 

do have an age limit, that is why the sooner you start learning the clarinet repertory and 

working on your technique, the better. 

Every musician interviewed for this chapter shared a strong passion for the 

clarinet since they were young. That passion, combined with their desire for learning and 

improving more easily made them stand out among their classmates. Most of them started 

taking local competitions from a young age and reached the international level in their 

20s.  

Studying at a prestigious school of music has been an important factor in their 

preparation, not that much for the name of the institution itself but for either the 

professors or the high level that every student had. In some occasions, maybe the 

institution helped students get invited to competitions or auditions, but that is difficult to 

know. In many cases, the professor encouraged them to take competitions and their 

guidance became an important reason for their successes. Everyone agrees that winning 

competitions is not the only way to become a soloist, but it undoubtedly gives many 

opportunities to start in that business, offering visibility, tours, concertos with orchestras, 

and management. Some of the most important competitions: ARD (Munich), Geneve 
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Competition, Mercadante Competition (Italy), ICA, Nielsen Competition, UNISA, and 

Prague Competition.  

Preparing for a competition is difficult because of the amount of repertory that has 

to be learned, so the sooner one start learning the standards, the better, even if taking 

competitions is not planned for the immediate future. Preparation varies from one person 

to another, but some methods of preparation are the following: practice slow since that is 

when the muscles really learn and develop flexibility, endurance, and accuracy. 

Memorize passages. Practice hard passages varying the rhythms, grouping the notes in 

different ways, and starting from different parts of the beat; repeat a few times perfectly 

before moving on, which is a really good exercise for the brain and motor skills. Also, for 

difficult passages, use different tempi, play slowly 5 times perfectly, then add 15 clicks 

on metronome once and play 5 times, then minus 10 and play another 5 times, add 15, 

minus 10, and so on. If it is only one quick run, breaking it down to 2,3,4, etc. notes, and 

gradually speeding the combinations up. Overblow, exaggerate the phrasing, and work 

only with air stream. Perform all the repertoire in public as much as possible. Recording 

when practicing and/or performing is very important.   

What interviewees did not all agree was with the use of the tuner and metronome 

while preparing for competitions. The structure of practicing also varies, as some of them 

do not like to run throughout the pieces, they prefer to practice segments or different 

sections of the piece. Others prefer to work on the stamina and run through the whole list 

of each round, presenting the pieces like one piece of art.  

Another way to start a career as a soloist could be by finding a manager but it 

might be hard at first to start being a part of the business. No one cares about one’s career 
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as much as oneself does, therefore all the inputs will have to come from self-motivation 

even if one has a manager. But having one can help you make new contacts and lighten 

the administrative part of the work. Being a soloist without any management requires a 

lot of networking, which takes precious time that you might need for practice. If one 

already is in a concert plan, the best way to create that contact is by inviting them to the 

concerts and expressing interest in working with them.  

Some of the interviewed musicians had many concerts after winning competitions 

and did not think of the importance of finding a manager at the moment. When those 

opportunities eventually halted, they found it difficult finding a manager. They were not 

aware of how that business works, so they started centering their career in different paths, 

like orchestral playing.  

Premiering and/or commissioning a piece could help putting one’s name out 

there. There are many specific music festivals devoted to new music. Talk to students that 

are studying composition and play their music. Once composers start seeing one’s 

interest in new music, this may help develop contacts and lead to performance 

opportunities. There are so many musicians currently that promote themselves on social 

media and platforms like YouTube. This has become a must these days, otherwise one 

will not get sufficient exposure in the music world. There are many mediocre clarinet 

players that are succeeding just because they are very active posting on social media and 

have many followers. So being smart about the opportunity social media gives could 

open doors. 

Create as many opportunities to perform as possible is crucial. Organize concerts 

regularly, learn the repertoire from an early age, play for professors (not only 
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clarinetists), play a lot of chamber music, and have a recital or concerto repertoires 

always prepared because one never knows when the opportunity could arise. Listen to a 

lot of music (not only for clarinet). When practicing, it is important being one’s own 

teacher and being very demanding, passionate, curious, and openminded, having good 

sense of humor with oneself. Have empathy with every person around. Get ready for a 

long-term race, never be discouraged from learning by any difficulties. Love art in 

general, make connections between arts and things. Read enough, both literature and 

scores. Go and/or practice theater. Enjoy life and live one’s dream. 
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GENERAL CONCLUSIONS 

 This project has helped me see that life works out differently for every person. 

What works for someone may not work for another. It is very important to build 

connections and expand your networks because you never know where life will take you 

next. Keep setting both short and long-term goals and take all the opportunities that come 

to you, because that opportunity may open many other doors. Never stop working hard 

and trying, do not let failures let you down, be aware that it is part of the process and at 

some point, everything will work out for you. One never knows when the opportunity is 

going to arise so one must always be ready. 

If one has never been accepted to a festival, it does not mean one cannot win an 

orchestra audition. This was the case of Jose González10, he never got the chance to 

attend a music festival, but he won an orchestra job. I think this can be inspiring for 

students. If one is working hard and everything is leading down the right path, it will only 

be a matter of time for one to find your place in this music world.  

One of the main reasons for doing the third chapter personally was I wanted to 

discover how the soloist world works, especially with regards to management, since there 

is not much literature available about this topic. It has been surprising to find that some 

amazing clarinet players were not able to keep expanding their soloist opportunities as 

much as they would have liked because they did not know how that business works. 

There is one young musician that I had a special interest in interviewing because he has 

won important competitions, is very active on social media, and is having a successful 

career as a soloist. He accepted to participate in the interview but ended up saying no 

 
10 Soloist of the San Francisco Opera 
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because the questions were too personal and he did not feel comfortable sharing his 

knowledge in a project like this, a project that can be read by many people. This confirms 

a previous suspicion that there is a barrier of knowledge between people that are already 

immersed in the soloist world and those who are not, and that some “secrets of success” 

are better kept to oneself. Even after interviewing musicians that have or have had 

success as a soloist, it is still not very clear to me how that business works. Although 

advice and experiences have been shared, I still could not inquire in the subject as much 

as I wanted. Maybe I asked the wrong questions, maybe they did not know how to 

answer, or maybe they did not want to go too much into depth.  

This project has opened my eyes and has inspired me with many good ideas given 

by the interviewees and with their life experience. I feel confident when saying that I 

could use this with my students as a valuable resource of knowledge. I also feel well 

prepared guiding them to be successful and developing a curriculum. This project has 

encouraged me to keep developing this idea by creating a blog where I will post this 

information, I will add new musicians and their experiences, and new sections where 

students can get other information related to the clarinet world. I also plan on attending 

conferences to present my research and on publishing articles related to this topic. 
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