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ABSTRACT

The following project is an audition preparation handbi@oldouble bass
players The materials and teniques included are designed for use by advanced
collegiate bass players seeking work as freelance or contracted musicians. Subjects
ranging from finding an opening, becoming mentally and physically prepared, and
developing the skills and experience neegg to be successful will be examined. The
most frequently requested audition excerpts are included in this document, carefully
extracted from the original orchestra parts and notated with efficient fingerings. Elements
of style and performance are dissed. Each of the excegasrecorded on the enclosed
CD, performed by the author agample to thereaders. It is the hope of the author that
the study ad use of this text wilprepare the readers for entrance into the working world
of the music indusyr. Ideas, processes, and materials that are often neglectddgnes
programare examined with the hope that students will be better prepared to audition for,

and win orchestral positions.
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CHAPTER1
INTRODUCTION
With each passing e colleges and universities releasere and more

graduates into a declining economy where positions are disappearing rather than being

flled. i Competi tion for | i mittiembtuocoronoreferfarge j ob's

numbersf people to apply for arggle job. Out of that groumnly those the committee

feels are qualified are asked to audition, and from those selected, only onenwfilewi

job. fAAuditioning is, after all, the musi

Even with an exhaustive education, students are often unprepared, or at least unaware of
what they must do to find, and win a job in the professional orchestuatry. This

subject matter seems to have been relegated to the venues of trade journals, magazines,
and conferences, rarely finding a place in the curriculum of major universities. Sources
are available to discuss the topic, but are scattered inedyvafiareas often making them
hard to find without access foternetresearctsystemssuch as thossubscribed to by
university libraries.The objective of thiproject is to prepare bass playtsthe

audition circuitby assembling a large numbertbése smaller sources, and reducing

them into what could be considered a more comprehensive approach to the audition
process, making the informati@asily accessible to anyon&opics discussewdill

pertain to any auditigrwhether for full time professnal symphonies or regional

orchestras, such asental and physical preparation, finding and applying for an opening,

audition procedure, practice methods, and excerpt preparation

'L. Tony Br apnotessibnalperspectivévinging an orchestral audition:
advice from the pros (concertmasters Samuel Thauwa Thomassen, and David
Ha | e American String Teach&© (May 1999): 29.

St ewart Collins, @Tr ClassicalMysinp3ds (JyneZ6audi ti oni ng

1999):30.
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The information in this project is drawn fronvariety of sourcesArticles from
trade journals and magazines have been incorporated from many publications with a
variety of targeteaders ranging frofmassists (sch as th&assworld Journalpublished
by the International Society of Bassistd)fibts (Pan, published byhe Brittish Flute
Society as well as those intended for any musician (Such dstémmational Musician
publishedby the American Federation of MusiciagnsWhile tass journals contain
valuable information, there are many words of wisdom a bass @agdake away from
an article written about auditioning for a job as a trombone player, or a vocalist. This
information is often overlookkor difficult to find, but has been included here. A great
deal of information has also been incorporated fromudisions with profesonal
musicians as wel | as the authorés experiences in t

The excerpts included atgpical of a regional orchestra auditisuch as those
that perform one concert a month and belong to the Regional OrchesteasP|
Association (ROPAY Bassist can expect these excerpts to be on any audition, including
full time top tier orchestraserforming new repertoire weekly, abdlonging to the
International Conference of Symphony and Opera Musicians (ICSQM)ger
orchestras will include many more excerpts than tliedaded inthis study, and the lists
will be far less specificatothe sections gbieces thatwill be part of the auditionA
great resource for auditioning musicians in found in the Orchestraffes, griblished by
Summit Records. This series assembles the most frequently requested orchestra excerpt

for various instruments, discusses them, and includes a CD of a professional musician

*Regional Orchestra Players Association, A Conference of the American Federfat
Musicians N.d. Web. 30 March 2011http://www.ropaweb.org

* International Society of Symphony and Opkhasicians N.d. Web. 30 March 2011.
http://icsom.org



http://www.ropaweb.org/
http://icsom.org/

performing the excerpts. While thisrieds a great resourcthere is no OrchestraPro

publication for the Bas’.This project will fill the gap left by Summit.

5 Summit reords, Inc 2010. Web. 30 March, 201 http://www.summitrecords.com
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CHAPTER2
POSITION VACANT
The manner in which a musician finds orchestral job operiaghanged

drasticallywith the widespread use of tha&eérnet. Oncethe only way to find openings
was to subscribe to the union news letter, drearby word of mouth While the union
newsktter remains a valuable sourred often contains announcements not found
anywhere elsahe internet has changed the searatcpss for ever. An online search for
symphony orchestsan any citywill yield the web sites of area organizationsthere

are opening, they are usually poste®ne of the greatest resources available to a

musician is the web sit@ww.musicalchairs.infavhich containdistings of orchestra jobs

all over the world. Bnply click onthe countryor areeof interest, and #n on the

instrument andthe website will displaya list ofcurrentopenings. Ofterthe listings

include | i nks tpage withapplication ihsgustions,aalids lisioé b

required excerptsThe applicant should higr epared t o find a variety of
lists will be long and unspecific and list an entire symphongndnly a short excerpt

from one movement may actually be required. Other lists are short and so specific that

the audition music is sent °dheautharicdsérves he requi r
that in most casdbe longer and less specific thd like highethe caliberof the

ensemblé. If the orchestra does not have a gite, the phone number and mailing

address will be listed gbe applicantan obtain the required auditiorformation.

Musicalchairs.infas not an all inclusive listindyut it is a good place to start. Itis

updated by user submissiong;ludingorchestra personnel managers, as well as network

® L. Tony Br apnotessionalmperspectiv@vin@ing an orchestral audition:
advice from the pros (concertmasters Samuel Thavidd.Thomassen, and David
Ha | e Anerican String Teach&9 (May 1999): 29.

" See AppendiA for examples of lists.
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administratorsso listings found in most other sources make their way to theusially

within a few days oits publicatio in other sources.



CHAPTERS3
APPLYING FOR A JOB
Orchestras with welsites may have an dime form to fill out or an amail
address wherthoseinterested will be instructed to submit a resumeanlbrchestra does
not have email capabilitghe requied materials will neetb be mailedalong with a letter
of intent if requestedA musician who is serious about finding a job should have a
resume prepared, and be ready to submitahgttime A resumeand letter of intent are
the first impression #personnel manager and the audition committeehaile of
appl i c an baskgrouhdard pavsonality i( Resumes) are a
making yours clear and concise so that
a hu g e °hbfthermateriats ardloppy and poorly writtenhe applicant will appear
to bedisorganizednduneducated. The applicant shouss @ computer program to help
create a quality resume. The templatetuded in most word processing progranmits
not enswve applicants have the experience the orchesloaking for on the page, but
will help the writer seem organizeehd look good.If the resume isent va email, it is
best to sends a Printable Document File (PDF). This format can be opened biGoth
and MAC users, and eliminates issues caused by the use of different word processing
programs. As is the case with any written document, scrupulous editing is imperative.
It is important to know the difference between a resumecarriculum vitae
(CV) as either could be requested. If an orchestra asks for a rdsugw@)cise.The
document shoulthclude educational history, as well as any orchestral experiédoek
asasection member agulstitutein a professional orchestshiould be listed ahe top of
the work history sectionSome orchestras will requestly a one page resume,torlist

primary instructors.The applicant shoulfbllow theinstructions carefully Make sure

! Chl oe Cutts, i MaDouble Bassist25 (Swmmer@3): 17.i ps ) ,

6
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the resume accurately and efficiently represents important adsbmehts and
experience.

Should an orchestra requasCV, applicants should be thoroughcluding eery
award or honor received, no matter how long ago, or how insignificant it may seem. Any
item that shows the progress and dedication invested in stusitd be part of this
document. With both a CV and a resuplace your name, contact information, and
instrumentat the top of the page. If the personnel manager reads nothiranets
documentthey will need to see those items. List all itdmshronological order,
starting with thamost recent accomplishmenBe clear and truthful with all itemdf an
audition for an orchestrads substitute |ist ha
use, list it as a sub position. If no auditiastbeen played, but the orchestra calls for
work, list the position as an extra musicia@rchestras can and will check with the
personnkemanagers of the orchestilaged on a resumeAny exaggeratio or misleading
information couldbe considerednprofessional behavior, and coulesult n
disqualification fromthe position. Some orchestras will ask for audition histiouy if it
is not requested, leave it off.

Some orchestras request recordings be sent by all applicants. Others will only
requestecordings from applicants the committeels do not have enough experienae t
audition The objective of this request to seelthel of performance the applicant has
achieved. ilf you are even sl i YhAtistky unprepare
have dimitless amount of time to make a perfect recordiipe committee will assume
thatthe recording is an accuratepresentation of an applicépotential, so make sure it

is flawless. The orchestmay include a list of whahey would like recorded, or just ask

°L. Tony Br apnotkssibrialmpearspectivdavin@ing an orchestral audition:
advice from the pros (concertmasters Samuel Thaviu, Linda Thomassen, and David
Ha | e Anerican String Teach4® (May 1999): 29.
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for a reeent recording. Somaill ask for an unaccompanied recording of solo literature,
while others will insisbn pianoaccompaniment. Other orchestras will not call for solo
literature, and will ask for recordings of excerptdy. Some orchestras will go so far as
to specify how far away the microphone should be, and if there should be track splits
between excerpts or if all excerpts are to be recorded on one track without stopping.
While a recording of dive performanceés good, a clean, professional quality recording is
best. Take the time and energy to make a high calibgal recording Keep the master
copy, and be ready to make copies should one be requested for an audiisoprodéss
has become easiwith digital technology. A digital recorder, a sound editing paog
and a CD burner can make a gapahlity recording. Dyital editingraises furthedebate.
With modern technology a computer can be used to fix everything from an out of tune
note to an entrece that was rushed. Be sure not to over edit the recording. It must
remain an honest representation of a pdesoapabilities. Wié the computer may
produce a recordintpat will permit a person to audition, if the quality of playing is not
reproducd live an applicant will not have a successful audition

If the committee feels the applicant is worthyaotition, they willbeinvited to
playin person If the committee feels the apgdint is not ready, they widldvisethe
candidatenot to play theaudition. An applicanimaystill feel theydeserve an audition.
Itist h e a p pdhtitocda sotafdsthe orchestrao mmi toltligat#o te hear them.
This situationis especially true of orchestras with contracts negotiated by the American
Fedeat i on of Muesharconca ajeb.has béeiviiyrsomeone who was not

initially invited to the audiBvendthe and

had

t

he

“Mi chael Rosen, @At t he RemusdiveNote378\ug per cussi on

1999):15.



applicant is cut in the first round, the preparation for tiditeon and the experienedll
better preparéhe candidatéor future opportunities.

If a person is unable to find openings in their region and relocation is not an
option, contacting personnel managers in their area to see iflstsaldition can be
arranged can still be affective way to find work and gain experiencgulstitute
auditions are often much less formal, and not nearly as pressured. Should a person be

accepted as a sub the resulting work could help better qualify them for future auditions.



CHAPTER4
NON-MUSICAL PREPARATION
The candidate preparing for an audition must be in good physical health. An
audition is very strenuoudf a persors not prepared for the phgal pressure, heill
not playhisb e s t . AfMake exercise pearformngwellstour physic
an audition. Many researchers are firm in the findings that physical exercise will enhance
t he ment al process for t'hen baens ta ucduitttiionng ead gpee rp
heart rate will increase. If their body is more accustbtoesituations of elevated pulse,
theywill be able tobetterdeal with the increased strain. By maintaining a regular
exercise routine, a pergiiresting heart rate will drop, along with thelievatecor
excitedheart rate. | f almg thgy ean leeeprcdnsol dbtbéihley st ay s ¢
motor skills andplay better.
Working onthe most difficult excerpt or the most challenging passage of a solo
without properly warming up will be detrimental to audition preparatibluscles need
to stretchbeforethey are ready to move at lightning speed, ldodd capillariesneed to
open. Many players stretch their muscles before they even pick up the instrument. The
easiest and most efficient way to warm up is to go back to the basics. Slow scales and
longlow strokes wil/ get a personds muscles movi
warm up session progresses, play faster scales, and different bow strokes and
combinations. A musician should never let preparing for an augitexent them from
practidng technical exercises thaiill build skills necessary for a job. Playing the
double lass is a physically strenuous activity. If a bassist warms up propeviyl] be
able toplay for hours Improper warm upesults in shortepractice sessiorsnd

heightenghe risk for careethreatening injuries.

YLarry D. Snitdlee , miinRirdgsvaldnie’s (Aug 1999):49.
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An issue of debate in the orchestra world is whether or not it is appropriate to
borrow a professional instrumeint play an audition. Sonfeel it is inappropriate
because the instrument determinesmgh about the tone quality and projection of a
player. That sound is a part of what the committee will be judging, so to be accepted to
an ensemble on an instrument other that the one that would be used for the job can be
seen as dishonest. A simplewanwould be to buy the instrument that helped get the
gig. Owningasuitable instrument is important. The serious applicant must have access
to equipment that will help get and keep h.jo

There is also a debate abattether an extension is necagsaWhether an
applicant needs an extension depesaapletely on theearch committee andusic
director*® Some orchestras will not consider a playithout one (e.gthe Milwaukee
Symphony), but some will ngiidge an applicant one way or the otheg.(the Saint
Louis Symphony or the Detroit Symphonygome orchestras will stipulate on the
audition announcement that if the winning applicant does not have an extension, they will
be required to have one installed before the start of the contrachéeSgattle
Symphony or théouisiana Symphony Orches}raln a surveyf frequently played
orchestral literatureonducted by the author, the fmlling statistic was observed.
Overall, 147 of the 198ymphonies, instrumental suites, and tone paawmeined
contain notes in the contra range. This is approximately 77 percent of the literature, and
makes a clear statement as to the necessity of an extension to be a successful and
effective orchestral musiciant possible, have an extension installdtwill allow a
pl ayer to reproduce bhditex Agplicants sheutdaviean desi red sou

extension installed as far before an audition as possible. Some excerpts which use the

2Molina, Stephen, Assistant Principal Bass and Personnel Manager of the Detroit
Symphony. Interview by the author, July 2009.

11



extended range, but have been played by moving passages up amittesd to be

learned with the lower octave used. Applicants must be sure to have played the excerpt

with the extension enough times that they do not fall back into the old way of playing an

excerpt at the audition, or worse, trip over their own hanaibfing between the two

ways of playing the excerpt. Proper use oéstensionwillnevehur t a persondés cha
of winning an audition, and will increase the possibility of sucoessany

circumstances.

12



CHAPTERS5
MUSICAL PREPARATION:THE SOLO, THE BEXCERPTS, THE SIGHT REDING.

Most orchestras hawathreepart audition, each witits own challenges and
objectives. First is the solo portion. Applicants choose a sdth whichthey are
comfortable, and perform it for the committee with or without agzaniment depending
on the orchestra and the audition round. Second is the prepared excerpt portion. This
sectionwill be the most important part of the auditisinceit pulls excerpts from a list of
requirements compiled by each orchestra. Thirdjistseading. A person willnot
encountethis challenget every audition It can be part of the general audition process,
orit canbe used tdreak aie orsplit decision, and find an audition winner.

The subject oappropriatesolos an applicant stuld prepare was examinadd
presented at the 1999 International Society of Bassists convesticrry Hurst,

Professo of Double Bass at Indiana Univsity."® This stidy covered everything from
thepurpose of the solo portion of an audition to whab sblouldbe prepared. The
conclusions arenost valuable to an auditioning musician.

Thesologivesthe mugian a chance to show off higrsonal musicianship. The
confines of excerpt playinggnli mi t a fneeexpresioa. rBY @esenting a sol
applicants try to set themselves apart from the pack usingisicianship and
individual interpretation skillsThe solo also allows the committee taiga the
candidates overall effectiveness, and allows the candidate to acclimate himself to the
room. Lastly, the solo helps the playershake performance anxiegnd to warm up

before the excetpportion of the audition

BLaurance Hur st , T Dillyodpay?d surveyDtopitiokse s : Wh a't

regarding sol os us e BassaWorldpJouoni2d Fadl 1999): 82+ audi t i
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Thecharacter of the applictsdsolo does ffect how it will be received by the
committee It is important to find aipce hat blends both technicahd lyrical passages.
Candidatesisually haveonly chance to performsoloat anaudition, sdothissuesmust
be addressedSome solos are thought to carry a bias (positive or negative) when used at
an audition. In generalyaid 20" century works. Select a piece frahe standard
repertoire, but avoid solo Bach unless it is speclficqaguested. According to the Hurst
surveythe mosteffective solos are/anhal Concerto, fitsmovementBottesini
Concerto No. 2, first mvement;and the Kousseviky Concerto, first Movement. Over
performance at auditions has creatdilasagainsthese pieceso do nothink of them
as the only opons. Any piece that shows technique as wethasical and interpretive
skills will be a good choice, as long as it is played well.

Excerpts must be a regular part of a musi@gmactice whether they have an
approaching audition or not. AYou need to kno
learn it on the day you gettheaudi on | i st Manyobteepéopl® | at e. O
competingfor the same job will have playelde excerpts for years, and possibly
performedhem many times in an auditi@n with another orchestra. For a successful
audition, the excerpts must be flawlesghaut exceptioni The bal ance of the auc
heavily tipped in favor® of how the excerpts ar

AfiLearn about the composer, the era, and the
composer lived, the musical style of &g and apply this knowledgetoh e a u®i ti on. o

Knowledge of the musits a very important step in the interpretation of the excerpts. A

“Mary Stolper, fdAMast er Wihdplaysr:forwoodwimchand ng f or au
brass musiciana60 (1999):37.

*Nicholas Vdlis-Davi s, fAGetting tPAN,Jheloprealoithet h audi ti ons
British Flute Societ0 (September 2001):12.

®*Donal d Peck, FRuweTdk2t (Septemb&ri2008):5.0
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Mozartforte and a Holsforte are very different, and that needs to be reflected in the

audition Also be aware if excerpts by a particular compasatain elements that need

special attention, such as the dynamic scheme used by Beethoven. Beethoven generally

uses only four dynamics in his symphonic wogkanissimo, piano, fortegndfortissima

With this in mind, &f in a Beethoven symphonygayed much differety than aff in a

Mahler symphony. Mahler, and many other composers, will go as far as quddrtgle

or quadruplepiano. With that in mind, a Beethovéhis played much strongeinceit

represents the maximum volume, while iMahler symphonyff representa strong

volume, but still with room to grow loudeMusicians should also be aware that the
Beethoverpianoandforte are closer together, otherwise the dynamic gap between the

two would be quite large. Awareness shoulbdle given to how dynamics are used

across the orchestra. Many composers, especially in the Classical Era, will have one

dynamic level across the entire orchestra. As the Romantic Era takes over, composers

will often have one dynamic in some areas af thrchestra, but different dynamics in

other instruments. Players should be aware if thitseisase, and be sure not to play too

loudly and cover a melody line that has been given a lower dynamic. Often the quieter
dynamic is being used to help a magstablish the character of a piece, even if the line
isasoloand needstobe heardcleaflys wi t h a sol o, start sl ow!
used the slowest setting on t hePractcmgtr onome,
an excerptwitheror s i s a waste of effort, so |l earn it
your best interest to practice from original parts to avoid errors that seem to appear in
reprints of exc érWiththatin mindnte excespts inbludled kvith. 0

this document are designed to simplify locating of the excerpts, dadilitate

YMi chael Rosen, fAAt t he RemrcusdiveNes37éAug percussi on
1999):13.
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discussion of each excerpt. Performers interested in auditioning for orchestras should
obtain the full part, rather than just excerpt$ie orchestréterature collectios edited

and published by Oscar Zimmerman (former principal bass for the New York
Philharmonic) are collections of actual bass parts edited by Zimmerman. Should a bassist
have any trouble with a passage, references like the Zimmerman orchestra parts are a

great place to get ideas for fingerings or alternate bowings that can simplify an &cerpt.

iOrchestra excerpts are especially difficul
incomplete, they dondét sound very good on thei
they present all s d%Whenleaingtexcerpisplasvaradfthed i f f i cul t i

details If it is rhythmically complicated, chances are it was picked to test rhythm. If it

has a number of difficult shifts, it is being used to test intonatlbit goes from

pianissimato fortissimq chances are the committedriging to see how wide a dynamic

range the applicant can produc@. musician shoulditilize his metronome while

preparing for an auditioni The number one ddkanordhesyaossu need t o g
good r # gtylistierandintonation problems can be solved by spending time

playing with an experienced section. Issues of tone or projection can be solved with

improvements to equipmen& good sense of rhythis somethinghat s much more

difficult to achieveas amusician, so make every effortptay with accuracyfi Ev er y

note should be exactly in place, without anyearanda@’ A mini-disk recorder or other

18 Zimmerman, Oscar GThe Complete Double Bass Parts, Volumds Interlochen,
Mi: Zimmerman Publications

Mari ko Anraku and ot he WsrldHdapiGomgre3 Revieve st ra Audi
8 (Fall 2003):15.

®John Brutar¥Yebht M&ster Class: preparing for o
Windplayem65 (20022003); 36.

“Donal d Peck, HRueaTdk2t (Septemb&ri2008):5.0
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personal recording device is an incredible tool when learning scekistening to a

recording of a practice session will help a musiciad errors in theiplaying while

resing their hands. Record an excerpt with the metronome on, and then without. Go

back and listen to both versions, and try to line up the metne with the version

recoded without Thisproceswill tell musiciars what sections they areshing or

dragging, and where they are keeping accurate time. pftigss will also help

musiciarsto determine if they are stretching and condensing tiittéentthe phrase. In

the words of Scott Parkman, assistant music director of the Saint Louis Symphony

Orchestrai Become very good friends with the inside

metronome when preparing for an audition. And say goodbye to albyloer friends

and familyo?
iAfter you have al/l the right notes, rhyt hn
real | y* bregfithe leysdo learning an excerpt is to have the big picture in mind.

ALi sten to recor di ngshatgoll maynofhaefheatdmé@ll excer pt s |
orchestral context. It will not do your chances much good if you are playing the excerpt

with great confidence in your audition, blissfully unaware that the piece usually goes

t wi c e 2% Bverfifa musician isaimiliar with a piece, they should listen to

recordings. Be sure to acquire recordings by recognizable ensembles such as the Chicago
Symphony, the Detroit Symphony, the Saint Louis Symphony, the New York

Philharmonic, the Cleveland Symphony, the Philadal@rchestra, the Berlin

Philharmonic, the London Symphony, and the Vienna Philharnasraaother high

caliber ensembleAlso look for well known conductors such as Claudio Abbado, Daniel

2 parkman, Scott. Masterclasf003.
ZDonal d Peck, HRuaTdk2t (Septembér@®i)s., o
#“Nicholas VallisDavi s, fAGetting tPANThe Jowrsaloftiet h audi ti onscs

British Flute Societ0 (September 2001):12.
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Barenboim, Leonard Bernstein, Pierre Boulez, Carlos Kleiber,Masur, Seiji Ozawa,
Simon Rattle, George Solti, and Robert Shaw. These ensembles and conductors are
widely accepted in the musical community as quality musicians. The interpretations of a
piece may vary from ensemble to ensemble, but all would be ablejrtahe

performance world. A person would not want to learn an excerpt using the interpretation
of anunknownconductor with a less than adequate orchestiaossible, acquiring
recordings by the orchestra with flob opening or by other orchestsded by he

conductor of the orchestrdften these recordings can help a player achievetyhistic
elements sougHty the audition committee, and could lead to a more successful audition.
Theobjectiveof listening to recordings i® learn the traitions and apply them to the
excerpts.Applicants should learn the traditions, but be prepared to move away from
them if requested. Some traditions are in place for questionable reasons, and if the music
director asks for an excerpt to be played in agottay, applicants for a position must be
prepared to do sdt would also be advisable to look at scores of the pieces required for
the audition. If the bass section is in unison with the cdtioswledgeablenusicians will

know it. If the basses arbéd only section with a given line, it important to be aware as
well. Also look for doublings in the winds, such as tuba or bassoon in unison with the
bass section. Thi®alization can help determine how har@tiack a note, how strorg
sustain and what duratiom noteshould have a$e articulations across the ensemble

need to match. Lastly, take every opportunity possible to atiepdrticipate idive
performances. Nothing helps a musician to know the fealwigpoower of a piece like
heaingi t pl ayed | i ve. ifiThe best playdahrs give you

orchestr a ?“aThisis thaltrue biggioture) and should never be forgotten.

*Peter Kogan, f@AAuditi oni mPgcudsiverNoté3h(Augidi nnesot a O
1999):21.
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Some orchestras will have sigitading as part of the audition. This oftlres
not come up until the serinals or finals, but still must be expected. Preparing for
sightreading is no easy task. To prepare for sight reading, read as much music as
possible. Buy an etude book, and set it on the stand. Set a timer for 28syama start
playing. No matter what happens or how bambunds, do not stoplrain to push
forward no matter whamaintaining as accurate rhythm as possible even if the specific
notes get left behindA season schedule for the symphony in questiayp be valuable.
Quite often the sight reading for an audition
the parts are available, spend some time with them. The sight reading may go smoother
even if the specific spots they ask for have not been metisiyl learned if you have the
big picture in your mind. As is the case with prepared excerpts, the more recordings a

person has listened to, the better prepared they will be for sight reading.
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CHAPTER®G
AUDITION PROCESS ANDPROCEDURE

The actual auditio process is something that often remains a mysteryuiagyo
players until theyexperience it. Being prepared mentally means knowing how an
audition will be run, and what an applicant canrdthelast minutsto help their
chances. Some itendsscussedbelowareintellectual concepts; others descrig/sical
preparations This section describes the usual procedures encountered during an audition,
but every audition wil!/| be slightly different.
6r ul e oifwouldtertoneder say never, and never say always with regard to
auditi on % Manyotthkpalides and procedugsverningan audition are
based on th€ode of Ethical Practices for National and International Auditiemiten,
monitored and accepted by both the American Federation of Musicians, and the
International Conference of Symphony and Opera Musiéfans.

As the audition appradies, an applicant must decaketo if they are truly ready.
If a musician has prepared properly, and/tkeow the material well, they should take
the audition no matter what. Alf one really <ca
bef or e a’flIf amusician is rmtre@ady for the auditionisi always better to
cancel tha to playpoorly. Even if the player does not win the position, an adequate
audition can lead to sub gigs, which will help establish experience and personal contacts.

A substandard audition can give thenomittee a bad impression afmusiciaf s

®Jerry A. tri¥neental auditiofipronesses and procedures in selected orchestral
and mi |l it &atignal AssdciationnofCollege Wind and Percussion Instructors
Journal47 (Fall 1998):5.

" International Society of Symphony and Opkhasicians.N.d. Web. 30 Marh 2011.
http://icsom.org See Appendix B.

BMari ko Anraku and ot he WsrldHdrpilQomgresS Revieve st ra Audi
8 (Fall 2003):15.
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capalilities. Thispossibilty can be harmful in any field, but it is especially dangerous in
music where smany opportunities become available based on reputation and
recommendationThere will always be another audition at a later time, but a bad first
impression can never bevagsed. Be committed to making a good first impression.

Before the audition is played, every player must determine ifréredly want the
job. If the answer is no, cancel the audition. Apathy will show in performance, and will
not be app tlyarnditraytbelidve that yolRveaatthe gimr el se youdl | pl a
b a d ¥ yThisdis also a courtesy to the audition committee. Ifilndition winner
refuses the job offethe process must start over. Téienariovastes a great deal of the
o r ¢ h stane and Money.

A musician preparing for an auditiamould stay home the week before as much
as possible. Avoid alcohol, and be sure to get adequate $feegiciansshould practice,
but notso much that an injury occurd his balancef rest and preticeis unigue for
every person, and every musician needs to find theirb@alanceo be successfullf the
audition will not require travel, a persdiasan advantage over some applicants. If the
audition will require traveling be financially preparfed the jouney. Flying with a bass
can beexpensive.Plan on at least $400 in og&zeandoverweight fees from the airline
plus the cost dbuying orrenting a flight caseln some nightmare cases, bassists have
been denied checking their instrumenta flight, even if published airline regulations
permit it. Driving to the auditiorcan lowercosts, buiat the loss of valuable prawt time,
as well as loss dfleep, and relaxation time before an auditidusicians shouldraive
in the city of theaudition the day beforer more. Do not go sigkéeing upon arrival.

There will be plenty of time teee the city when the audition is donesloould a person

®Billy Ward, AEverybody AudiModeronDusn27 an ol d pro
(January 2003): 142.
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win the positionafter moving It is best for the applicant to relax in histel room and
quietly play through the excergfse night before the auditiorit is advisable to go to
bed early, and wake up |l ong before it is neces
walk up to two hours before an audition can significantly reduce phg#alesymptoms
by | owering the hea’* Anythingthatcaaimethbcabml ood pressure.
musiciaris nerves should be welcomed. A niealk wouldbe a smart way to start the
morning. Some musicians recommend takimegicationto help control nervouess. If
nervousness has been a major obstagplicants could consider it, and should consult
their doctors to see if their health and situation would allow a prescription

Some orchestras will specifically dictate what time candidates should amive,
what door of the building they shioenter. B sure to follow the instructions exactly.
Warm up space is often limited, ga@ll applicants arriveéoo eary the warm up room
will be overcrowded. Thisituationis a disservice to everyone who igdiioning. If
arrival time is not stipulated, be sure to arrive at least an hour before the audition. If
more time is needed to wammp, do sat home or in the hotel room before leaving.
Specifying what door to enter is often done to ensure therbevilb contact between the
audition applicants and the members of the panel. If there is any contact with a pane
membera positive or negative bias could be created, intended or not. In some
orchestras, this can be grounds for dismissal from the audliti Dond6t be asked to
before playing a note!

Upon arrival, check in with the personnel manager, or someone that has been
hired to help with the audition. Applicants will be shown to a warm up room, or simply
told where it is. Thevarm up routineshould bethe samas it is every day, with slow

controlled motions, gradually increasing in speed. Quite often all audition candidates are

¥Gabriel Gottlieb, fANice work (if you can get
youdve al wdgukle Bassish2ldSlramer 2002):17.
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put in ore large room to warm up (ofteaferred to as thacattle calb). Applicants

should notry to show off, ad shouldnot be intimidated by the other players. All
musicians hear things in other players they like and dislike. Other applicants will likely
play theexcerptdifferenty from one another. This is hoause for alarm. Each
candidatesurely will have researokéd and listened to recordingsfore settling on an
interpretation. There will always be different ways to play an excerpt, and many will be
considered correct. It is likely there will be various speeds taken for solo literature.
Tempo is nothe most important aspect of a solo. Audition committees are impressed by
more than just speed. Musicians should stay relaxed, and not try to make any changes
from the preparation they put into the audition. Stay$ed Do notgive theroom a

cold shoulder, but do nadpend too much time talking with the other players.

At some point each candidate will be issued a number. Some orchestras will
assign numbers before candidates arrive, while other will have everyone draw numbers
from a hat or a bundlof numbered pencils. If specific audition times have not been
assigned, these numbers will also determine the order of auditisosilly, he audition
committee will know applicants only by their number. This is to help keep the process
unbiased.

fExpect your audition time tBlfdle del ayed as
applicants aréold to arrive akight in the mornindpeforeindividual auditiontimes are
determined, some people will need to wait several hours before pldf/iregjuired to
wait several hours before playingke a nice walk, have a light lunand try to relax It

would be ill advised tplay for five solid hours before playing an audition. Physically

Mi chael Rosen, MAAt t he RemrusdveNSote37@uUgusper cussi on
1999):14.
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exhausting onis body before auditioning would be counterprodudiivasuccessful
performance

Shortly before auditioning get a drink of water and take a few deep breaths. The
personnel manager or room monitor will call numbers, and guide candidates to another
room one at a time for five to ten minutes of private warmAigthis point the orchestra
may inform candi dates what specific excerpts w
be alarmed if the hardest excerpts are on theHligeryone is there to protkeyare
capableand that will not be done by playing easstarial. Applicants will then be
escorted to the stage door, or to the door of the inasich you will be auditioning
(Thisareawill be referred to as the stafy@ the duration of this papgMhe personnel
manageor an audition proctor (thiswib e abbr evi ated Apersonnel ma n ¢
duration of this discussionyill instruct players not to speak while on stage. Should there
be a question or concern during the audition, whisper to the personnel manager who will
answer the question, or ask te@mmittee on behalf of the candidate. The personnel
manager will remain on sja for the entire audition. The stage candoeto fifteen
degreeshotter orcooler than the warm up roonin one case experienced by the author,
all auditioning players werrequired to walk outside to a separate building from the
warm up area in 100 degree helstrumentsespecially those made of woad]|l swell
or contract as a result tfe temperature change, and may go out of tune. It is usually
permitted to play few notes after setting up on stage. Use this time to check tuning, and
adjust for the temperature change. Be subtle with what sounds are created. Flashy or
obnoxious tuning methods will not reflect well on #Eplicant Remember, these tuning
notes are the first sounds tikemmitteewill hear. Tune quickly, quietly, and carefully.
Listen to how the sound passes through the hall. If itis a very large kalll, it

reverberate more thanost players might be used to. Sound will likely resportében
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the stage. Applicants will generally hear themselves better than in their usual practice
area. Try not tget caught up in the soundletthe echo (if there is one) distract

iHe went to the audition oneaulitopwas®r | vy, went
be held, and played through the entire audition presentation as if it were the real

thing. He learned the following:

What the room sounded like.

What the room felt like.

What he felt like after and during the process.

What it felt like b play before a pretend committee.

arwdE

If everyore could have this kind of experieneiditions would be much easier.
If this is an attainable option, seize it, and theumoevermakes it possible. Berwise,
the few seconds of seap time will be the only chance to acclimate to the stage.
The audition committee will sit out in the hall or on stage during the audifton.
either case there willusuallybe no visubcontact between the committandthe
candi dat es. fiDi scri mi nat*Llargescreemswiiloei ousl y or
placed a few feet in front of the committee. While this does slightly affect the aural
perception of every applicant, this is a necessary measure to ensuis tioebias
because of age, sex, race, equipment (AGer man
regarded as mt)twhettel musicens sit oussandy ce anpother reason
anyone might think of to judge cemWomenyt hi ng ot
are encouraged to wear shoes that aregaemadler identifying, such as high heels. Some
orchestras will have all applicants remove their shoes before they go on stage. Other
orchestras will lay a carpet path from 8tagedoorto the music stad to avoidsouncs

identifyinga persofs gender. Genderhas been one of the most prevalent factors of

¥Larry D. Sniiddér, MiARBed@EsiredNge? (August 1999):49.

#¥Mi chel Debost, @ My FlatehTalk2g (frebsiary2003)2udi ti ons, 0

What it felt |like to Wear the same auditi

h

¥Hans Roel ofson, AOut of sightapsofout of mind (b

overcoming i nst i tDouble Bassest23 (Wiater 2002):@1j udi ce. 0
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discrimination in the orchestra world. Many orchestras will ask that candidates make
every effort possible not to clear their throatcough since evethese sounds can give
clues to genderEvery precaution possible is taken to be sure the committee knows
nothing about the applicants while they play.

The committee will be composed five to twelve people. The growsually
includes the principaidf the section (or acting principilthe audition is for the title
chair) as well as other membefglze section. The committee will also inclutiembers
of other sectiosin the same instrument family, often cellist for bass auditionsetisas
a fewindividuals from otheareas of the orchestra such as brass players or percussionists.
If the audition is for grincipalchair, section leaders from other parts of thénestra
will likely attend The assistant music director directormaybe presenfor the first

round of auditions.
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CHAPTERY
ROUND ONE

The personnel manager will announce each applicant as they arrive oarstage
in some cases the solo selection if required in the firstroinddh e never you are rea
will be heardrom behindthe screepor from the personnel managefrake a deep breath
and begin. ARSpeed is often NOT the objective.
record, concentrate of Aiméokatempo that fems dightty a | statem
slow. Heightened nees mixed with effort to slow down will usually yield a fair,
bal anced, controlled performance. AThe commi't
be counting at this t°dsmpentonsdpreviooslyrhythmset count t o
integrity is extrenely important. Do not expect to get more than two minutes into the
piece, but always be prepared to play the entire movement. At some point, usually at the
end of the expositiorsomeone willsaf Thank youd from behind the sc
will likel y be confident, and slightly louder than one might hope to hear while trying to
remain calm. The committee chairperson must speak loudly to be sure they are heard
through the screen. Be sure to stop immediately.

If the order of the excerpts is knowget themusic ready (ihot playing from
memory). Ifthe order has not been made knowre first excerpt will be announced.
Some orchestras will have music on sitege whileother orchestras will expect each
player to have theiown copies. If the orastraprovides partsbe prepared to see
bowings and fingerings in the patifferentfrom those in the practice parts. Hopefully

theapplicant has learned theaterialwell enough to play the excerpts@acticedeven

$Joseph D. Goble, AOn audition & contest prepa
(t he unwr ilntetnational Mub4 Eughpniud Association JourBal(Winte

2002):80.

®Donal d Peck, FRueaTdk2t (Septemberi2008):5.0
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if there are different markings dhe page. If an applicant suspethis will be a
problem, heshould bring andse hisown music even if parts are provided. Before
starting the first excerpt take a moment to think about the character of the piece.
Mentally sing through the firstfewebr s t o settl e on a tempo. APl ay
indication of an® Ifan exgempeis plaged toodfast amoidrig, the r . 0
chances of a successful audition are greatly redutfeitlis played too slowy, but
played well, the comnti¢ée will either accept it as a different interpretation, or ask that it
be played again faster. Hopefully the months or yefgpsaparation will pay offind it
will be effortless to play through the excerpt. When finished, stop and wait silently. Be
prepared for the chairperson to stop the performance before playing the entire excerpt.
Remember, being stopped does metanthe excerpt has been played poorysimply
means the committee has heard what they wanted from that particular excerpt.
Applicant s wi | | be instructed to play the next ex
Ailt is not always easy to go from one (excerpt
mood and i n flhaeotheriexgdrpt willtbe ptagenl,.g@thgiuthe same
process of mentyl imagining thecharacteand tempo of the music at hant instructed
to do sg leave the stage quickly and quietly.
Do not be discouraged if an audition lasts only a few minutes. The first obund
an audition is usetd filter out as many applicants as possiblith the shortest audition

possi bl e. Al believe this cruel selection pr

applicants, many of whom would be better advised to practice a while longer and apply at

Mi chael Rosen, #AAt t he RercusdiveNote37@lUgusper cussi on
1999):14.

B¥Mari ko Anraku and ot he WsrldHdrpilQomgresSRevie e st ra Audi
8 (Fall 2003):15.
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alatert i mi%Retrn to the warm up room and relax. If there will be a long wait before
results are announced, pack up all equipment, and put it in an out of the way place. As a
courtesy to those who have not yet auditioned, leave the warm up room. dédimel s

round will take place on the same day, retuall before the restd are announced so

that you may warm up taudition again. It isisuallynot predetermined who will go first

or last in the second rounsb be preparet play immediately.

If not advanced téhe second round, pack up and hbadk to your hotel room
orhome. Make sure to maintain a positive attitude. If selected to move on, be gracious
in the successlf the second round will be another day, get the needed information from
thepersonnel manager, and leavkit is the same day, theudition order will be
randomlyselectedor announced as determined by the personnel mafuadbe next

round

¥Mi chel Debost, @ My FluthTalk2d (frebsiaryl?2@03)a#.udi ti ons, o
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CHAPTERS
THE SEMIFINALS
The second roundf an auditioris often referred tas the serriinals. Making it
to this level will often secure musicians a spot on the sub list if they live lpaalliythe
audition should be considered a succelBse number of people that move on to this level
can vary greatly. For most orchestiag second round is alsonductedehind a
screen.Time slos for the secondoundof auditions tend tbe longer than the first
round but could still be only a few minute§'he committee will be drawn from the same
pool of people asn the first round Applicants may or may not be asked to play the solo
again. If the solo is repeated, expeaged further into the piece thamthe first round.
Players may be asked to present an excerpt more than once in this round. Do not be
discouragedf thisis the case iMembers of the committee would
replay certain passages differently. A symphony job requires great flexibility in style,
sound, and tempo, convincingly played on request. The ability to adjust quickly is very
importanttoc onduct ors, and can be a d®Thermining fact
committee chairperson or assistant music director will usually make a few comments
before an excerpt is repeated. They may ask that dynamics be exaggerated, to change the
articulation of a passagehange the bowing or bow stroke to a higher or Ispézrcato
strokeor to play it faster or sl ower. AWhen you

di f f &rwhmattle&ver they ask, be sure tovadhere to t

“Peter Kogan, fAAuditi oni mPgcudsiverNoté3h(Augdi nnesot a O
1999):2021.

“"Mi chael Rosen, MfAAt t he. BercusdiveSote37@lUgusper cussi on
1999):15.
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someone conduct you wh* Thiswillikely bpthesmssistant f ew excer
music directorbut could also be the music diregtand will help the committee to
determine if you are able to follow, and take vembal artistic input.

Oncehe committee has heard enough, they wil!/l
be all o. As before, |l eave the stage and wai't
happy. The potential to win the spot is in sight. As before, if the finals are onrarmtiffe
day, get all necessary information frone thersonnel manager and head back home or to

your hotel If they are the same day, prepare to play again.

“Mi chael Rosen, MAAt t he RemrcusdiveSote37@lUgusper cussi on
1999):14.
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CHAPTER9
THE FINALS

If the finals are the same day, there will likely behartbreak, and then
auditions will resumelf they are on another day, somehestras will compensate
finalists for travel and lodging for the final rounahile others will nat In the final
round the screen will most likely be removed. Some orchestras leave it up éntitte
process. At this point, the music director will join the commiit@et present for earlier
rounds. His woravill welcome the new member into the orchestra or thank applicants
for their time. In most caseshere will not be many playeis this roundof the audition.

An audition in the final round can last a very long time. Each finalist will likely
play their entire solo, possibly with a staff pianist. The most difficult and obscure
excerpts will be requested. As before, each candidagdmasked to play material
multiple times, and different ways. The conductor himself may even guide candidates
through an excerpt to see how they adapt. At this point, technical perfection and the most
musi cal pl ayi ng a ragbe)idenpnone absdure sigimeadind ( Ther e m
passages thrown in for good meas&mMany to find o
orchestra musicians do not get their parts until a few days before the first concert.
Playing the pagadequately at first sight, and teang them completely within a few
days are essential skills for orchestral play&iiceit is a necessary job skill, sight
reading is oftenrincluded part of an audition, especially in the finals. Should the field
be narrowed to only threeorfourmyer s, t he committee may ask fo
remaining candidates will go to the stage together and play the same excerpt one after the
other, allowing the committee to get a direct comparison between the remaining

candidates. This process is oftetiebreaking technique for the committee.

“Nicholas VallisDavi s, @A Getti ng tPAN The Jogrslofwiet h audi ti ons
British Flute Societp0 (September 201): 11.
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At this point in an audition a bit dfiasmay be used to help choose a winner.
Orchestra committees mayeak a tie with experience. If one player does not have any
playing experience, and another playea isderan the veteran will wirthe auditiorif
theorchestra is looking for a seasoned player to help lead a selfttbe orchestra is
looking to get younger players into the sections, a younger player might have a slight
advantage.

Some orchestrasilvoffer a one yeaprobationarycontract to the winner that
day. Others will have the seledffinalists (usually two or three) each spend a week
playing with the orchestra in ordé& see how welihe finalists fit in with the ther
players. This isat justaboutplayingwell with the other members of the section, but
musically blendingvith the ensembleand showing the highest standards of professional
behavior and musical preparedness. Even after this complicated ptheessected
winner maybe offered only a one year probationary contract, especially if it is a union
orchestra. Ifthisisthecash,& commi tt ee wi | | review the winne
yearcontract, and decide if the new playél become a permanent section member, or

if they will have to reaudition for the chair.
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CHAPTER10
KEEPING THE JOB

The most important factor of keeping an orchestra job or getting called for a sub
position again is doing all the things music teachers have impressed on their students for
thdr entire musical training. Be early for everything. Learn the parts quickly, and learn
them well including awareness of the stylistic elements of a piece. Pay attention to the
details on the page. Watch the conductor, and listen to every word reesaysh
marking notes in the music with a pencil. Above algfka good attitude at all times,
and behave in a professionalmanm@Dur i ng t he first couple of seec
keep your mouth cl 8* sTigdis nattocday yewiemberseshaousl open. 0
sit silently and not get to know any of the other members of the orchestra, but try not to
be overly assertive, musically or otherwise. Learn how the ensemble works with the
conductor, and how the section functions. Orchestra musicianstageloists. Play as
part of the ensemble or the position may not |
listen to colleagues, accompanying well, breathing with the wind players, taking time for
the string players, knowing the phrase ofthe music, STENI NG a nd TI MI NG! 9
Questions about the music should be addressed to one of the senior section members of
the orchestraor the section leadefThey will always rather have someone in the section
who asks questions over someone wgumaware of hownusically inappropriatéheir
playingis, however, those questions must come at appropriate tvsgsgquestions, and
l earn from those around you. ifAbove all, be n

be spending many years with these peoheey will be your other family. Treat people

“Mari ko Anraku and ot he WsrldHdrpilQomyresS Revieve st ra Audi
8 (Fall 2003): 14.

4 Mariko Anraku and other4 6.
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with respect and be helpful and you will make their lives and yours much happier. Shut

your mouth, play gre43t, smile a | oté and |iste
“Fraser, Robert. Ensemble Etiquette: Group Dy
part of it.o: 1.
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CHAPTER11
RECOVERING FROM A LGS

fdaniel Katzen won the position acead horn of the Boston Symphoatfier
taking forty-seven audition8. I n order to |l and an orchestra j
prepared, but also extremely persis@htChances are good musicians will fail
miserably at their first audition. Be prepafedthisreality. Know that there will be
other auditions and other orchestras later in life. Didmok of an unsuccessful audition
as a waste of time and money, but as a trial run for a successful audition. Music is a
business where playemsust alvays look forwad. Think of a bad audition as a botched
rhythm in the tenth bar of a piece. fpe will be thinking about it when you nail the
finish. Perseverance, hope, hard work, experience, and musicality are the factors that
push musicians to thegoals.

Even if a player didnét win the position, &
wor k. AAl ways think, even if you dondét win, vy
and the orchestra HeCalbferwerkasasulboragrod pl ayer . o
musician can ba result of a welplayed audition.Quite often the principal of the
section determines who is on the sub list, and in what order they are called. A few
lessons with an established section member can demonstrate épiayepotetial, and
help them to | earn exactly what a particular o
for consultation lessons with the principal of a section is another great way of getting

w o r R If Iéssons with the principal are not possible, try taigtwith any experienced

“TonyL.  Br a n d eprofessional pérdpectevésvinning an orchestral audition:
advice from the pros (concertmasters Samuel Thaviu, Linda Thomassen, and David
Halen).American String Teache9 (May 1999):31.

“8 Mariko Anraku and others:15.

““Chloe Cuttsi Ma ki ng i t DoDlderBassisn25 (sunpmer)2008): 17.
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me mber of the section. AWord of mouth
| i ¥ Onedvay or another, maintain a working relationship with the members of the

section. It will pay off down the line.

Y*Gabriel Gottlieb, fANice work (if you
youbdbve al wa&gukle Bassish2ldSurmmer 2002):17.
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CHAPTER12
WHAT IF?

Many young player s as k thatdea with Bsugs that f
could arise.

What if a string breaks during an audition? As unlikely as this is for a bass
player, it is possible. Hstring does break, remagalm andsilent. Ifthe personnel
managedoesnot immediately notice what has happened, turn the bass toward him and
point. The personnel manager will inform the committee what has hapenkegou
will leave the stage Theday maynotbeover! Most orchestras will iage you anew
audition time, as well as new number. Time will be given to rectify the situation, and
there will be anothezhance taudition. Not carrying extra strings could cause the end
of the audition day. Finding a music store in a strange cipgcésly one that carries
guality bass stringy could be difficult.Experiencing a more catastrophic situation such
as a broke bridgeor a toppled sound post during transport could take a person out of the
audition process unless an alternate instrurca@ntoe used, or an alternate audition day is
available.

What if an applicant is late to tlaeidition? Somerchestras include a phrase
the applicatiors u ¢ h nyacandidat not showing the highest of professional standards
will be released attheorh e s t r a 6 s In dhort i€an applicantnsdate because of
oversleeping or traffic, the job is lost. Orchestras understand some situations, such as a
delayedflight. If this is the case, contact the orchestra personnel as soon as possible.
Situations beyond the candidatamtrol may bainderstood and will be accommodated if
possible, otherwise be sure todaly, and plan for issudige traffic or gettinglost.

What if an instrument goes out of tune during the audition? Is it permitted to

tuneduring the audition? YES! As mentioned abaesnperature can vary quite a bit
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from a warm up room filled with 5Pass players to the stage aaah be detrimental to
the instrument Should the instrument go out of tune, fix it. The committee will
appreciate attention to intonation, and the overall sound will be better.
What if the orchestra doesndét take anyone f
is, thissituationdoesoccur™ If the orchestra feels none of the applicants are up to the
stardards of the ensemble, they can reopen the search. All candidates will have the
option to reapply, and audition agaifhe audition committee may lb@able to come to
a consensus of a winner, andl begin the search agai\ third scenario is less
common.ifDespite obsessive measures to ensure fair
but i myP af thé muaid dirextor has a particular person in mind for the spot, and
t hat person doesnbét make the finatostart t he musi c
over. This bias costs all the applicants time and money, as well as unneeded stress. This
circumstanceosts the orchestra money as wsithcethey needd pay all the committee
membersas well as the operational staff of the hall. Oftengéren the music director
or audition committee has mind is someone who has subbed sudaligsvith the
orchestra.
AnThere have been orchestra auditions where
winner, or where a winner had already been chosén,itsrmost common form,
where the orchestra simply wished to dispense with the mandatory audition so that its
leadership could proceed to fill the vacancy in its own preferred manner. For want of
a better term, we shalti orded tDudhesegrat toatl
occurrences usually happen when an organization has decided to audition/appoint a
specific player, or wishes to listen to or choose from a specific group of players. In
the interest of satisfying certain statutory requiremeniallysrelated to orchestra
labor agreements, a standard audition is held for the sake of appearances; then, after

no winner has been named (surprise!) the o6fa
is invited to audition. Rhetorical auditions do not repré a common occurrence in

St evens, Thomas. oiSheppdsa taluely thBmds amd nobody
Bulletinn111 (2000): 10&1.

“Tamara Bernst ei n, TheiDouble ReE? (nD2O00)WE.di t i on. O
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the orchestra world, but they do exist even though many people in the orchestra
business veh¥mently deny it.o

What is thesolutionto overcoming this bids If possible, take sub gigs with
orchestras that may have upcomaglitions. It would be of questionable standards to
deliberately establishias in favor of winning the spot, but take advantage of sub spots if
at all possible. This bias is why some orchestras keep the screen up for all rounds of
audition.
What if you take too many musical liberties during the auditid®&sonal
musicality is an integral part of winning an audition, but know when to let it out, and
when tokeep itreignedini Rubat o é surel!! But | i ke a good sp

when used spaninl V. 0

%3 Stevens, Thomas: 112.

*»Tom Gi bson, AThoughta vioewohdem: bahmidndi omeé ngc
International Trombone Association Jourzd (Summer 1998):20.
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CHAPTER13
THE EXCERPTS

The Real Get a Job Bodka one volume316 page collection of excerpts from
48 orchestral compositior’s While thisbookis an imnensely valuable resource, it is
hardly realistic to think a person, especially a yoomggician, could have all 316 pages
perfectly prepared and ready for an audition. The excerpts discussed in this publication
are some of themost commonly requestednd will likely include musi;meededo take
an audition wittregional or pesservice orchstras. These excerpts and the experience
gained from playing with smaller orchestras will build the groundwork needed to abtain
full-time position. Another valuable resource is the web sitew.IMSLP.org>® This
web site contains scanned parts andestfor public domain works for all instruments.
Quite often a full orchestral part can be downloaded and priirdedthesite at no
charge. The only downfall of the site is that anything still under copyright is not
available to view or print.

Thebasic content of thexcerpts included in this papeuch as notes, dynamics,
and stylistic markingswere extracted im the Zimmerman orchestra books, and
published fullorchestra parts and scores. The Zimmerman baxaksarefully notated
orchestra pastpublished by the former principal bassist of the New York Philharmonic
and are a valuable resource that should be purchased by any bass player with an interest
in orchestral performancé.he bowingsncluded herewhile similar to those written by
Zimmermanin some casesre the work of the authoGome fingerings and bowings

this publicatiorare the same as those in the Zimmeripants, and many agelaptedy

*>The Real Get a Job Book. The One Volume Double Bass Audition Rep€Faninpa,
FI1:1995.

6 Guo, Edward.Internatoional Music Scores Library Projeci.d. Web. 30 March,
2011. www.IMSIP.org
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the authoto a more modern sodnaccommodating these of metal strings since the
Zimmerman publications were first released when gut strings were the only option
available. The action can be set much lower with metal striatiewingmore efficient
fingerings. he faster respons# metal core stringallows moreeconomical bowings,
andan expanded dynamic range. The fingerings may not be comfortaleesiyone,
and there is no singlegayto playeach excerpt. If the fingerings are not comfortable
readers should find or create some that &ither way, be sure to be aistent wih the
fingeringsused. All dynamic, tempo, and stylistic markirfigsn the parts are included
below Tempo markings are printed only if indicated by the comparseditor. In the
case of the Beethoven excerpts, metronome markings are those of the@ormpthe
case of the Mozart excerpts, metronome markings are those of the publisher. In all cases,
there is a range of tempo that would be acceptable as long as a steady tempo is

maintained, and the character of the excerpté®@mmodatetly the tempo
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Symphony No. 5

Movement 3, Minuet L. Van Beethoven op. 67

Allegro J. =96 poco rit. a tempo

I T Theg ® T T 1T [
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The third movement of Beethovend6és Symphony

Minuet and ScherzoEach part will be discussed separately as the challenges and
demands of the two sections differ.

The most important element to successfully perfpam one othis excerpt is to
think smooth. Even when the large slurs are broken by bow changes, players should
connect the line as much as possible. Hteethe string crossings smoothly and quickly
but be sure not to cut any notes short in an efifoget to thenext string. The dynamics
are important. Be sure not to crescendo unless it is indicated, and maintain the new
dynamic with the same care. The dynamic range for this excerpt i$dr@io
pianissimo. This contrast should be exaggeby playing out in théorte sections
slightly more than usual. This will help the quiet sections seem more sensitive, and show
a wide, expressive dynamic range. Bfl@zandepianosmust be treated carefullyf
they occur in a section thatpganissimo(such as measure 1By should not be

articulated withthe same force as infarte section (such as bar 38). Tkeshniquas
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known as playing the articulation within the context of the dynamic, andicarmway
an inexperienced player if exeedimproperly. Thepoco ritardandodeading into the
fermataswill be an identifier of whether a player has listened to a recordtogo
ritardandomeans a little sloweand should not be owdone. Prepared musicians hear
the horns finishing the thenairing therit. Singing the horn part while practicing will

help the pacing of thétardando.

45



Symphony No. 5

Allegro J =96 Movement 3, Scherzo

L. Van Beethoven op. 67
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Theodore Karpds Dictionary of Musi

humorous, or vigorous nature. The scherzo is more rapid asefubthan the Minuet

and

of ten

uses

promi nent | Y Iltisimgortaattokene n t

this definition in mind whi¢ preparing thexcerpt. Playindgight and vigorous can be a

challenge, but is possible. Keeping a slight amouspate between each eighth note

while playing with a strong tone witiroduce the sound desire8pace shouldlso be

present during quarterote passages. Thtaccatomarkings over the quarter notes

should not be taken tdiverally. Thistechniques described as playing the articulation

within the conéxt of the duration. An eighthotestaccatoshould ke played shorter than

a quartemotestaccato Be sure to count very carefullyfhe thirdbeat entrances (such

" Karp, Theodore Dictionary ofMusic:348

47

c

descri

of rhyt

k



as bars 140 and 162) must be madé wbnfidence, as they represerd thythmic

surprise characteristic afscherzo.As is the case with all excerpts, respect the dynamic
markings, and be sure not to play too quicklihe rhythmic pulse is what matters, not
the tempo.

Measures 128 thrgin 140 are part of the Minuet that precedes this excéupt.
audition panel will listen for thransition between the ctyasting styles Be sure to
maintain thanminuetcharacteristics as discussed earlier, and switch to the new character
immediately.Some conductors will ask that the tempo of the two sections be identical,
while others will utilize a faster tempo for teeherzo.Be sure to practice the transition

both ways.
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L. Van Beethoven
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This section of Re@drédfarede asGhsecitwvengndh o n y
for very good reason. The tempo can, and will, fluctuate with the freedom of an operatic
recitative. For this reason it is of the highest importance thatempo remaifiexible in
this excerpt. No two conductors will dirdbis passage the same way. Some will ask
that it be played nearly in strict time, while others wailbw the tempo tebb and flow
so dramatically théasssection will be utterly lost if the passaigend memaorized,
requiring theplayers to watch theonductor for every note. Learn the excerpt in perfect
time, and also by playing along with different recordings. Practicingrdift
interpretations will prepameusicians for whatever interpretations the auditiommittee
may ask The eighth notesith staccatomarkings should not be played trstaccato
There needs to be a separation, but maintain the fluid nature of a vocal lin@dd te
Joymotive starts in measure 91. Thi®mentis the first new melodic material of the
movement, and hasdrastic character change from the preceding measures. This section
must start whisper quietn one case experienced by the author, a condubteatened
to havehalf the section air bow, so it appears they are still playing, but no sound is
produced f t he desired d.yBeaamiulnotiget buddbeforaitishi ev e d
indicated, and be sute choose a reasonable temieep the bow changes as fluid as
possible, and avoid string crossirmgsplaying higher on the D stringlrhe style and
expression of this passage are paramount, as is flexit##ycertain tdistento multiple
recordings, and practidbe passage a variety of ways. In séimal and final rounds,

applicants may be asked to follow a conductor through this excerpt.
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Symphony No. 2

Allegro con spirito Movement 4

Johannes Brahms, Op. 73
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This excerpt is a challenge for both the left hand and the bow. Mang bbti
strokes are long, buemain quiet so they are possikiece very little bow is needed for
the required dynamiclf this excerpt is played too lolyd players wil run out of bow, so
be sure to respect the dynami&art the first down bovin themiddle of the bowto
allow sufficient bow availability for the followingp-bow slur. Be sure to maintain the
pianissimadynamic as the melodic line ascendlhe compser uses the tersempre
pianissimoseveral times in this passag&udition committees will listen for dynamic
control Starting in measure 264, play out. Playingftnge slightly louder will
accentuate the precedip@nissimaoby creating greater ctmast From measure 265 on,
put a small space between each of the eighth notes. If gegeadthe chromatic
passing tones wiblur together. Th&forzandastarting in bar 275 should pdayed
powerfuly, but not with too sharp of an attack. Tryttki ng or sayi ng fABrahms?o
with the accent. The attack of a ABo0 with a |

will achieve the sountf. Accents within gorte are a great place to show articulation

control, and the power of an instrumastlong a the notes are executed with good tone.

8 Molina, Stephen. Interview.
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Symphony No. 40
Movement 1

W. A. Mozart K. 550
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This excerpt tests left hand technique, interpretation, and most significantly, bow
technique. The opening four bars, as well as bars 122 through 125 should be played
smooth and connected. Be sgterter noteare played full valug¢such as the downbeat
of bar 123). The contrast produced by this smooth articulation, and the execution of the
following passages are musically effective, but can be difficult to produce. The eighth
note passages must playedspiccatq and should remain playful. The transition from
the on string stroke to ttspiccatocan be awkward, so be sure to prepare the change, and
switch to the new stroke directly as the new phrase begims.tempo marking of half

note equbs 120 is that of Zimmerman, and is a good target tempo.
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Symphony No. 40

Allegro assai J=152 Movement 4

W. A Mozart K. 550
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The primary challenge of this excerpt is the tempéhile the half note equals
152 included here is the marking of Zimmerman, not of Mozart, it is a good tempo to
have as a goal. This exceghould be prepared and learned atfisiest tempgossible,
but must be performed cldgin As was stated before, a clear, quality performance at a
slower tempo is better that a fast phogess. Th eighth note passages played off the
stringproduceghe second challenge of this excerpt, switching from on string articulation
to off, and back againThe slurred notes (such as bars 49, 51, and 53) and the dotted half

note resolutions (such as bars 56, 58, and 60) should be played on the string.
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Don Juan
first 65 bars Richard Strauss, Op. 20

Allegro molto con brio
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This excerpt addresses a variety of issues. It is fast, aggressive, rhythmically
complicated, highly chromatic, contains a wide dynamic range, various articulations,
changing meter, pizzicato, and notes below the opsvéaling if a player has an
extersion Listening to recordingill help achieve the tempo, agll as the aggressive
nature. Be sure not to play to hdystas the chacter of the piece jpyous. Practice the
piece slowly to learn the rhythms correctly. Setting a metronome om#nignote
(rather than the half note indicatbg the time signature) will allow a constant pulse
through the changing meters. Slow practice will also assist in learning the chromatic
passages. Be aware thaubleforteis not the loudest dynamic. Bzcommodate, be
sureff is not treated aforte possible Thecrescendosnust be very dramatic, and
continue through the entire duration of the note, as is the purpose of the up bows. Be
sure not to snap the string on thiezicatos and topizzvery lightly where indicated.

Cleanly articulating the passages betbeopen E can be a challenge, so be sure to use a

firm left hand, and a shamed bow stroke.
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Young Person's Guide to the Orchestra B. Britten
Variation H
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This variatiYoaurng ofme Bs ond e n6Gahowcasest 0
anddemonstrates the soundtbé bass section. As a result, many of the varying
dynamics, tone qualities, and effects that can bduymed on the bass are exploit&wr
that reasonhis sectionis not just important to audience members, but also to members
an audition committee. The excerpt begins at a dquiate, gradually becoming louder
with eachbar, arriving at a doubl®rtein bar 8. A player must be sure to start duiet
enough to allow sufficient growth to the lardlynamic. Along with tfs increase in
volume is a gradual accelerando from a slow tempo, arriving at a brisk Allegro just in
time for a sixteenth note run down the neck in bar 11. The composer adds the term
veloce which means fast, to make his instructioresacér. To countehis run bar 12
contans a glissando back upnding with a harmonic G, played witlsfarzando.Great
effect can be achieved on the high G by using a full bow and only moderate weight,
lifting the bow off the string atie tip. The resulting tone witle a ringing, vibrant
harmonic. Bar 28 contains quarter note triplets, but is played out of time as indicated by
rall. molto. This rallentando leads to a nice arrival point on the fermata in bar 29, and
sets up the rest of the excerpt. Starting ind@athe process starts again withejui
dynamics and a slow tempo, increasing in veloaiiy @wolume as the passage continues
At the Allegroin bar 39, Britten again mark®loceto be dsolutely clear. The sixteenth
note scalar passage ends with arfigh, glissandoing up to a high G harmonic. This
moveis similar to the gliss in bar 12, but is played an octave higher. Use the same bow

technique on this high G harmonic for a nice bright, exciting finish.
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