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ABSTRACT 

 

DISSERTATION: An Analysis of Johan de Meij’s UFO Concerto for Euphonium and Wind 
Orchestra Through the Lens of the Conductor and Soloist, With a List of Original Euphonium 
Solos Accompanied by Wind Band (2007-2014)    
  
STUDENT: Ishbah Cox 

DEGREE: Doctor of Arts 

COLLEGE: Fine Arts 

DATE: May 2016 

PAGES: 164 

 This study provides an analysis of Johan de Meij’s UFO Concerto for Euphonium and 

Wind Orchestra based on the analytical method in Jan LaRue’s Guidelines for Style Analysis. 

The performance concerns of the soloist and issues of importance for the conductor are also 

discussed. Additionally, I provide insights garnered from interviews with the composer, the 

conductor of a premiere, and a soloist of a premiere. My own thoughts as a euphonium player 

and conductor also are included.  

 An important observation I made was that of the recurring de Meij Chord/Gamelan 

Chord and Introductory Theme/Gamelan Theme, which are prevalent through much of the piece. 

This chord structure was used also in de Meij’s, Extreme Make-Over and Planet Earth. 

Composer de Meij and soloist Adam Frey both stated that the concerto’s form is through-

composed. In my analysis, however, I identified the form as a quasi sonata-allegro form as 

explained in Chapter III.  

 This piece is challenging for soloists because of its range, awkward fingering 

combinations/articulations, its multi rhythmic layers, and its length. Frey compared the UFO 

Concerto to several works that have become standard for solo euphonium and band. However, he 
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notes that the ensemble for the UFO Concerto is given the task to play many of the same 

passages that also were written for the soloist.  

 My discoveries concerning conducting issues include the need for the conductor to 

prepare the ensemble, as well as communicate with the soloist, because of some inherent musical 

liberties and intricate musical moments found in the piece. Based on the interview with Richard 

Good and my personal findings, this study confirms that a conductor must pay special attention 

to proper balance and the rhythmic challenges created by de Meij.   

 An interview with Johan de Meij, the composer, explored the motivation, compositional 

background, and highlights of the piece that were not explicit in his program notes. De Meij also 

discussed his views on identification of the themes and the Gamelan Chord that was central to 

much of this five-movement work. Richard Good, a conductor who premiered the work, 

provided insight on conducting this concerto, especially regarding collaboration with the soloists. 

An interview with Adam Frey, who performed in the Asian premiere of the UFO Concerto, 

touched on aspects of preparation and on collaboration challenges. Transcripts of these focused 

interviews are found in Appendices B, C, and D.  

 An important addition to this study is my list based on Adam Frey’s “Music for 

Euphonium and Wind Band,” found in the Guide to Euphonium Repertoire: The Euphonium 

Source Book. Appendix A lists original works for Euphonium and Wind Band written between 

2007 and 2014. This list helps to place the UFO Concerto in the wider historical context of the 

euphonium repertoire.  



 

 

1 
Chapter I 

Introduction to Study 

 The role of the euphonium has seen an interesting evolution, especially given its 

importance within the wind band. The euphonium’s defined role and acknowledgement by 

composers came later than its counterpart, the tuba.1 The tuba was embraced through its role in 

the orchestra during the nineteenth century, but the euphonium found its popularity as a wind 

band instrument during the 1850s and into the early twentieth century.2 Out of all of the brass 

instruments, only the euphonium has seen limited use within the orchestra. The horn, trombone, 

trumpet, and tuba have all had permanent roles in the orchestra, and each has been gifted with a 

healthy repertoire of solo works with band or orchestral accompaniment. In his article in Guide 

to the Euphonium Repertoire: The Euphonium Source Book, Michael B. O’Connor described the 

euphonium’s rise and fall in popularity:    

 From a modern perspective, it would seem that the euphonium failed to gain the more 
 prestigious role earned by the tuba, but this view fails to take into the account the 
 popularity of the wind band in the nineteenth century…Not surprisingly, the euphonium’s 
 rapid rise in popularity and its subsequent gradual fall into relative obscurity during the 
 twentieth century followed a similar rise and fall in the popularity of wind bands.3 
 
Thanks to the many artists, teachers, military bands, and composers who have advocated for 

euphonium literature, there is an expanded euphonium repertoire, mainly from the wind band 

literature and works that feature the euphonium as a solo instrument.     

In 2007, Adam Frey created a detailed list of original euphonium works, including 

unaccompanied solos, works with piano, works with brass band, and solo euphonium works with 

                                                
1 Michael B. O’Connor, “A Short History of the Euphonium and Baritone Horn,” in Guide to the Euphonium 
Repertoire: The Euphonium Source Book, ed. R. Winston Morris, comp. Lloyd E. Bone Jr. and Eric Paull, 
(Bloomington, IN: Indiana University Press, 2007), 1.   
2 Ibid. 
3 Ibid.  
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band. Frey’s contributions were included in the Guide to the Euphonium Repertoire.4 This guide 

was written as a major resource regarding the history, the repertoire, and of the equipment 

related to the euphonium, artists, and educators surrounding the euphonium. Frey’s article, 

“Music for Euphonium and Wind Band,” is a compilation of 274 works from the earliest 

compositions for euphonium to the publication of the article in 2007.  

Since 2007, several substantial works for solo euphonium and wind band have been 

written. One of those works is Johan de Meij’s first concerto for euphonium, entitled UFO 

Concerto for Euphonium and Wind Orchestra (2012) (referred to as UFO or UFO Concerto 

throughout this study). The concerto was commissioned by the euphonium soloist for the United 

States Military Academy West Point Band, Jason Ham, and had its world premiere on February 

15, 2012. David Childs, euphonium soloist from Britain, gave the British premiere; the work was 

also performed in 2012 in Manchester by a brass band called the Cory Band.5  

 This study produces an analysis of de Meij’s original work for euphonium and wind 

orchestra and provides an appendix to update Adam Frey’s original list of solo works for 

euphonium and wind band. I address two additional areas in this study of de Meij’s concerto: (1) 

performance practice for the soloist and (2) conducting and rehearsal concerns for the conductor. 

After an extensive review of literature (seen later in Chapter I), it becomes apparent that there is 

a need to address both the concerns of conducting this concerto and the preparation demands 

required of the soloist. As a conducting student with an emphasis in euphonium performance, I 

find the integration of performance and conducting intriguing, and this concerto provides an 

                                                
4 Adam Frey, “Music for Euphonium and Wind Band,” in Guide to the Euphonium Repertoire: The Euphonium 
Source Book, ed. R. Winston Morris, comp. Lloyd E. Bone, Jr. and Eric Paull (Bloomington, IN: Indiana University 
Press, 2007), 91-114.  
5 Johan de Meij, “Music Catalogue,” The Music of Johan de Meij, http://www.johandemeij.com/music.php 
(Accessed May 7, 2015).   
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opportunity to explore this integration.    

 I retrieved the necessary information for this study through interviews and an analysis 

modeled after Jan LaRue’s Guidelines for Style Analysis (Sound, Harmony, Rhythm, Melody, 

Form, and Text or SHRMFT).6 Note that the T in SHRMFT was not addressed in this study, 

since there was no text related to the concerto. The individuals who helped inform this study via 

interviews represented a variety of areas: 

• Johan de Meij, UFO Composer 
• Richard Good, Conductor of one of the premiere UFO performances with soloist Jason 

Ham and the Symphonic Wind Band at Auburn University 
• Adam Frey, Euphonium artist who premiered UFO in Singapore and author of the article 

“Music for Euphonium and Wind Band” in the Guide to the Euphonium Repertoire: The 
Euphonium Source Book         
   

Brief Biography of Johan de Meij 

Johan de Meij has written works for film, symphonic transcriptions, and musicals. 

Renowned orchestras such as the London Symphony Orchestra have recorded his works.7 He is 

not only known for his contributions as a composer, but he is also active as a conductor and 

trombone and euphonium performer. He studied conducting and trombone at the Royal 

Conservatory of Music in The Hague in the Netherlands. He has been recorded with a variety of 

professional groups on both the trombone and euphonium, including the Netherlands Wind 

Ensemble and the Radio Chamber Orchestra, and he has conducted orchestras throughout 

Europe, Asia, and North and South America.  

 Johan de Meij completed two additional works, both which he indicates influenced 

thematic and harmonic material seen and heard in the UFO Concerto for Euphonium and Wind 

                                                
6 Jan LaRue, Guidelines for Style Analysis, Marian Green LaRue and Susan Parisi, ed. (Sterling Heights, MI: 
Harmonie Park Press, 2011). 
7 Johan de Meij, “Music Catalogue,” The Music of Johan de Meij, http://www.johandemeij.com/music.php 
(Accessed May 7, 2015).   
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Orchestra, namely Extreme Make-Over and Planet Earth.8 Both works were written for wind 

orchestra, and I will connect one of the two works, Extreme Make-Over, in a peripheral way to 

his aforementioned euphonium concerto. The composer has stated the connection that the UFO 

Concerto has to both Extreme Make-Over and Planet Earth. 

The opening chord may sound familiar to some listeners: This chord and the first theme 
are based on the same five-note chord used in ‘Extreme Make-over’ and ‘Planet Earth’ 
[sic] in 2005: a major triad with an added 4th and 7th. This chord has been obsessively 
present in my head ever since – I could not resist using it again! Both the chord as well as 
the main theme make appearances in various shapes and forms throughout the entire 
piece.9  
  

Johan de Meij also created a brass band edition and a piano reduction for Extreme Make-Over 

and for UFO.10  

Purpose of Study  

 There have been a number of significant works commissioned and written for euphonium 

and wind band. These pieces are worthy of performance for a variety of reasons, be it the 

composer’s multiple years of impact on the wind band idiom, or the fact that a distinguished 

euphonium artist agreed to premiere the work. The euphonium has been in demand as an integral 

part of the wind band. Therefore, to continue the efforts of people like Frey, it is important to 

present new, updated, and similar studies.  

 The quality of the solo part is not the only concern in evaluating a concerto; there is also 

the craftsmanship of the music written for the accompanying ensemble and the demands placed 

on the conductor. Therefore, this dissertation explores and illuminates my analysis of the 

conductor’s approach to preparing the ensemble, including coordination with the soloist, 

                                                
8 Johan de Meij, “Music Catalogue,” The Music of Johan de Meij, http://www.johandemeij.com/music.php 
(Accessed May 7, 2015). Planet Earth is Movement II of his Symphony No. 3. 
9 Ibid.  
10 Ibid.  
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specifically cueing, starting, stopping, and any passages of concern for the conductor, ensemble, 

and soloist. Although the accompanying ensemble parts within concerti are often basic and only 

complimentary to the soloist, in de Meij’s work the accompaniment contains difficult passages 

for the ensemble. Thus this study also highlights preparing the ensemble. A review of existing 

literature did not reveal any other studies that addressed these specific concerns.  

 In his 1996 doctoral dissertation regarding the biography of famed euphoniumist Earle L. 

Louder, Richard Good noted that more euphonium literature is needed.11 Although this study 

was published nearly two decades before the current undertaking, and several euphonium works 

have been written since that time, the catalogue of works still does not compare favorably to the 

euphonium’s counterparts within the brass family. Therefore, an in-depth study of a work for 

band and euphonium will contribute to a neglected area of scholarship.   

 As mentioned previously, a number of significant works have been commissioned and 

written for euphonium and wind band since Frey’s list was published.12 This study continues the 

efforts seen in the Guide to the Euphonium Repertoire, in which Frey provided an annotated list 

of works for euphonium and band. My approach is influenced by Frey and is similar to his, with 

the exception of the annotation. An updated list of euphonium solos with band from 2007 to 

2014 has been included in Appendix A using the following format:  

(A) Composer’s name last name, first name, title and year published;  
(B) Publishing company, purchase or rental availability; and  
(C) Detailed instrumentation (i.e., solo euphonium/list of parts). 

  
   
 
 

                                                
11 Richard Good, “A Biography of Earle L. Louder: Euphonium Performer and Educator” (D.M.A diss., Arizona 
State University, 1996), 78.    
12 Adam Frey, “Music for Euphonium and Wind Band,” in Guide to the Euphonium Repertoire: The Euphonium 
Source Book, ed. R. Winston Morris, comp. Lloyd E. Bone, Jr. and Eric Paull (Bloomington, IN: University Press), 
91-114.  
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 Review of Literature 

After a thorough search of literature, I located several dissertations regarding the 

euphonium. Most of these focused on individual works for solo euphonium, chamber works for 

solo euphonium (including tuba-euphonium quartets), annotated bibliographies and listings, and 

topics regarding history. While these dissertations provided much insight into the euphonium, 

there is still much to uncover regarding specific solo euphonium and band repertoire. 

Secondarily, although there are many dissertations regarding repertoire for wind band and the 

conducting concerns found therein, there is little discussion on approaches to conducting solo 

literature with band.  

I reference three texts regarding the topic of the conductor and soloist and one text 

regarding solo euphonium repertoire. These books examine the subject of conducting a soloist 

through the lens of the conductor. Although the books were constructed in an instructional 

format, I found significant factual and content knowledge in the materials to support this study. 

A fourth text used was a reference guide related to several topics concerning the euphonium. 

Websites also have been cited in this study. Information about the composer, euphonium 

artists, and video recordings were all available online and were utilized as current and necessary 

information for the dissertation.  

Scores are another source of information for the study, and I received these through the 

distributor, Hal Leonard. Permission from the publisher and composer, Amstel Music and Johan 

de Meij was granted to use these scores to display necessary musical examples for the 

dissertation. I also referenced an extant commercial recording of the concerto.  

 

 



 

 

7 
Review of Dissertations 

 
The “Golden Age” of Euphonium Playing c. 1880-1920 by Gretchen Renae Bowles 
 
 The purpose of Bowles’ study was to explore the period in euphonium performance from 

the 1880s to the 1930s, now called the “Golden Age”13 because it was a time before the arrival of 

television, when live music was the viable entertainment option for mass audiences. Bowles’ 

dissertation specifically focused on topics related to euphonium performance, including 

musicianship, soloists, composers, and repertoire. Bowles examined the technological changes in 

the instrument and the impact these improvements made on compositions for the euphonium 

written during this period. Some of the well-known composers of the day included John Philip 

Sousa, Edwin Franko Goldman, and Henry Fillmore. Each of these composers led their own 

professional wind band.  

 The technological advances in brass instrument production and valve assemblies opened 

up a new world for brass players and performance. The elimination of the necessity to change 

crooks, and the sophisticated improvements on the valve systems, allowed for an extension of the 

harmonic and melodic capabilities of brass instruments.14 This new technology allowed brass 

instruments to truly play chromatically for the first time in history.  

 Bowles outlined the purposes of the dissertation as follows: (1) “Discuss the history of 

the euphonium,” (2) “Synthesize biographical information of the euphonium players of this 

time,” and (3) “Examine the role of the euphonium soloist of the day, with a discussion of the 

                                                
13 Gretchen Renae Bowles, “The “Golden Age” of Euphonium Playing c. 1880-1920” (D.M.A. diss., University of 
Southern Mississippi, 2004), 2.     
14 Ibid. 



 

 

8 
music played by these soloists.”15 The writer also made it clear that very little had been written 

about the artists and music of the euphonium during the “Golden Age” period.  

 Bowles’ method of study is considered a qualitative study due to the data gathered from 

interviews. According to Bowles, the most significant data collected for her study were the 

interviews with Dr. Brian Bowman and Dr. Earle Louder. She also used CD jacket recording 

notes to capture biographies of the artists and performance practices of the “Golden Age.”  

The Evolution of the Tuba Quartet and its Repertoire by Bradley Bryant Boone 
 

The purpose of this study was to make the reader aware that the tuba quartet chamber 

ensemble has a wealth of repertoire, but has not received much publicity and attention. This 

study provided a discography, a number of appendices regarding repertoire, a list of various 

brass conferences in which the tuba quartet performs, and a list of composers and arrangers for 

this ensemble.   

 In Chapter Four, Boone provided a detailed overview and appendix of the tuba quartet 

repertoire. The process through which Boone collected this data was of particular interest to the 

study. Utilizing The Guide to the Tuba Repertoire and The New Tuba Source Book, he included 

graphs of his personal top-10 composers or arrangers of tuba quartet works. His justification for 

this list is based on the data collected regarding the repertoire within his study. Initially, Boone’s 

study served as a model for organizing and presenting the data within the findings of my study, 

however, since the collection of this data, Boone’s study is no longer a model.  

 Nevertheless, Boone made an interesting observation regarding the wind ensemble and 

the euphonium. He stated that the late nineteenth and early twentieth century was a time of 

                                                
15 Gretchen Renae Bowles, “The “Golden Age” of Euphonium Playing c. 1880-1920” (D.M.A. diss., University of 
Southern Mississippi, 2004), 2.    
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significant virtuosic display for the euphonium.16 The performers had a direct impact on the wind 

ensemble. He stated: 

The wind ensemble embraced the euphonium for its virtuosity and tone. The euphonium  
was a popularly featured solo instrument in the golden era of wind bands from the 1870s 
through the 1940s. Popular solos from the period include: The Carnival of Venice by 
Jean-Baptiste Arban, Concerto per flicorno basso by Amilcare Ponchielli, Beautiful 
Colorado by Joseph DeLuca, and Fantasie Originale by Ermano Picchi.17 

 
An Annotated Bibliography of Selected Contemporary Euphonium Solo Literature by 
American Composers by David Royal Miles 
 
 The Miles study is an annotated list of original works for the euphonium.18 David Royal 

Miles stated that there were three reasons for or goals of his study: (1) the need for awareness 

regarding original works for euphonium, (2) this information and awareness would bring about 

an interest for increased performances and a greater development of the repertoire, and (3) it 

would encourage the development of more qualified players and teachers.19 The writer also 

stated that there is a lack of available resources (e.g., repertoire) specific to the euphonium. His 

study and data sought to provide that missing and necessary information for this instrument.  

 Miles continued to suggest that for the euphonium to be a viable instrument, it “must 

maintain and develop its own personality and musical role, both in ensemble playing and as a 

solo instrument.” He justified this need for importance and viability as a brass instrument: 

The euphonium is capable of being one of the most beautiful voices in the brass 
instrument family, but this beauty can be preserved only by competent musical 
performances of appropriate literature expressing musical potential of the instrument.20  

 
 
 

                                                
16 Bradley Bryant Boone, “The Evolution of the Tuba Quartet and its Repertoire” (D.M.A. diss., Louisiana State 
University, 2011), 17. 
17 Ibid.  
18 David Royal Miles, “An Annotated Bibliography of Selected Contemporary Euphonium Solo Literature by 
American Composers” (D.M.A. diss., University of Maryland, 1991), Abstract.  
19 Ibid.  
20 Ibid., 16. 
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The Composition and Analysis of a New Fantasy for Euphonium and Orchestra with 
Analysis of Jan Bach’s Concerto for Euphonium and Orchestra by Doug Bristol 
 
 Bristol’s study began with a brief history of the euphonium’s use in the orchestral 

repertoire, which he determined to be modest.21 Bristol’s dissertation provides a full analysis of 

Jan Bach’s Fantasy, which is a solo for euphonium and orchestra. The author provides a 

literature review of euphonium works and orchestra, as well as his methodology and analysis of 

both Jan Bach’s Concerto for Euphonium and Fantasy. Both analyses and literature review 

informed this study on approaches to analyze de Meij’s work, UFO Concerto.  

 Bristol noted that the purpose of his study was to analyze an original work for euphonium 

that was accompanied by an orchestra.22 He pointed out the variety of compositional techniques 

used in this work. He compared some of these devices with those used by composers such as 

Stravinsky, Bartók, Hindemith, and Copland.23  

 Bristol’s justification of his study is still relevant, although there is an improved situation 

for the euphonium and its solo repertoire. Bristol quoted Professor of Music and Director of 

Bands at Auburn University, Dr. Richard Good (a former low brass studio teacher and 

euphonium artist): 

A definite need for more euphonium literature exists. Only a small amount of music has 
been written for the euphonium. Typically, the euphonium borrows literature from other 
instruments, and instructors are forced to rely on transcribed pieces which do not exploit 
the euphonium’s diversity—from its velvet tones to its bombastic strengths.24  

 
Although much literature has been written since the time of Bristol’s dissertation, the need to 

continue to grow the repertoire is still a relevant concern, so that artists, educators, and students 

have a healthy collection of original works to perform, teach, and study.  

                                                
21 Doug Bristol, “The Composition and Analysis of a New Fantasy for Euphonium and Orchestra with Analysis of 
Jan Bach’s Concerto for Euphonium and Orchestra” (D.A. diss., University of Northern Colorado, 2002), iii.  
22 Ibid. 
23 Ibid., 5.  
24 Ibid.   
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A Study of the Wind Band Writing of Two Contemporary Composers by Linda R. 
Moorhouse 
 
 A study completed by Linda Moorhouse in 2006 examined a transitional period of wind 

band functions and composer contributions, as well as selected works by Libby Larsen and Frank 

Ticheli.25 This dissertation informed my study through Moorhouse’s focus on the conductor’s 

approach to the music. She began the chapter with a statement that captured the role and 

responsibility of the conductor: “The approach to a score, in many ways, is a conductor’s 

personal journey to the inner meaning of the composer’s intent.”26 Moorhouse shared five 

elements needed for effective study of scores for conductors.27  

 Whatever the method, most conductors make use of similar key elements   
 in the study and preparation of a composition. They include (1) the background  
 study of composer and score, (2) score exploration through reading   
 analysis and internalization, (3) a deciphering of the composer’s intent, (4)  
 interpretation through study of the aforementioned, and (5) the addressing   
 of the technical issues of the work, both for individual performer and   
 ensemble.28 
          

Review of Books 
 

Guide to The Euphonium Repertoire: The Euphonium Source Book edited by R. Winston 
Morris, compiled by Lloyd E. Bone Jr. and Eric Paull  
 

The compilation by Lloyd Bone and Eric Paull, under the supervision of R. Winston 

Morris, created what is essentially the encyclopedia for the euphonium and baritone horn. This 

text contains a wealth of information about the euphonium, including history, repertoire, 

chamber works, pedagogy, biographies of professional euphoniumists, biographies of euphonium 

composers, and a discography of euphonium works. 

                                                
25 Linda R. Moorhouse, “A Study of the Wind Band Writing of Two Contemporary Composers” (D.M.A. diss., 
University of Washington, 2006), Abstract.  
26 Ibid., 276. 
27 Ibid., 292. 
28 Ibid., 276.  
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Adam Frey made significant contributions to this text. His “Music for Euphonium and 

Wind Band” is significant to this study. Frey’s study compiled all solo works from the nineteenth 

century through 2007.29 He categorized the works, including the “Golden Years” (as described 

by Bowles30) ranging from the 1880s to the 1920s.31 Frey continued to segment and categorize 

the works written post 1960 as “contemporary” or “large-scale.”32 Frey stated, that between the 

transition to the twentieth century and the time frame of what he considered the contemporary 

works, few original works for euphonium were written. In addition, Frey’s list separately 

partitioned those solos written for the tenor horn or baritone, or what he defined as the “German 

and Austrian-style” instrument, as well as duets written for tenor horn. These categories are 

excluded from my study, as this dissertation focuses on works written for the euphonium keyed 

in Bb.33 Frey’s organization helps inform this new study in its organization and methods to 

collect the desired data.  

The Modern Conductor by Elizabeth A. H. Green 
 

Elizabeth Green’s text, The Modern Conductor, addressed a variety of items, including 

basics like conducting patterns, beating time, the baton, gestures, and tempos. In addition, 

chapters fourteen and fifteen from this study addressed some of the concepts and concerns with 

the approach to conducting and preparing to conduct soloists.34  

                                                
29 Adam Frey, “Music for Euphonium and Wind Band,” in Guide to the Euphonium Repertoire: The Euphonium 
Source Book, ed. R. Winston Morris, comp. Lloyd E. Bone, Jr. and Eric Paull (Bloomington, IN: University Press), 
91-114.  
30 Gretchen Renae Bowles, “The “Golden Age” of Euphonium Playing c. 1880-1920” (D.M.A. diss., University of 
Southern Mississippi, 2004), 2.  
31 Adam Frey, “Music for Euphonium and Wind Band,” in Guide to the Euphonium Repertoire: The Euphonium 
Source Book, ed. R. Winston Morris, comp. Lloyd E. Bone, Jr. and Eric Paull (Bloomington, IN: University Press), 
91-114.  
32 Ibid. 
33 Ibid. 
34 Elizabeth A. H. Green and Mark Gibson, ed. The Modern Conductor (Upper Saddle River, NJ: Pearson Prentice 
Hall, 2004), 197. 
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Green prescribed a process for successful work with the soloist and respective ensemble. 

She began by encouraging the conductor to first learn the solo. She clarified this point by stating 

that it is not necessary to literally learn the part well enough to play, but stated that the conductor 

should know clearly the phrasing, harmonic areas of interest, areas requiring great demand on the 

soloist, and proper performance practice for the specific time period being performed in the 

music.35 She also alerted the conductor to be aware of areas within a concerto that need to be 

separately rehearsed and those that require rehearsals with both the soloist and ensemble.  

The Score, The Orchestra, and The Conductor by Gustav Meier  
 

This book is similar in its structure to the Green text. Meier presented basic information 

about baton technique, preparatory beats, and meter subject, much as one would see in a 

conducting class textbook. Meier also discussed the roles and responsibilities for both the 

conductor and soloist. He mentioned that all concerns regarding tempos and interpretative 

questions should be addressed outside of the rehearsal.36  

The Cambridge Companion to Conducting by José Antonio Bowen 
 

José Antonio Bowen’s The Cambridge Companion to Conducting was broken down into 

three major parts: Practice, History, and Issues.37 In Bowen’s chapter related to the conductor and 

the soloist, he discussed the relationship needed between the two. Members of the orchestra 

should easily recognize the advanced preparation of the conductor and soloist.38   

Conducting with a soloist differs in many ways from the norm, the most   
 obvious difference being the expectations of the soloist and the orchestra.   
 The soloist expects the conductor to embrace his or her interpretation   
 without question. The orchestra expects the conductor to be familiar with the  

                                                
35 Elizabeth Green and Mark Gibson, ed. The Modern Conductor (Upper Saddle River, NJ: Pearson Prentice Hall, 
2004), 197. 
36 Gustav Meier, The Score, The Orchestra, and The Conductor (New York: Oxford University Press, 2009), 299.   
37 José Antonio Bowen, The Cambridge Companion to Conducting (New York: Cambridge University Press, 2003), 
v. 
38 Ibid., 40.  
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 soloist’s interpretation and be technically prepared to indicate clearly any tempo changes 
 or dynamic adjustments required.39           

                                 
Review of Websites 

The Music of Johan de Meij 
 

Johan de Meij’s personal website, The Music of Johan de Meij, provided pertinent 

information about all of his compositions, relevant news, and his biography. It also included a 

summary of the UFO Concerto for Euphonium and Wind Orchestra, which is provided in my 

dissertation, as part of my analytical discussion.    

YouTube  
 

YouTube allowed access to a few recordings of UFO Concerto for Euphonium and Wind 

Orchestra. In particular, this study references Dave Childs and Johan de Meij premiere UFO 

Concerto in Linz, Austria, at the Brucknerhaus, Linz. Another video features highlights of Johan 

de Meij conducting an Austrian Military Band in June of 2012 at the International Tuba 

Euphonium Conference (ITEC). These video recordings were selected because seeing the 

composer conduct and hearing his personal interpretation of his piece is helpful to this study.   

Euphonium.com 
 
 The Euphonium.com website provided details about the euphonium artist Adam Frey. 

The site included his biography, upcoming schedule, and discography, but his site is also a 

resource of literature regarding many topics regarding the euphonium including: conferences, 

repertoire, and access to the online store.40  

 
 
 

                                                
39 José Antonio Bowen, The Cambridge Companion to Conducting (New York: Cambridge University Press, 2003), 
v. 
40 Euphonium.com Adam Frey, “Home Page,” Euphnium.com Adam Frey, https://www.euphonium.com/index.html 
(Accessed December 21, 2015). 
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Euphonium Foundation UK 
 
 Euphonium Foundation UK was created with the mission of “commissioning of new and 

diverse repertoire for euphonium, in order to develop a more widespread understanding and 

awareness of the instrument, its capabilities and its role within the wider world of music.”41 The 

website’s information has been useful in the creation of my appendix.     

Review of Other Sources 

Scores 
 

Scores of UFO Concerto for Euphonium and Wind Orchestra and Extreme Make-Over 

are used as references for analytical purposes. Permission was granted by Johan de Meij and the 

Amstel Music publishing company to use necessary musical examples in the dissertation. 

(Although Hal Leonard is the distributor of this music, Johan de Meij and his Amstel Music 

Publishing currently own the rights.)   

Interviews  

The only available interview with Johan de Meij that was discoverable was on the 

Australian Band and Orchestra Directors Association’s (ABODA) YouTube channel.42 In the 

interview, de Meij spoke of his compositional process, especially the factors that affect his 

writing. He stated that, first, it is important to have a plan; after the plan, then it was important to 

understand for whom the composition would be written. He spoke about how the title, 

commissions, and difficulty level would be factors in the outcome of his pieces.  

There was an additional interview with Jason Ham by Dr. Kristin Tjornehoj, a Professor 

of Music at the University of Wisconsin--River Falls and conductor of one of the performances 

                                                
41 Euphonium Foundation UK, “About,” Euphonium Foundation UK, 
http://www.euphoniumfoundationuk.org/about.html (Accessed May 11, 2015).     
42 YouTube, “An Evening with Johan de Meij Part 5-The Process of Composition,” Australian Band and Orchestra 
Directors Association. https://www.youtube.com/watch?v=mG7SnEvkLPc (Accessed May 10, 2015).    
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of the concerto.43 Ham discussed the necessity for quality composers to write for the euphonium 

and the need for this instrument to receive its proper recognition. He continued to speak briefly 

about the background of the title of the piece and the importance of and advantages to having 

consortiums.  

Recordings  

To date, there has only been one commercial recording of UFO Concerto for Euphonium 

and Wind Orchestra. The CD was released on the Amstel Classics Label in 2013. This recording 

is the Banda de Lalin, Bram Sniekers Conductor, with David Childs as euphonium soloist.44  

Details of Methodology 

 I studied the score from the perspective of both a conductor and an euphoniumist to 

prepare an analysis, completed the interviews, and compiled a repertoire list to capture the 

necessary data for this study. Interviews of Johan de Meij, Richard Good, and Adam Frey 

provided insight to the preparation and construction of the work.45 The list of solo euphonium 

works with wind band includes compositions written between 2007 and 2014. Interviews were 

captured over the phone using a Zoom H2N recording device and through email. After the 

interviews, I then listened to the interviews, transcribed the interviews, and sent drafts of the 

transcripts to each of the interviewees. After the edits were approved by each of the interviewees, 

the texts were included in the appendix and selected excerpts were highlighted in the study.  

Details about Interviews 

 My interview with the composer was specifically about the piece, UFO Concerto for 

Euphonium and Wind Orchestra. I designed questions to retrieve information about the 

                                                
43 YouTube, “Dr. Kristin Tjornehoj Interviews Jason Ham.” UW-River Falls Music Department. 
https://www.youtube.com/watch?v=fPMG3Qz3F4c (Accessed October 9, 2015).  
44 Johan de Meij, Extreme Beethoven with David Childs (euphonium) and the Banda de Lalin, conducted by Bram 
Sniekers, released 2013, AM 119-010, compact disc. 
45 I completed my own analysis before doing the interviews. 
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principals of the piece utilizing aspects of Jan LaRue’s model of analysis.46 Questions regarding 

instrumentation, basic harmonies, rhythm, melodic content, form, and text or programming 

concerns were discussed with the composer. Questions for the conductor focused on the 

approach that one must take in preparing to perform with a soloist as well as his personal 

interpretations of the piece. It was important to discover what was done before the first rehearsal, 

what kind of gestures were used when conducting the soloist, and what were the concerns with 

the specific piece for the conductor. Questions of the euphonium artist, Adam Frey, consisted of 

specifics about the performance concerns, approaches to preparing the work, and items related to 

the structure of the piece. My thoughts about the structure, which differ from or elaborate on 

those of de Meij and Frey, are discussed in Chapter III.  

Details about Analysis 

 My analysis of the UFO Concerto consisted of a compositional analysis, performer’s 

analysis, and conductor’s analysis. Within the compositional analysis, the dissertation provides 

in-depth, categorized information regarding the construction of the work and use of melody and 

harmony. In the performer’s analysis, I present information important for performing the difficult 

euphonium solo. Finally, in the conducting analysis, I provide information related to the 

conducting and interpretative challenges of the work.   

Compositional Analysis 

 In the thematic analysis, all themes and motives were identified and located throughout 

all five movements. For instance, in mm. 9-25 of Movement I, the first statement is labeled the 

Introductory Theme/Gamelan Theme, and its presence in the rest of the work has been located 

and highlighted. All possible iterations of this motive, both explicit and less immediately 
                                                
46 Jan LaRue, Guidelines for Style Analysis, Marian Green LaRue and Susan Parisi, ed. (Sterling Heights, MI: 
Harmonie Park Press, 2011). 
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apparent, have been discovered and labeled.  

 This study includes a key table, which includes the identification of key centers within 

each movement to demonstrate overall harmonic structure and form. For example, in the first 

sixteen measures of the work, the tonal center orbits C major, but with the added 4th  (F) and the 

flatted 7th (B-flat) heard throughout. In fact, the first notes played by the euphonium are a C 

major triad with added 4th and 7th. The composer referenced the use of this chord earlier in his 

Extreme Make-Over.  

 It is important to note that the analysis portion does not include a measure-by-measure 

harmonic analysis. Rather, my harmonic study focuses on a large-scale tonal plan with 

examination of transitional harmonies that bridge portions of the work or of harmonies that are 

of particular interpretative importance to the piece.  From a structural and formal perspective, my 

study includes an analysis of each movement’s form, as well as the over-arching form of the 

entire work, and I highlight macro and micro structural details about the form.  

Performer’s Analysis 

 The performer’s analysis includes information relevant to technical demands and 

interpretation concerns in performing the solo part. An example includes highlighting the 

approach to performing the rubato section beginning in m. 16 of Movement I. Although rubato 

indicates the soloist has freedom to fluctuate the tempo, too much variability in the wrong 

moments would break the melodic line, causing a loss of the overall melodic and rhythmic 

organization.  

Conductor’s Analysis 

 The conductor’s analysis includes interpretative approaches (either explicitly indicated by 

the composer or not) and illumination of challenging passages for all performers and the 
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conductor. For example, in the first movement it is important to communicate with the soloist 

about his/her personal interpretation in mm. 9-10. It would be a natural inclination of many 

soloists to stretch and slow those measures, and a conductor would therefore need to adapt and 

be ready for the ensemble entrance in m. 12. Thus, I recommend that the conductor should treat 

mm. 9-10 and 12-13 as fermatas.  

 This study also includes personal comments based on my own preparation of the solo 

with an accompanist and a personal study of the full score as a conductor. The information I 

present is enhanced by these experiences and could not be gained through textual sources or 

score study alone.  

Detail of the Chapters  

 Chapter I includes an introduction of the study. Chapter II contains biographical sketches 

of the interviewees and background information about the pieces discussed within the analysis 

chapter. This chapter also presents some background information regarding one additional piece 

by de Meij, Extreme Make-Over. This specific work is mentioned because of its compositional 

connections to UFO.  

 Chapter III is dedicated to the analysis of UFO Concerto for Euphonium and Wind 

Orchestra. As mentioned earlier, Jan LaRue’s Guidelines for Style Analysis (SHRMFT) method 

influenced my description and analysis of the work. Chapter IV provides a discussion about 

performance and conducting concerns. Details of the interview responses with the cooperating 

composer (who also conducted one of the premieres), soloist, and conductor, and my personal 

discoveries through score study and preparation of the solo part are shared in this chapter.  
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 Finally, Chapter V concludes this study with suggestions for further study, a summary, 

and final thoughts and conclusions. These ideas become an amalgam and synthesis of the 

author’s personal discoveries, the analysis, and all collected data.  

Content of Appendices  

 The final section of the dissertation features four appendices. Appendix A provides an 

updated list of euphonium solos with band accompaniment from 2007 to 2014. This includes 

works written for euphonium and wind band only. Appendix B provides a complete transcript of 

the interview with the composer, Johan de Meij. The discussion was designed to address the 

construction, organization, and any background/programmatic information that was not public 

before the study. Appendix C presents the interview transcript of Richard Good, one of the 

premiere conductors of UFO. He addressed the conducting concerns regarding the preparation of 

the ensemble, collaborating with the soloist, and areas including musicality and technique. 

Appendix D contains the comments of Adam Frey, the euphonium artist who gave the Asian 

premiere, and compiler of the article cataloguing solo euphonium repertoire to 2007. Topics 

discussed and questions asked revealed information about the performing process for UFO. The 

interview with Frey was primarily about his personal interpretations, areas of technical concern, 

and his collaboration process with the conductor.  
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Chapter II  

Background Information 

 This chapter contains biographical sketches of the interviewees and background 

information about the pieces that are discussed within the analysis chapter (see Chapter III). 

While Johan de Meij and his UFO Concerto for Euphonium and Wind Orchestra are the primary 

topics that I explore, this chapter also presents background information on an additional piece by 

de Meij entitled Extreme Make-Over: Metamorphoses on a Theme by Tchaikovsky. This work 

deserves attention because of its compositional connection to his first euphonium concerto.  

Biographical Sketch of Johan de Meij 

 Johan de Meij was born in Holland on November 23, 1953, and studied conducting, 

trombone, and composition at the Royal Conservatory of Music in The Hague.1 He has recorded 

with a variety of professional groups including the Netherlands Wind Ensemble and the Radio 

Chamber Orchestra, on both the trombone and euphonium, and he has conducted orchestras 

throughout Europe, Asia, and North and South America. De Meij has written works for wind 

band, chamber ensembles, and orchestra, including works for film, symphonic transcriptions, and 

musicals.2 Orchestras worldwide have recorded his works, including the London Symphony 

Orchestra. To date, his three instrumental solos with wind band and his works for wind band 

include the following: 

• La Quintessenza (1988)  
• Symphony No. 1 The Lord of the Rings (1988) 
• Aquarium (1989)  
• Loch Ness (1990) 

                                                
1 NMM “Noel Music Management,” Exclusive Johan de Meij Interview 
https://noelmusicmanagement.wordpress.com/2013/12/04/johann-de-meij-interview/ (Accessed September 3, 2015). 
2 Johan de Meij, “Music Catalogue,” The Music of Johan de Meij, http://www.johandemeij.com/music.php 
(Accessed May 7, 2015).   
 
 



 

 

22 
• Pentagram (1990)  
• Symphony No. 2 The Big Apple (1994) 
• Polish Christmas Music (1995)  
• T-Bone Concerto for Trombone and Wind Orchestra (1996) 
• Continental Overture (1997) 
• The Red Tower (2000) 
• Voice of Space (2000)  
• Klezmer Classics (2002) 
• Magic Garden (2002) 
• The Venetian Collection (2002) 
• The Wind in the Willows (2002)  
• Madurodam (2006) 
• Symphony No. 3 Planet Earth (2006) 
• Windy City Overture (2006)   
• Canticles for Bass Trombone and Wind Orchestra (2007)   
• Dutch Masters Suite (2008) 
• Spring (2009)  
• At Kitty O’ Shea’s (2010)  
• Wind Power (2010) 
• Cloud Factory (2011)   
• Songs from the Catskills (2011)  
• Sinfonietta No. 1 (2012) 
• UFO Concerto for Euphonium and Wind Orchestra (2012) 
• Via Claudia (2012)   
• Basilica Sacra (2013) 
• Symphony No. 4 Symphony of Songs (2013) 
• Downtown Divertimento (2014)  
• Summer (2014)          

  
Biographical Sketch of Jason Ham 

 Yamaha performing artist Jason Ham is a euphoniumist and section leader with the 

United States Military Academy Band in West Point, New York, and a Visiting Specialist at 

Montclair State University, in Montclair, New Jersey.3 Ham was born in Columbia, South 

Carolina, and studied music education and music performance at the University of Georgia at 

Athens.4 He studied euphonium with the late David Randolph, Ken Kroesche, and David Zerkel, 

                                                
3 Jason Ham, “Biography” http://www.jasondham.com/#bio (Accessed September 5, 2015).  
4 United States Military Academy West Point, “Personnel” West Point Band, 
http://www.usma.edu/band/SitePages/Musicians.aspx (Accessed September 5, 2015).  
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and he successfully competed in several solo competitions. Ham won the Atlanta Brass Society 

Solo Competition, the Atlanta Community Symphony Orchestra Young Artists Competition, and 

the Solo Euphonium Artist Competition at the 2001 International Tuba Euphonium Conference 

in Lahti, Finland.  

 Jason Ham is in great demand as a soloist and clinician throughout the United States and 

several countries throughout the world including Argentina, Bulgaria, Canada, China, Colombia, 

Finland, France, Hungary, and Macedonia.5 Ham has commissioned numerous composers 

including Stephen Anderson, David Gillingham, Amanda Harberg, Pete Meechan, Joseph Turrin, 

and Johan de Meij.  

Biographical Sketch of Richard Good 

 Dr. Richard Good is Professor of Music and Director of Bands at Auburn University in 

Auburn, Alabama.6 Good received his Bachelor of Music Education degree from Mansfield 

University in Mansfield, Pennsylvania, a Master’s degree in Wind Conducting at Louisiana State 

University in Baton Rouge, Louisiana, and a Doctorate in Euphonium Performance from Arizona 

State University in Tempe, Arizona. Good’s renowned teachers included Richard Strange, Frank 

Wickes, Donald Stanley, Sam Pilafian, Dan Perantoni, and Larry Campbell.  

 Good taught for several years in public schools in Pennsylvania and Virginia.7 From 

1995-2006, he worked as Associate Director of Bands at Auburn University, a position that 

included director of the Auburn University Marching Band. Under his leadership, in 2004 the 

marching band was awarded the Sudler Trophy, “an award designed to identify and recognize 

collegiate marching bands of particular excellence… awarded to a college or university band 

                                                
5 Jason Ham, “Biography” http://www.jasondham.com/#bio (Accessed September 5, 2015).  
6 Auburn University Bands, “Dr. Richard Good” Directors and Staff, 
http://www.auburn.edu/student_info/auband/staff/rick_good.htm (Accessed September 5, 2015).  
7 Ibid.  
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which has demonstrated the highest music standards in innovative marching routines or ideas.”8 

His band also was invited to perform in the St. Patrick’s Day Parade in Dublin, Ireland. In 2007 

Good was named the Director of Bands, where he is responsible for the conducting program and 

is conductor of the top performing ensemble, the Auburn University Symphonic Winds. In 2012 

he took the group on a performance tour of China as well as national performances for the 

American Bandmasters Association and regional performances for the College Band Directors 

National Association. He was inducted into the prestigious American Bandmasters Association, 

and he served as the President for the National Band Association beginning in 2013.  

 In 2012, Good and the Auburn University Symphonic Winds presented one of the first 

performances of the UFO concerto at the Alabama Music Educators Association Conference 

with soloist Jason Ham.9 Good’s experience in preparing the piece for that performance and his 

several performances on the China tour inform this study.10  

Biographical Sketch of Adam Frey 

 Adam Frey is a Yamaha Performing Artist on the euphonium. He has performed across 

the United States and around the world.11 Frey has served as an Adjunct Professor of Euphonium 

at Georgia State University and Emory University, both in Atlanta, Georgia. He was born in 

Atlanta, Georgia, and studied euphonium at the University of Georgia in Athens, and the Royal 

Northern College of Music in Manchester, England.  

 Besides having a substantial discography that includes collaborations with the Brass 

Band of Battle Creek, the Seattle Symphony Orchestra, and the University of Georgia Wind 

                                                
8 The John Philip Sousa Foundation, “The Sudler Trophy” http://www.sousafoundation.net/Default.aspx?ID=39 
(Accessed September 15, 2015).  
9 Alabama Music Educators Association, Conference Program. 
http://content.yudu.com/Library/A1v5c0/2012AMEAConferencePr/resources/42.htm (Accessed November 22, 
2015).  
10 Richard Good, interview by author, October 12, 2015, interview p.134, transcript. 
11 Adam Frey, “Euphonium.Com,” https://www.euphonium.com/bio.html (Accessed September 15, 2015).  
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Symphony, Frey has been a soloist with well-known performing groups, including the Boston 

Pops, South Korea’s Cheju Symphony, and the US Army Orchestra of Washington, DC.12 He 

has also been an invited clinician or performer at many international conferences and 

conventions, including the Mid-West Band and Orchestra Clinic, College Band Directors 

National Association (CBDNA), World Association of Symphonic Bands and Ensembles 

Conference (WASBE), and Brevard Music Center. Frey has given master classes and 

performances in many colleges and universities throughout the U.S., including Ball State 

University, Boston Conservatory, Florida State University, Purdue University, Tennessee 

Technological University, University of Alabama, and the University of Georgia. His expertise 

on euphonium literature and the public website he has created, Euphonium.com, have been 

valuable resources specific to the euphonium. His insight is valuable to the study and to 

Appendix A, an updated list of solo works for euphonium and wind band. The transcript of his 

interview about UFO performance concerns is also provided in Appendix D. 

Background Information on UFO Concerto for Euphonium and Wind Orchestra 

 UFO Concerto for Euphonium and Wind Orchestra is Johan de Meij’s first solo work for 

euphonium.13 When first looking at the title, one would think it is pronounced U-F-O, but it is 

actually pronounced you-fo, which is a play on the euphonium’s name. De Meij stated that he 

wanted to continue to keep cute, short titles for his concertos. For instance, his trombone 

concertos are entitled T-bone Concerto and Two-bone Concerto.14 Jason Ham, soloist with the 

West Point Band, spearheaded a consortium to commission the work. The consortium included 

                                                
12 Adam Frey, “Euphonium.com,” https://www.euphonium.com/bio.html (Accessed September 15, 2015).  
13 Johan de Meij, “UFO Concerto (Euphonium and Wind Orchestra),” The Music of Johan de Meij, 
http://www.johandemeij.com/cd_profile_main.php?id=1032&cat=9 (accessed September 16, 2015).  
14 Johan de Meij, interview by author, October 12, 2015, interview p. 120, transcript. 
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the following organizations and ensembles, which reflects a diverse number of participants both 

domestic and international.  

 Peabody Conservatory Wind Ensemble - Harlan Parker, Conductor  
  Baltimore, Maryland 
 
 Auburn University Wind Ensemble - Richard Good, Conductor             
  Auburn, Alabama 
 
 Cory Band - Robert Childs, Conductor 
  Cardiff, Wales, UK 
 
 University of Wisconsin--River Falls Wind Ensemble - Kristin Tjornehoj, Conductor  
  River Falls, Wisconsin 
 
 Brassband Heist - Bert Van Thienan, Conductor 
  Heist, Belgium 
 
 The Wellington Winds - Daniel Warren, Conductor 
  Waterloo, Ontario, Canada 
 
 Muziekkapel Belgische Luchtmacht - Matty Cilissen, Conductor 
  Bevekom, Belgium 
 
 National Youth Wind Orchestra of Great Britain - Robert Childs, Conductor 
  Oxfordshire, England, UK 
 
 Harmonie St. Michael Van Thorn - Ivan Meylemans, Conductor 
  Thorn, The Netherlands 
 
 Gramercy Brass Orchestra of New York - John Henry Lambert, Conductor 
  New York, New York 

 Brass Band of Columbus - Brian Stevens, Conductor  
  Columbus, Ohio 
 
 Association of Concert Bands/Marist College -  
 Aurthur Himmelberger, Sponsor 

 Poughkeepsie, New York 

Greater New York Wind Symphony - Richard Regan, Conductor 
 Monroe, New York 
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Ridgewood Concert Band - Chris Wilhjelm, Conductor 
 Ridgewood, New Jersey 
 
The Ohio State University Wind Symphony - Russell Mikkelson, Conductor 
 Columbus, Ohio15   
                                                                       
The world premiere took place on February 15, 2012, in Baltimore, Maryland, with the 

Peabody Wind Ensemble, conducted by Harlan Parker. David Childs, euphonium artist, was also 

a member of the consortium, and he debuted the European performance with the Cory Band in 

2012 at the Festival of Brass in Manchester, England.16  

There are four different versions of the UFO Concerto including a version for euphonium 

and brass band, a version for euphonium and orchestra, a version for euphonium and piano, and 

finally, the version that this study investigates, for euphonium and wind orchestra.17 The 

concerto is approximately twenty-four minutes long, containing five movements. The ending of 

movements I and III should be played attacca. The composer suggested movements II and IV, 

however, could also be performed without pause based on the previous movement’s construction 

and how they each end.18 There will be additional discussion to follow in the analysis portion of 

chapter III. The five movements include:  

Movement I: Andante-Con Moto 
Movement II: Giocoso-Vivo 
Movement III: Andante Cantabile 
Movement IV: Vivace 
Movement V: Alla Marcia-Vivace                                                                                                                                                                   

 The instrumentation for the UFO Concerto For Euphonium and Wind Orchestra consists 

of the expected wind band orchestration with a few additional instruments. The composer 

                                                
15 Johan de Meij, “UFO Concerto (Euphonium and Wind Orchestra),” The Music of Johan de Meij, 
http://www.johandemeij.com/cd_profile_main.php?id=1032&cat=9 (accessed September 16, 2015). 
16 Johan de Meij, “UFO Concerto (Euphonium and Wind Orchestra),” The Music of Johan de Meij, 
http://www.johandemeij.com/cd_profile_main.php?id=1032&cat=9 (accessed September 16, 2015). 
17 Ibid. 
18 Johan de Meij, interview by author, October 12, 2015, interview p. 130, transcript. 
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included one additional tenor saxophone part, divisi euphonium section parts, harp, and piano. 

The instrumentation of the concerto is as follows: 

Solo Euphonium 
Piccolo & Flute 1, 2, 3 
Oboe 1, 2 
English Horn 
Bassoon 1, 2 
Clarinet in Eb 
Clarinet 1, in Bb 
Clarinet 2, in Bb 
Clarinet 3, in Bb 
Bass Clarinet in Bb 
Alto Saxophone 1 
Alto Saxophone 2 
Tenor Saxophone 1, 2 
Baritone Saxophone 
Horn 1 & 3 in F 
Horn 2 & 4 in F 
Trumpet 1 in Bb 
Trumpet 2 in Bb 
Trumpet 3 in Bb 
Trombone 1 
Trombone 2 
Trombone 3 
Baritone/Euphonium-divisi 
Tuba 
Double Bass 
Harp & Piano 
Mallets: Vibraphone, Xylophone, Bells, Marimba, Tubular Bells (Chimes) 
Timpani 
Percussion I: Crash Cymbals (2 pairs), Bass Drum, 5 Temple blocks, Glass 

 Chimes  
Percussion II: Suspended Cymbals, Congas, Snare, Bass Drum  
Percussion III: Large Tam-Tam, Sleigh Bells, Field Drum      

  
UFO Concerto is distributed and published by Amstel Music (Amsterdam, The Netherlands) and 

with Hal-Leonard Corporation (Milwaukee, WI),   

 In my initial analysis I labeled the four themes A, B, C, and D (as they appear in the 

score) or by name based on the theme’s construction or location within the concerto (e.g., Theme 
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of Leaps).19 After an interview with Johan de Meij (see Appendix B), I relabeled the themes and 

forms. The labels A, B, C, and D have since been removed. Although the author’s identification 

of themes and forms were similar to the composer’s, we labeled them differently. Note that both 

sets of labels will be used (created by the author and composer) throughout the study. In my 

analysis, I labeled the first theme as the Introductory Theme; however; de Meij called this the 

Gamelan Theme because of the theme’s construction and specific notes chosen related to 

gamelan music (see Example 1).20 In the harmonic analysis, I coined the term de Meij Chord, 

which de Meij referred to as the Gamelan Chord. The theme I called Theme of Leaps in the 

analysis was referred to by de Meij as Birdcall Theme, which reflects his construction of the 

birdlike sounds replicated within the theme (see Example 2). The third theme, which I referred to 

as the Cantabile Theme, was identified by de Meij as the Salvation Army Theme, because within 

it he paid homage to brass bands (see Example 3). I called the fourth and final theme the Dance 

Theme, yet de Meij called it the Tarantella Theme because of its dance-like qualities (see 

Example 4).  

 
Example 1: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement I, mm. 1-
15, Introductory Theme/Gamelan Theme. Copyright © 2012 by Amstel Music. All Rights 
Reserved. Used by Permission.          
  

 
Example 2: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement II, mm. 
100-105, Theme of Leaps/Birdcall Theme. Copyright © 2012 by Amstel Music. All Rights 
Reserved. Used by Permission.         
   
 
                                                
19 See analysis in Chapter III for details on the themes.  
20 Refer to Appendix B, which contains the transcript of Johan de Meij’s interview, for details on the Gamelan 
Chord and other analytical and structural details. 
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Example 3: de Meij, UFO Concerto for Euphonium and Wind Orchestra Movement III, mm. 1-
23, Cantabile Theme/Salvation Army Theme. Copyright © 2012 by Amstel Music. All Rights 
Reserved. Used by Permission. 
 

 
Example 4: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement IV, mm. 1-
24, Dance Theme/Tarantella Theme. Copyright © 2012 by Amstel Music. All Rights Reserved. 
Used by Permission.  
 
 The composer and I also differed in the description of the form and its labeling. My 

interpretation of the form is quasi sonata-allegro because of its construction, organization, and 

layout of thematic material (see Chapter III for additional details). The composer, however, 

describes this work as through-composed with all movements connecting to one another. Tables 

2-6 in Chapter III provide summary descriptions of our labeling differences. This concerto 

consists of five movements; Table 1 lists the movements and tempos within each of these 

movements: 

Table 1. Details to Movements of UFO Concerto 
Movement Indicated Tempos Within 
Movement I Qtr. note=72 

Qtr. note=96 
Movement II Qtr. note=108  

Half note=132 
Movement III Qtr. note=80 

Qtr. note=76 
Movement IV Dotted Qtr. note =136 

Qtr. note =60 
Dotted Qtr. note =136 
Qtr. note =80 
Dotted Qtr. note =136 
Qtr. note =92 

Movement V Qtr. note=108 
Dotted Qtr. note=136 
Qtr. note =152 
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Background Information on Extreme Make-Over: Metamorphoses on a Theme by 
Tchaikovsky 
 
 Written in 2006, Extreme Make-Over is Johan de Meij’s homage to the great Russian 

composer Peter Ilyich Tchaikovsky.21 Extreme Make-Over reworks Tchaikovsky’s Andante 

Cantabile from String Quartet No.1 in D, Op. 11 (1871) into an interpretation for wind 

orchestra.22 The instrumentation incorporates all of the standard wind band instruments, 

however, an interesting sonic addition to the score is the implementation of 10 tuned glass bottles 

filled with water.23 

 Tchaikovsky’s “Cantabile” was based on a Russian folksong.24 In Extreme-Make-Over, 

the first presentation of this theme is heard in a saxophone quartet written in a quasi-baroque 

style, with ornaments and embellishments. The composer has written this 16-minute piece 

without break, but he has divided the piece into four different “metamorphoses” of 

Tchaikovsky’s theme. After the saxophone quartet’s introduction of the theme, the first section is 

constructed with added pitches written in a bell-tone style. The bell-tone effects ultimately create 

these gamelan chords, which is why this piece is being referenced in comparison to the UFO 

Concerto. Details of the comparisons will be made in the harmonic analysis portion of Chapter 

III.

                                                
21 Johan de Meij, Extreme Make-Over Metamorphoses on a Theme by Tchaikovsky (Milwaukee: Hal-Leonard 
Corporation, 2006), Program notes.  
22 Ibid. 
23 Ibid. 
24 Johan de Meij, Extreme Make-Over Metamorphoses on a Theme by Tchaikovsky (Milwaukee: Hal-Leonard 
Corporation, 2006), Program notes. 
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Chapter III  

Formal Analysis of UFO  

 This chapter focuses solely on an analysis of the concerto. Utilizing the methodology of 

Jan LaRue’s Guideline for Style Analysis (Sound, Harmony, Rhythm, Melody, Form, and Text or 

SHRMFT), the analysis will isolate passages in the music related to each these elements. Five 

areas will be addressed with the exception of text, as this piece is completely instrumental. The 

analysis will be organized so that it will highlight special features within the concerto, including 

its thematic construction, the layout of the formal plan, the use of special harmonies and chord 

structures, motivic usage, and unique rhythmic construction.  

Identification of Themes and Formal Structure 
 
 Introductory Theme/Gamelan Theme and Formal Structure 

 The melodic content and the formal structure of this concerto fit hand-in-hand. The 

composer described the movements of the work as “thematically related to one another.”1 

Combining an analysis of these two areas is a productive approach to seeing the larger 

organization of the piece. Given de Meij’s explanation of how the original theme is used 

throughout the piece, this work could be described as composed in the form of a quasi theme and 

variations. The problem with this form designation is that there are other themes that appear 

throughout the work that have no affiliation with the original opening theme. Therefore, each 

movement will be treated independently and identified as having its own function. However, I 

                                                
1 Johan de Meij, “UFO Concerto (Euphonium and Wind Orchestra),” The Music of Johan de Meij, 
http://www.johandemeij.com/cd_profile_main.php?id=1032&cat=9 (accessed August 25, 2015). Although excerpts 
have been provided, I recommend having access to the full score when reading this chapter. The measure numbers 
of the full score do not line up with some of the measure numbers of the solo part. Within this chapter most measure 
references are to the full score.  
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will identify each independent theme, as well as the thematic material that connects back to the 

original theme, both melodically and motivically.  

 Although specific key centers and functions, compositional length, and organization help 

determine form designations, my borrowing of the specific terms and ways of describing the 

roles of thematic and motivic use in this work is not new. Composers like Bartók, Berg, and 

Stravinsky of the 20th century both adapted and adopted the sonata-allegro form’s terminology 

to better explain their pieces.2  

 Although sonata-allegro form is usually associated with a single movement, UFO is 

constructed so that the five movements transition together such that they can be heard as one 

lengthy movement.3 Additionally, in my analysis the themes are presented, manipulated, and 

reprised in a way that align with the basic elements of sonata-allegro form.  

 Likewise, in the manner of 19th-century symphonic writing, another appropriate 

descriptive term is cyclic, the recollection late in a work of a theme presented earlier in the work. 

True to the definition, de Meij recalls themes in the final movement that have been presented in 

earlier movements, however, he tends to view the whole concerto as one lengthy work. 

 While the term sonata-allegro form does not fit precisely, in my approach to the analysis, 

it was a helpful means to organize my thinking and the content and structure of UFO. As a 

conductor and euphonium soloist, having a mental picture of the organization from the onset 

provides an overview of the thematic material in a way that is easier to process. 

Movement I Melody and Form 

 In his Planet Earth, de Meij used motivic and note structure based on the repeated five 

notes (B-flat, C, E-flat, F, and G-flat) that is similar to that seen in UFO. The first eight measures 
                                                
2 James Webster, “Sonata Form.” Grove Music Online. Accessed March 21, 2016. 
http://www.oxfordmusiconline.com.ezproxy.lib.purdue.edu/subscriber/article/grove/music/26197. 
3 De Meij agrees with this idea (see Appendix B).  
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of UFO Movement I present the introductory material. Although there is no melodic content, the 

significance of this passage is its harmonic content (its major tonal center with an added 4th and 

flatted 7th) and what I describe as ethereal sounds created in the scoring.4 Measures 9-25 contain 

the introductory theme heard in the solo euphonium, written as a quasi cadenza. After our 

interview, de Meij described and labeled what I call the Introductory Theme as the Gamelan 

Theme, so these labels will be used interchangeably.  

 The Introductory Theme/Gamelan Theme contains the first appearance of any melodic 

material in the piece. A restatement of the Introductory Theme/Gamelan Theme occurs in the 

upper woodwinds when the de Meij chord is present. Combinations of both ideas are present in 

this passage of music. Beginning in m. 45, a full statement of the Gamelan Theme is heard for 

the first time. It is present in the solo euphonium with a clarinet choir accompaniment. Measures 

45-61 are the sixteen measures presenting what this study will designate as the Introductory 

Theme/Gamelan Theme. Measures 62-69 exhibit a restatement of the Introductory Theme in the 

solo euphonium, heard an octave higher and doubled in the euphoniums. Measures 70-86 are a 

sixteen-measure restatement of the Introductory Theme, heard in the tutti winds. Measures 87-

102 are a recapitulation of the introductory material heard in beginning of the movement. 

Therefore, the formulaic and melodic structure of the first movement is seen in Table 2. 

 

 

 

 

 

                                                
4 As noted earlier de Meij does not associate the title of the concerto with Unidentified-Flying-Objects (UFO). 
Nevertheless it is intriguing that the opening sounds could conjure up outer space visions for the listener. 
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Table 2. Movement I Introductory Theme/Gamelan Theme/Exposition 1  
mm. 1-8 Introductory material/Ethereal- C Major, Added 4th w/Flatted 7th 

Exposition 

mm. 9-25 Introductory Theme, Quasi-Cadenza 
mm. 26-36 (Restatement of the Introductory Theme/Gamelan Theme in Upper 

Woodwinds); C Major, Added 4th w/Flatted-7th G Pedal point 

mm. 37-44 Introductory material Ethereal- C Major, Added 4th w/Flatted 7th 
pulsating 8th-notes 

mm. 45-61 Full statement of the Introductory Theme solo euphonium octave 
higher doubled with euphoniums   

mm. 62-69  Restatement of the first half of the theme 
mm. 70-86 Full statement of Introductory Theme in different key tutti winds  
mm. 87-102 Restatement of introductory material. Note: movement ends 

without break (Attacca) 
 

Movement II Melody and Form 

 Movement II takes on an important role, formally and thematically. The first thirteen 

notes are an outline of the Introductory Theme/Gamelan Theme. Measures 1-18 are a 

presentation of a fragmented variation of the Introductory Theme/Gamelan Theme. Measures 19-

37 are the 5-voice canon (more details later in this chapter). This passage of music also contains 

the melodic content of the Introductory Theme, with the other four voices echoing what was 

presented in the solo euphonium. The voices of the canon appear in the following order and 

locations:  

 mm. 19-55 solo euphonium, first entrance 
 mm. 21-55 first clarinet, second entrance 
 mm. 27-61 flute, third entrance 
 mm. 31-61 oboe, fourth entrance 
 mm. 34-61 bassoon, fifth entrance. 
 
Theme of Leaps/Bird Call Theme 

 Measures 91-106 present an introduction and accompaniment material for the second 

melodic idea of the concerto. The tonal center F, of the Theme of Leaps/Bird Call Theme is 

based on scale degrees 3-4-5 (Concert Pitches: A, B-flat, and C). Essentially, the numbers 
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represent the interval from the starting pitch. I am calling this the Theme of Leaps and a second 

exposition. This theme will also be referred to as the Birdcall Theme. In the interview with me, 

the composer described how he came up with the second theme. He said, “You won’t believe 

how I got that melody.” I asked him how, and he said:  

 I don’t know if I told you, but I don’t live in New York City permanently. My wife and I 
 spend most of our time in Upstate New York. We actually live on the Hudson River. It’s 
 quiet and we have lots of birds. It was a birdcall. True story. I was mowing the lawn or 
 something, perhaps working in the garden, and I took a break. I stop and hear this bird 
 (He whistles and imitates the bird sound). It was not exactly the pitches. I thought to 
 myself, you know that's kind of fun. I can do something with this, and that’s how it came 
 to the piece.5    
     
 This 16-measure theme begins in m. 107. Measures 107-122 are where the Theme of 

Leaps/Birdcall Theme is presented for the first time in the solo euphonium (see Example 2, 

Chapter II). At m. 123 the woodwinds take over the second half of the theme. Measures 139-151 

are an echo between solo euphonium versus the upper woodwinds, piano, and harp. Measures 

151-163 are an interaction with all three groups, upper woodwinds, altos and tenor saxes, and the 

solo euphonium. This would be understood as transitional material. Measures 159-162 are a 4-

measure transition containing rhythmic complexity within the accompaniment of this theme. A 

new tonal center of B-flat major takes place and continues into m. 178. Measures 179-183 are a 

snippet from the 3-note motive heard earlier in the movement.  

 Two melodic events occur beginning in m. 187. First, in the woodwinds, the Theme of 

Leaps/Birdcall Theme is heard along with a fragmented variation. Secondly, the solo euphonium 

and the euphoniums are written one octave apart with an augmented version of the Introductory 

Theme/Gamelan Theme (see Example 5).   

 

                                                
5 Johan de Meij, interview by author, October 12, 2015, interview p.126, transcript. 
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Example 5: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement II, mm. 
187-194, use of theme and form. Copyright © 2012 by Amstel Music. All Rights Reserved. Used 
by Permission.            
   
 I will call this a codetta for this movement, because it reviews all of the melodic and 

motivic material heard thus far. Table 3 shows the melodic and formal outline for Movement II. 
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Table 3. Movement II Exposition #2, Developments #1 & #2, Theme of Leaps/Motivic 
Development   
mm. 1-18 Fragmented representation of Introductory Theme/Gamelan 

Theme. 
mm. 19-37 5-voice canon Introductory Theme emphasis 
mm. 38-90 Canon continues with motivic emphasis and sequencing 

Introductory and Transitional Material 
mm. 91-106 Accompanimental and introductory material for the Theme of 

Leaps/Birdcall Theme. 
mm. 107-122 Theme of Leaps/Birdcall Theme is Exposed 
mm. 139-158 Continued development with Theme of Leaps 
mm. 159-162 4-measure transition 
mm. 163-178 Theme of Leaps continues to be developed, new tonal center 

mm. 179-186 Motivic development, snippet of the 3-note motive heard earlier in 
the movement and harmonic coloring-de Meij Chord/Gamelan 
Chord present 

mm. 187-end Combined themes – Theme of Leaps/Birdcall and The 
Introductory/Gamelan Theme-Quasi-Codetta  

 
Movement III Melody and Form 

 
Creation of Third Theme  
 
 The third theme is what I labeled the Cantabile Theme. This is a true slow movement 

with melodic material dedicated to and focused on a single theme. The current order of the 

movements was slightly different from de Meij’s previous sketches. De Meij mentioned how he 

created the third theme and how the third movement came about in the interview.  

 Then I came up with this third movement, which is actually (Starts to sing excerpt from 
 third movement) It’s actually (starts to sing fanfare version of theme) that was first. So I 
 originally had I, II, and IV and V. So I took the experiments out with the percussion and 
 that became movement III. I wrote movement III in six days or something. Because I 
 thought that there was something missing you know. I needed a quiet middle section. So I 
 look for my material and that came easy. I said: wait a minute, I can do this and just slow 
 it down and make it a little chorale. It’s sort of hinting toward the Salvation Army.6  
 
De Meij also noted that the third movement was a way to pay homage to the brass bands, and he 

labeled the movement as the Salvation Army Theme.   

                                                
6 Johan de Meij, interview by author, October 12, 2015, interview p.127, transcript. 
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 Cantabile Theme/ Salvation Army Theme 

 The solo euphonium enters with the third theme of the concerto. This will be labeled as 

both the Cantabile Theme/Salvation Army Theme (see Example 6). This theme is accompanied 

by triadic harmonies with no added harmonic colorings and becomes the melodic lead in a 

euphonium trio. It is a pure, beautiful, and simple sound, and quite different than what has been 

presented earlier in the concerto.  

 
                                     
Example 6: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement III, mm. 
16-32, use of theme. Copyright © 2012 by Amstel Music. All Rights Reserved. Used by 
Permission.             
  
 Measure 36 continues with the exposition of theme number four, the Dance Theme, 

which de Meij labels as the Tarantella Theme. There will be more to discuss about this theme as 

the piece continues. Although this passage of music has little to do with a dance, the fourth 

theme is presented in a dance-like manner in the following movements. Measures 32-35 function 
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as transitional material with the utilization of the motive from the Birdcall Theme. The upper 

woodwinds present the fourth theme, the Dance Theme/Tarantella Theme, from mm. 36-45, and 

they continue with the Cantabile Theme/Salvation Army Theme from mm. 46-52. Then, both the 

woodwind voices and brasses combine the playing of the Dance Theme/Tarantella Theme and 

the Cantabile Theme/Salvation Army Theme. The solo euphonium enters with a sustained 

version of the Dance Theme/Tarantella Theme in mm. 54-62, and sequential material takes place 

from mm. 64-78. Measures 79 to the end of the movement continue with sequential material and 

harmonic coloring with ethereal sounding scoring as a set up for the next movement. See Table 4 

for a summary of the scope of melodic and form structure. 

Table 4. Movement III Development #3, Theme of Leaps/Bird Call Theme, Expositions #3 
& #4  
mm. 1-15 Motivic introductory material Theme of Leaps/Birdcall Theme 
mm. 16-31 Cantabile Theme/Salvation Army Theme exposed  
mm. 32-35 Transitional material 
mm. 36-45 Dance Theme/Tarantella Theme continues varied scoring 
mm. 46-63 Dance Theme/Tarantella Theme is exposed with combination of 

Cantabile Theme/Salvation Army Theme 
mm. 64-end Sequential material 
 

Movement IV Melody and Form  

Dance Theme/ Tarantella Theme         
  
 Measure 17 is the beginning of the fourth manipulation of the Dance Theme/Tarantella 

Theme. The solo euphonium makes a restatement of this theme in a 6/8-dance feel. The Dance 

Theme/Tarantella Theme will reappear in this style several times throughout the remainder of the 

piece. Measures 17-64 are a development of the Dance Theme/Tarantella Theme with a variety 

of tonal centers being represented. 

 The beginning of m. 85 is a return of the Cantabile Theme/Salvation Army Theme. Here 

the theme is written in a fanfare style as heard in the trumpets and first and second trombone. 
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After the three-measure solo (beginning in m. 102) in the solo euphonium based on the 3-note 

pattern of sequential material moving by step, mm. 121-137 continue in the tutti winds and 

percussion, with fanfare material of the Cantabile Theme/Salvation Army Theme. 

 Measures 197-212 contain brighter scoring and return to the Dance Theme/Tarantella 

Theme, and mm. 213-228 contain a darker scoring of the same theme. (Details were discussed 

earlier in the chapter). Measures 229-248 are representations of the Cantabile Theme/Salvation 

Army Theme with a majestic-type scoring, performed with tenuto-articulated quarter notes.  

 Measure 273 repeats the introduction of earlier material from this movement. The Dance 

Theme/Tarantella Theme begins in m. 285 again in the solo euphonium. When the Cantabile 

Theme/Salvation Army Theme reappears in m. 317, it has a slower tempo and is written in a 

majestic style, with tutti winds making their contributions to the theme this time. Before the 

movement closes, the solo euphonium combines the Dance Theme/Tarantella Theme with the 

already present Cantabile Theme/Tarantella Theme. A summary is presented in Table 5.  

Table 5. Development of Dance Theme/Tarantella Theme, Varied Restatements of 
Cantabile Theme/Salvation Army Theme 

mm. 1-8 Sequential material 
mm. 9-16 Accompanimental introduction 
mm. 17-64 Transitional material, beginning of development with Dance 

Theme 
mm. 65-84 Sequential material 
mm. 85-120 Continuation of  Cantabile Theme/Salvation Army Theme Varied 

scoring and development 
mm. 121-137 Sequential material 
mm. 138-150 Fanfare presentation of Cantabile Theme with intermittent solo 

euphonium sequencing 
mm. 151-196 Transitional material, cadenza-like 
mm. 197-228 Brighter and darker scoring of Dance Theme 
mm. 229-248 Fanfare presentation of Cantabile Theme 
mm. 249-252 Transitional material 
mm. 253-272 Tranquil section with propelling rhythm 
mm. 273-316 Return of the opening of this movement 
mm. 317-end Coda and set up of the final movement 
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Movement V Melody and Form 
 
Melody and Form Summary of Musical Ideas 

 The final movement of this work is a summary of all four themes heard throughout and is 

therefore a codetta (see Table 6). The movement begins with a basic accompaniment in a stately 

march style (mm. 1-8) as the introduction. Measures 9-20 are a presentation of the Introductory 

Theme/Gamelan Theme scored in the brass, with flourishes and fanfare-style interjections. 

Measures 21-24 are a four-bar introduction of the new tonal center from A major to C major. The 

new tonal center is the original key located in Movement I. This time, the theme is presented 

again in the brass, but the solo euphonium echoes each statement of the theme (mm. 25-38). It is 

important to note that when the solo euphonium returns, so does the original key center.  

 The passage beginning in m. 62 works more as a continued recapitulation with a double 

representation of the Dance Theme/Tarantella Theme and the Theme of Leaps/Birdcall Theme. 

The composer cleverly wrote this in 6/8 so that the Dance Theme could be heard in the upper 

woodwinds and the Theme of Leaps could be heard simultaneously. The Theme of Leaps/Bird 

Call Theme is presented by both the solo euphonium with a combined variation of the same 

theme in the euphoniums (mm. 62-77). The theme yet to be heard in this movement, Cantabile 

Theme/ Salvation Army Theme arrives in the trumpets and joins the Bird Call Theme and Dance 

Theme. Measures 78-93 feature an increase in tempo, as the solo euphonium presents the Theme 

of Leaps/Birdcall Theme alone, with a 16th-note accompaniment in the brass and percussion. 

The upper woodwinds then join the solo euphonium in m. 106. The piece closes (mm. 118-end) 

with a dramatic finish of brass-executed fanfares from the Cantabile Theme, and concludes with 

great technical demands on the solo euphonium with extreme ranges and lip trills.  
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Table 6. Movement V Recapitulation and Coda 
mm. 1-8 Introductory/Gamelan material in march style 

mm. 9-20 Introductory Theme stated in fanfare style and stately style 

mm. 25-38 Restatement of Introductory Theme echoed by solo and euphonium 
section 

mm. 39-42 Transition, quasi cadenza in solo euphonium 
mm. 43-56 Bell tones of Gamelan Theme combined with 3-note motive figures 
mm. 57-61 Euphonium sets up Theme of Leaps recap in transition 
mm. 62-77  Double presentations Dance Theme/Tarantella Theme and Theme 

of Leaps/Birdcall Theme. 
mm. 78-93 Theme of Leaps/Birdcall Theme alone with 16th-note 

accompaniment in the brass and percussion. 
mm. 94-end Theme of Leaps/Birdcall Theme returns with solo euphonium and 

upper woodwinds, dramatic finish with increased tempo and 
virtuosic demands on soloist  

 
Use of the de Meij Chord/ Gamelan Chord Harmonically  
 
 This portion of Chapter III is a discussion of what this study initially coined the de Meij 

Chord and its use throughout the work. In an in-depth interview with the composer, de Meij 

stated that it would be more appropriate to call this sonority the Gamelan Chord. Therefore, this 

chord and its motivic labels will go hand-in-hand throughout the analysis.     

Harmonic Use of de Meij Chord/Gamelan Chord 
 

 Johan de Meij stated, “The opening chord may sound familiar to some listeners: This 

chord and the first theme are based on the same 5-note chord used in Extreme Make-Over and 

Planet Earth in 2005: a major triad with an added 4th and 7th.”7 Further discussions of its 

thematic use will follow later in the chapter.  

 The notes C, E, G, B-flat, and F are the first presentation of the de Meij Chord/Gamelan 

Chord (see Example 7). This chord is used as a color enhancement to create an ethereal and 

mysterious effect, which is appropriate because of the piece’s title, UFO Concerto. As the 

                                                
7 Johan de Meij, “UFO Concerto (Euphonium & Wind Orchestra),” The Music of Johan de Meij, 
http://www.johandemeij.com/cd_profile_main.php?id=1032&cat=9 (Accessed May 7, 2015). 
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composer mentioned in the statement above, this chord will be prevalent throughout the entire 

piece. When asked why he chose this chord, de Meij stated: “I just fell in love with that chord, 

you know, because it just doesn't resolve. I find it really intriguing that the chord never resolves 

because of the additional notes [4th and 7th].”8      

               
Example 7: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement I, mm. 1-2, 
de Meij Chord/Gamelan Chord. Copyright © 2012 by Amstel Music. All Rights Reserved. Used 
by Permission.             
 
Specific findings and Use of de Meij Chord/Gamelan Chord  
 
 In mm. 1-15 of Movement I, de Meij creates his special chord with the scoring of single 

quarter-, sixteenth-, and eighth-note patterns, the written-out 32nd-notes, and with sustained 

                                                
8 Johan de Meij, interview by author, October 12, 2015, interview p. 124, transcript. 
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chords. In Movement II, mm. 63, 65-68, 69, and 73-75 there is a similar implementation in the 

trombones and horns. They play hits and swells, similar to what might be heard in a jazz style 

(see Example 8).  

Example 8: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement II, mm. 66-
71, de Meij Chord/Gamelan Chord. Copyright © 2012 by Amstel Music. All Rights Reserved. 
Used by Permission. 
 
Movement V contains similar applications of the Gamelan Chord, with downbeat 

accompaniment and 32nd-note flourishes in mm. 9-38 in the piccolo, flutes, B-flat clarinets, and 

bass clarinets. Movement III utilizes this sonority in a different manner. There are forte-piano 

chords in mm. 1, 5, 9, and 13 with downbeats in the bassoon, bass clarinet, trombone 3, 

euphoniums, tuba, double bass, and percussion 2 and 3. Movement I employs the Gamelan 

Chord in an unique, additional way, with a harmonic and rhythmic idea seen in mm. 3-4, and 6. 

Here he writes off-beat entrances, varied articulations, and syncopated figures to create a feeling 
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of instability. Additionally this use of the chord creates an atmospheric and ethereal sound heard 

in the upper woodwinds and bass clarinet.  

Use of the de Meij Chord/Gamelan Chord Motivically  
 
 There are times throughout the work when de Meij inserts the Gamelan Chord in an 

arpeggiated fashion rather than as a thematic or melodic idea. Essentially, it appears as note 

groupings or patterns. The first appearance of this motivic approach is found in the solo 

euphonium in the first movement. In mm. 16-25, the euphonium is spelling out the de 

Meij/Gamelan Chord with 3- and 4-note groups (see Example 9).  

Example 9: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement I, mm. 16-
25, motivic use of de Meij Chord/Gamelan Chord. Copyright © 2012 by Amstel Music. All 
Rights Reserved. Used by Permission.        
  
 A similar approach is used in the second movement with the solo euphonium in m. 38. At this 

point, the 5-voice canon (further discussion later in this chapter) is in full motion, but the 

euphonium transitions to a motivic presentation of the Gamelan Chord. These patterns are based 

on 3-note groupings. They start with 8th-note triplets, and then the patterns pick up rhythmically 

with 16th-note patterns in m. 47 (see Example 10).   
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Example 10: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement II, mm. 
31-47, motivic use of de Meij Chord/Gamelan Chord. Copyright © 2012 by Amstel Music. All 
Rights Reserved. Used by Permission.  
 
The same motivic idea can be found in the final movement in the solo euphonium. The 3-note 

16th-note patterns occur in 2-measure portions beginning in mm. 44-56.  

Overall Harmonic Structure and Functions of UFO      
   
 The composer never specifies a key signature, so I refer to chord progressions and key 

schemes as tonal centers rather than specific keys. However, my analysis refers to these key 

centers as operating with specific functions (i.e., dominant or subdominant). Throughout the 

harmonic analysis within this chapter, a macro- and some micro-presentations of the harmonic 

construction will be displayed. After each movement, I will provide a table as a macro 

presentation of the harmonic layout.  

 Movement I Harmonic Analysis 
 
 Table 7 offers a summary of the harmonic analysis for Movement I. This movement 

begins in a C major tonal center with the added 4th and 7th. The added 4th and 7th create numerous 

major seconds, occasional minor seconds, and V7 or secondary dominant functions. Measures 9-
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16 continue to maintain a C-major center with intervallic progressions of perfect 5ths, major 

2nds, and half-step relationships, both ascending and descending. The solo euphonium plays the 

cadenza with a C-major center from mm. 17-25.   

 The passage from mm. 26-43 acts as a dominant function of C-major center, G major. 

The pitches C and F, or the 4th and the 7th, are still prominent throughout. Major 2nds are scored 

in closely related registers in the euphonium and third trombone, alto saxophone 1 and 2, and 

clarinets 1-3. At the conclusion of this passage, the solo euphonium continues with a return to C 

major as the tonal center. 

 Measures 45-52 contain a basic presentation of the theme with a simple scoring of C 

major as the tonal center. In fact, the composer does not use the 4th and 7th added notes in this 

passage as he did in the opening of the movement. Instead, he uses a representation of the main 

theme without Gamelan Chord ornamentations or harmonic coloring. Measures 53-61 provide 

the harmonic coloring mentioned earlier. There is an alternation of tonic and dominant with 

interruptions of brief major 7th chords outside of the key scheme (F-sharp major 7th and C-sharp 

major 7th). These chords add a sudden surprise and color jolt to this passage of music, along 

with the return of closely scored major seconds. Measures 62-69 make a return back to the tonal 

center of C major. This addition of the octaves and moving thirds in the woodwinds provide a 

warm and luscious progression and sound.  

 The work enters a new tonal center in m. 70, which is a fourth above C in F major. 

Measures 78-86 are the same as mm. 53-61, becoming somewhat chromatic with some harmonic 

color additions of B major and F-sharp major. Measures 87-95 contain a descending progression 

both in the solo euphonium and the accompaniment. This progression contains some 

chromaticism as transitional material into the second movement.    
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Table 7. Movement I Harmonic Structure 
mm. in Mvt Harmonies Identified in Each Movement 
mm. 1-25 C major tonal center, added 4th and 7th Gamelan Chord Present 
mm. 26-43 G major tonal center, Gamelan Chord present 
mm. 45-52 C major tonal center 
mm. 53-61 F-sharp major 7th, C-sharp major 7th harmonies/chromaticism 
mm. 62--69 C major tonal center 
mm. 70-77 F major tonal center 
mm. 78-86 B major 7th, F-sharp major 7th harmonies/chromaticism 
mm. 87-102 Chromaticism continues 
 

Movement II Harmonic Analysis  

 The intervallic relationships within the motive at the beginning of this movement are 

congruent with the first opening pitches and intervals of the main theme presented by the solo 

euphonium (see Example 11). Overarching thoughts about the movement are presented in Table 

8. The construction of the pitch-to-pitch interval pattern beginning in m.2 is as follows:  

 1. Descending P5 3. Ascending M6 5. Descending P4     
 2. Ascending M2 4. Ascending m2 6. Descending M2 
 

  
Example 11: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement II, mm. 1-
6, Introductory Theme/Gamelan Theme. Copyright © 2012 by Amstel Music. All Rights 
Reserved. Used by Permission.  
 
 Measures 1-11 take on the tonal center of A-flat major with an outline of the Introductory 

Theme/Gamelan Theme. A 5-voice strict canon is then found in mm. 19-61 with the same C 

major tonal center but with the de Meij Chord/Gamelan Chord color added. Canonic material 

continues into m. 63, with five different brief tonal centers beginning with E-flat major, in mm. 

69-72, a brief stint of a G-flat major, and in m. 73, the tonal center of A major creating a tritone 

substitution method on E-flat. After traveling through those three major key centers, de Meij 

makes his way back to the home tonal center of C major for two measures and then transitions 



 

 

50 
out into E major for two measures. The solo euphonium has a brief cadenza that outlines an E-

major tonal center, but makes its way back to C major at m. 85. This passage finishes in C major 

and transitions into the Vivo section with a 16-measure introduction that goes from C major into 

F major.  

 In the Vivo introduction, mm. 91-106, the 4th and 7th scale degrees return in the 

accompaniment, while the downbeats outline the C major center. From mm. 107-123 the work 

clearly orbits F major, but beginning in m. 123, de Meij adds the 7th, an E-flat in the bass (Major 

2nd) against the F. The pitch F continues to dominate the sound while the E-flat becomes a 

splash of harmonic coloring with the use of the Gamelan Chord (see Example 12).  

Example 12: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement II, mm. 
123-130, example of use of 4th and 7th and Gamelan Chord. Copyright © 2012 by Amstel Music. 
All Rights Reserved. Used by Permission.        
   
 Measures 132-138 and 151-162 float around the tonal center of E-flat major, then de Meij 

adds a hint of F for extra harmonic coloring. This entire section features the Gamelan Chord. 

Measures 163 to the end of the movement take on the tonal center of B-flat major. An occasional 
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A-flat will collide with B-flat to create the major second during the passage as the F and E-flat 

did in the previous passage. 

Table 8. Movement II Harmonic Structure 
mm. in Mvt Harmonies Identified in Each Movement 
mm. 1-11 A-flat major tonal center, fragmented Introductory 

Theme/Gamelan Theme  
mm. 19-61 C-major tonal center, 5-voice canon with fragmented Introductory 

Theme/Gamelan Theme  
mm. 63-85 E-flat major, G-flat major, A major, C major, E major, Tritone 

Substitution (Canon continues with motivic emphasis and 
sequencing) Introductory and Transitional Material  

mm. 91-106 C-major tonal center  
mm. 107-122 F major tonal center Theme of Leaps/Birdcall Theme 
mm. 123-131 F/E-flat de Meij Chord/Gamelan Chord present 
mm. 132-138 E-flat major tonal center 
mm. 139-150 F-major tonal center 
mm. 151-162 E-flat major/de Meij Chord/Gamelan Chord present 

mm. 163-end B-flat major tonal center, combined themes –  Introductory 
Theme/Gamelan Theme and Theme of Leaps/Bird call Theme 

 
Movement III Harmonic Analysis  

 Table 9 provides an overview of the analysis discussed in this section. The tonal center in 

this slower movement begins in B-flat major with the de Meij Chord/ Gamelan Chord, with 

pitches on the 4th (E-flat) and the 7th (A-flat). The composer also continues to score the major 

seconds in like-voices. In m. 5 the B-flat is heard simultaneously in the double bass with the A-

flat heard in the piano left hand. This B-flat tonal center lasts from mm. 1-15 (see Example 13). 
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Example 13: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement III, mm. 
1-5, example of use of 4th and 7th and Gamelan Chord. Copyright © 2012 by Amstel Music. All 
Rights Reserved. Used by Permission.         
   
 With the appearance of the euphonium trio in mm. 16-35, de Meij enters the tonal center 

of E-flat major. This is the second time where the harmony does not have the added fourths, 

sevenths, and major seconds (the first time was in the first movement, m. 45). Due to its scoring 

and absence of non-chord tones, this passage has a rich and pure sound in comparison to the 

previous music heard at the beginning of this movement. Measures 36-45 shift to a tonal center 

of A-flat major, but this alternates with the G-flat major and F-flat major chords for harmonic 

coloring. The tonal center of A-flat major continues in mm. 46-60. In mm. 61-62 de Meij creates 

a moment of dominant function, E-flat, in this passage of music, but he adds the coloring of the 

major second and minor second heard in the third clarinet, tenor saxophones, third trumpet, and 

horns. This provides great tension and power with the scoring, crescendo, and release into 

silence.  
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 The composer returns with the tonal center of A-flat major beginning at m. 64, however, 

the melody heard in the solo euphonium descends by step with sequential material. This 

progression provides some harmonic coloring and tension through m. 72. Harmonically there is a 

shift from A-flat major into an A-major center of the de Meij Chord/Gamelan Chord. 

 In mm. 79-90, de Meij employs some interesting scoring and colors to create a 

mysterious and ethereal sound. First, the piccolo and flutes perform descending major thirds 

from G to E-flat (piccolo). He simultaneously utilizes descending major thirds in the flutes: B to 

G and A to F. The second component of this sound is the descending 5-note, quarter-note pattern 

based on a whole-tone scale heard in the oboes, English horn, and vibraphone (see Example 14).  

  Example 14: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement III, mm. 
82-92, example of use of descending 3rds and sequential patterns. Copyright © 2012 by Amstel 
Music. All Rights Reserved. Used by Permission.   
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Table 9. Movement III Harmonic Structure 
mm. in Mvt Harmonies Identified in Each Movement 
mm. 1-15 B-flat major tonal center de Meij Chord/Gamelan Chord Theme of Leaps/ 

Birdcall Theme 
mm. 16-35 E-flat major tonal center, Cantabile Theme/Salvation Army Theme 

Euphonium Trio 
mm. 32-35 E-flat major tonal center, Transitional material 
mm. 36-45 A-flat major tonal center, Tarantella Theme Briefly introduced 
mm. 46-60 A-flat major tonal center, Dance Theme/Tarantella Theme with 

combination of Cantabile Theme/Salvation Army Theme 
mm. 61-63 E-flat major tonal center, cadential, transitional 
mm. 64-78 A-flat major and brief A-major tonal center/de Meij Chord/Gamelan Chord 
mm. 79-end  Whole tone, Sequential pattern descension into following movement 
 

Movement IV Harmonic Analysis   

 Table 10 presents the harmonic analysis for Movement IV. After the sequence is 

complete in the first eight measures of Movement IV, a tonal center of B-flat major appears in 

mm. 9-32 with an alternation of the flatted 7th, A-flat, for four measures. The B-flat major and 

the passing 7th alternate every four measures and every two measures. In mm. 33-48, the tonal 

center changes to E-flat major and alternates with D-flat major. Then, in mm. 49-64, the key 

center moves back to A-flat major, but it alternates with G-flat major.  

 Measures 65-84 contain chromaticism with sequential patterns that take place in the 

piccolo and flutes (quadruplet 8th-notes), and in the alto saxophone (quarter-notes/5-note 

pattern) and solo euphonium (8th-notes/5-note pattern), with a light accompaniment. In mm. 85-

102, fanfare material arrives in the new tonal center of C major. The solo euphonium then enters 

unaccompanied with 8th-note runs within the same tonal center and plays sequences with a 

pattern that begins and ends one octave from its starting pitch. In other words, the pattern begins 

on a C and moves up an octave through a pattern of thirds. The composer establishes a pattern of 

two measures of fanfare and three measures of euphonium interlude, alternating, and this pattern 

occurs three times consecutively within mm. 101-120.  
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 In mm. 121-150, the tonal center of A major is established, and the unaccompanied solo 

euphonium sequential three-measure interlude is revisited. Beginning in mm. 153-166, the de 

Meij/Gamelan chord returns with A major as the tonal center, and the color notes D and G (the 

4th and 7th) also reappear. In m. 168, the home tonal center of C major and the de Meij/Gamelan 

chord appear again, with solo euphonium interludes in between.  

 In mm. 173-192, de Meij continues to proceed through a variety of closely related tonal 

centers including: E-flat, B-flat, and A-flat. However, it should be noted that in each of these 

keys, the third is omitted. This is de Meij’s endeavor to create an unstable sound (reminiscent of 

the surroundings of outer space). After passing through these various tonal centers, the solo 

euphonium plays sequential material consisting of alternating ascending fourths and seconds 

back into the F-major tonal center. In mm. 197-252, the progression is consistent with that heard 

earlier beginning in m. 33. This time the progression alternates between F major and E-flat 

major. Measure 213 signals a return to the original tonal centers heard earlier in the movement, 

B-flat, and m. 229 initiates an ending of the passage in E-flat with returning fanfare material.  

 Measure 253 is reminiscent of a sequence presented earlier in m. 64 of the third 

movement. The sequence has the same intervallic relationships within, only this time it is 

constructed a fifth away from its original presentation. This passage of music from mm. 265-272 

is transitional material back to the introduction heard earlier in this movement, beginning in m. 

273. Measures 273-316 have the same harmonic progression as mm. 9-64. Measures 317-end are 

completed with a tonal center of C major dominant and cadence interjections to the end of the 

movement. One would expect this to return back to C major, in the following movement, but it is 

instead resolved to the 6th or A major. 
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Table 10. Movement IV Harmonic Structure 
mm. in Mvt Harmonies Identified in Each Movement 
mm. 1-8 Sequential material 
mm. 9-32 B-flat major tonal center alternating with passing 7th, A-flat major 
mm. 33-48 E-flat major tonal center, alternating with D-flat major 
mm. 49-64 A-flat major tonal center, alternating with G-flat major 
mm. 65-84 Chromaticism, sequential patterns 
mm. 85-120 C major tonal center, fanfare material, euphonium interlude 
mm. 121-150 A major tonal center, fanfare material, euphonium interlude  
mm. 153-166  A major tonal center, de Meij/Gamelan Chord returns, euphonium 

interludes 
mm. 168-172 C major tonal center, de Meij/Gamelan Chord 
mm. 173-192 E-flat, B-flat, A-flat, Float, omission of 3rd, ethereal sound  
mm. 193-196 Transitional C-major tonal center, Subdominant function, de Meij/ 

Gamelan Chord 
mm. 197-252 F-major tonal center, alternating with E-flat, Return to B-flat (original 

key center, alternating A-flat major, Fanfare material in E-flat major 
mm. 253-272 Sequential material 
mm. 273-316 Sequential material same as mm. 9-64 
mm. 317-end C major dominant function/resolves to the 6th into following movement 
 

Movement V Harmonic Analysis 

 Based on the recordings I have observed that some conductors transition without a pause 

from movement IV to V, which is summarized in Table 11. The composer does not indicate 

attacca in the score, however, expounding upon the harmonic material heard in the previous 

movement, one would assume that there should be no pause. Instead of Movement IV ending on 

the tonal center of C major, it ends on the dominant (G major) (see the end of Movement IV and 

the beginning of Movement V in the score). Beyond that, the fermata and crescendo in the last 

measure leaves a desire for compositional closure, since the movement ends in the tonal center of 

C major and begins Movement V with more darkly scored quarter notes on pitch A on beats one 

and three. The tonal center has a hint of A major because of the occasional C-sharp that occurs 

on beats two and four. De Meij was consistent with keeping major tonal centers throughout much 

of the work. This section also continues to present the de Meij/Gamelan chord, with the presence 
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of the 4th (D) in the first bassoon and the 7th (G) heard in the harp. The first twenty measures of 

the movement present this introductory material. 

 Beat four of m. 20 functions as a tonic in the new tonal center, with the addition of 

ascending and descending chromatic-staccato sixteenth notes heard in the oboes, English horn, 

B-flat clarinets, bass clarinets, all saxophones, horns, euphonium, tuba, double bass, and piano. 

This chromatic technique clearly presents a new harmonic idea. Measures 21-38 return to the 

original tonal center of Movement I, C major, and use of the de Meij/Gamelan chord. Measures 

39-42 are reminiscent of mm. 3-5 in the first movement as introductory, ethereal effects emerge 

before the theme is stated. Measures 43-61 return to the thematic materials heard in earlier 

movements, with the tonal center of C major.  

 Measures 62-77 contain the same progressions previously presented in Movement IV at 

m. 197. The progression is centered on F major for four measures, E-flat major for four 

measures, and an alternating two measures in F major and E-flat major. In m. 78, the tonal center 

changes to B-flat major while alternating with A-flat major. The movement finishes in the tonal 

center of B-flat major with the use of repeated 16th-notes, pedal points in the lower voices, and 

tonal percussion.  

Table 11. Movement V Harmonic Structure 
mm. in Mvt Harmonies Identified in Each Movement 

mm. 1-20 A major tonal center, de Meij/Gamelan chord. 
mm. 21-42 C-major tonal center, original key, de Meij/Gamelan Chord and theme restated  
mm. 43-61 C-major and de Meij/Gamelan Chord continues with euphonium interludes  
mm. 62-77 F-major tonal center alternating with E-flat, combined themes 
mm. 78-end B-flat major with alternating A-flat major tonal center 
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Global Use of Motives and Motivic Patterns  

3-Note Motive and Motivic Patterns 

 Throughout UFO, 3- 4- and 5-note patterns function within the score as motives rather 

than themes. These motivic patterns are used as harmonies, counterpoint, sequences, and 

rhythmic ideas throughout the work. The first appearances of these patterns take place in mm. 

38-90 of movement II. Here the patterns are based on 3-note groupings. They begin with 8th-

note triplets and then intensify rhythmically with 16th-note patterns which progress sequentially. 

Although it would be difficult to describe this as melodic, the idea still needs to be identified as a 

section that is heard, repeated, or mimicked in upcoming movements. 

 The first presentation of the 3-note motivic pattern is heard in the solo euphonium 

beginning in m. 47 (see Example 15). In m. 47 of the second movement, within the 5-voice 

canon, a similar 3-note pattern can be found in Movement V in the solo euphonium beginning in 

mm. 44-57 (see Example 16).  

Example 15: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement II, mm. 
47-50, solo euphonium 3-note motivic use. Copyright © 2012 by Amstel Music. All Rights 
Reserved. Used by Permission.   

Example 16: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement V, mm. 
37-48, solo euphonium 3-note motivic use. Copyright © 2012 by Amstel Music. All Rights 
Reserved. Used by Permission. 
 
The second movement continues with the first clarinet, first alto saxophone, and flute all 

answering in that order. The 3-note motive continues in m. 63 of Movement II with the solo 
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euphonium, flute, clarinet 1, and the alto saxophone playing 16th-note passages with the 3-note 

groupings. The function here is to create rhythmic variety because 3-note groupings (see 

Example 17). 

Example 17: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement II, mm. 
59-65, 3-note motivic use as counterpoint. Copyright © 2012 by Amstel Music. All Rights 
Reserved. Used by Permission.         
    
The congas also have 16th-note rhythms that line-up with the 3-note groupings heard in the 

winds. The progression heard in the vibraphone also follows the pattern of the winds and congas 

(see Example 18). 
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Example 18: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement II, mm. 
66-71, percussion’s rhythmic and motivic role with winds. Copyright © 2012 by Amstel Music. 
All Rights Reserved. Used by Permission.  
  
 In mm. 85-90, the counterpoint becomes involved, varied, and diverse. The flutes, E-flat 

clarinet, B-flat clarinets, and solo euphonium continue with the 3-note 16th-note motives, while 

the mallet percussion and piano have 16th-notes that highlight the recurring 3-note groupings. 

Measures 179-183 contain a fragment from the 3-note motive heard earlier in the movement in 

the solo euphonium.  

 In Movement IV, beginning in mm. 9-16, de Meij utilizes a 3-note 8th-note exchange and 

overlap between the B-flat clarinet 1 and alto saxophones versus the second and third B-flat 

clarinets, alto saxophone 2, and the tenor saxophone (see Example 19).  

Example 19: de Meij, UFO Concerto for Euphonium and Wind Orchestra Movement IV, mm. 
12-17, 3-note motivic overlap with select voices. Copyright © 2012 by Amstel Music. All Rights 
Reserved. Used by Permission. 
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The 3-note 8th-note grouping continues throughout much of the movement as long as the 

Dance/Tarantella theme is being played.  

 The 3-note pattern heard in the solo euphonium in mm. 185-192 has an interesting role. 

The euphonium performs the exact pitches as the ascending clarinets in m. 185, but the solo 

euphonium’s rhythm is slower, moving by 8th-notes. In other words, two full measures of the 

euphoniums ascending 8ths will complete one full measure of the 16th-notes in the first clarinet. 

This orchestration creates a delayed echo effect with the compositional technique of 

augmentation (see Example 20). After the euphonium completes the 8th-note ascension, it 

continues with a four-measure 16th-note ascension into tempo I.  

Example 20: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement IV, mm. 
185-192, delayed echo effect. Copyright © 2012 by Amstel Music. All Rights Reserved. Used by 
Permission. 
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4-Note Patterns 

 There are only a few encounters with 4- and 5-note motivic patterns, which function both 

motivically and harmonically. The first glimpse of a 4-note motivic pattern is located in the solo 

euphonium at mm. 20-26 in Movement I (see Example 21).    

Example 21: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement I, mm. 21-
25, 4-note motivic use in solo euphonium. Copyright © 2012 by Amstel Music. All Rights 
Reserved. Used by Permission. 
          
 Beginning in m. 65 of Movement IV another 4-note motivic pattern takes place in the 

piccolo and flute (see Example 22). This is the composer’s use of chromaticism with a use of 

alternating descending fourths that ascends by step.  

 
Example 22: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement IV, mm. 
65-72, 4-note motivic use as chromaticism and sequential pattern. Copyright © 2012 by Amstel 
Music. All Rights Reserved. Used by Permission.  
 
5-Note Patterns  
 
 In Movement III, the solo euphonium has a 5-note sequential pattern from mm. 66-73. 

The motivic pattern begins on beat 2 and descends downward from E-flat. The sequence begins 

one whole step lower until it finally stops on A-natural (enharmonic B double-flat) (see Example 

23).  A similar pattern appears in the solo euphonium in Movement IV, mm. 253-264. The 

differences are that it begins a 5th higher on E-flat, transitions from quarter notes to 8th-notes, 

and does not descend by whole step (see Example 23). 
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Example 23: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement III, mm. 
60-78, 5-note motivic use as a whole-tone sequential pattern in solo euphonium. Copyright © 
2012 by Amstel Music. All Rights Reserved. Used by Permission. 
 
The alto saxophone has a similar 5-note pattern (whole-tone scalar motion) to accompany the 

euphonium in Movement IV, mm. 65-72, although it is important to note that the time signature 

here is 6/8, adding a hemiola effect. (see Example 24).  

Example 24: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement IV, mm. 
65-72, 5-note motivic use as a whole-tone and sequential pattern in alto saxophone. Copyright © 
2012 by Amstel Music. All Rights Reserved. Used by Permission. 
 

Sound and Rhythmic Analysis Throughout UFO 

Multi-Rhythmic Techniques: 4 against 3, 3 against 2  

 Although there is frequent use unison rhythm, and contrasts in rhythmic speeds, de Meij 

also employs multi-rhythmic approaches throughout the concerto. He utilizes multiple beat 

pulses within the same measure. For instance, he writes 4 beats against 3, 3 beats against 2, and 

duple versus triple.  

 Movement II presents the first appearance of a multi-rhythmic example. This portion of 

the movement is Vivo, with the half note equaling 132 beats per minute. In mm. 229-236, de 

Meij scores the piccolo, flutes, oboes, English horn, E-flat clarinet, and B-flat clarinets with two 
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sets of four 8th-note groupings. In the saxophones, the composer scores quarter-note triplets. 

There are also half-note triplets in the tubular bells. These triplets are juxtaposed against a four 

pattern, in the trumpets and trombones, which is written as 8th notes. To add to the complexity, 

syncopation is written in the bassoons, horns, tuba, double bass, harp, piano, vibraphone, and 

timpani (see Example 25).   

 

 

 



 

 

65 

Example 25: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement II, mm. 
229-234, multi-rhythmic use. Copyright © 2012 by Amstel Music. All Rights Reserved. Used by 
Permission. 
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 In a section of Movement III, de Meij creates a feeling of 5, although it is written in 3. In 

mm. 79-86, the oboes, English horn, and vibraphone create the pulse of 5, but while this is 

happening, a feeling of 2 also takes place with two dotted quarter notes per measure in the harp 

and piano. Therefore, there is not only a pulse of 5, but also a hint of 2 against 3.  

 Movement IV provides another example of multi-rhythmic application in the score. The 

movement is in 6/8, but in mm. 162 and 163, the oboes, English horn, B-flat clarinets, all 

saxophones, and harp have a pulse of 3, while the bassoons, bass clarinet, euphoniums, tuba, 

double, bass, piano, and timpani have pulse of 2. These patterns happen in mm. 162-163, 165-

166, 168-169, and 171-172. In mm. 175-178, multi-rhythmic activity continues. The bassoons, 

bass clarinet, tenor saxophones, baritone saxophone, tuba, double bass, timpani, and bass drum 

present a triplet pulse, but the horns and euphoniums play 4 eighth-note quadruplets. This is 

another example of 3 against 2, although it may also be considered 4 against 3.  

 Measures 187-192 present the most complex use of this multi-rhythmic technique. The 

flutes have two sets of 6-note 16th-note groupings. The oboes, bassoons, alto saxophone 1, tenor 

saxophones, and baritone saxophone all have four 8th-note quadruplets. The English horn and 

second alto saxophone have the two sets of 4-note 16th-note groupings representing rhythmic 

velocity, and a pulse of 2. The last component in this complex rhythmic juxtaposition is the 

group that is felt in 3 or in triplets, which include trombones 2 and 3, euphoniums, tuba, double 

bass, left-hand piano, and timpani. The right-hand part of the piano and all horns echo the 

entrance of the previous group entering after beat one, yet also with a triplet pulse (see Example 

26).  
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Example 26: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement IV, mm. 
185-192, multi-rhythmic use. Copyright © 2012 by Amstel Music. All Rights Reserved. Used by 
Permission. 
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 Continuing in m. 229 of Movement IV, the 6/8 time signature takes on the feeling of 

being in 1, similar to a lively waltz written in a fanfare style. There is, however, still multi-

rhythmic activity that takes place. While the alto and tenor saxophones, horns 2 and 4, trumpets, 

1 and 2, trombones, and euphoniums create a waltz feel in 1, the bassoons, baritone saxophone,  

trombone 3, tuba, double bass, harp, piano, timpani, snare drum, have a pulse of 2. In mm. 317 to 

the end, similar multi-rhythmic scoring occurs, but the time signature is 3/4, with a feeling of 3 

against 2, and in a slower tempo.  

 The final multi-rhythmic section of the work is found in m. 62 of Movement V. Here, de 

Meij utilizes the 6/8 time signature, yet parts of the scoring feel like triplets while other scoring 

feels like 4. Two themes are being played, the Dance Theme/Tarantella, and the Theme of 

Leaps/Bird Call Theme. The piccolo, flutes, oboes, English horn, and B-flat clarinets are scored 

in a triplet pulse, while the solo euphonium and euphoniums are scored in a duple pulse (see 

Example 27).   
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Example 27: de Meij, UFO Concerto for Euphonium and Wind Orchestra Movement V, mm. 
60-69, multi-rhythmic use and pulse. Copyright © 2012 by Amstel Music. All Rights Reserved. 
Used by Permission. 

 
Scoring and Texture Throughout UFO 

 
 This portion of the analysis focuses on de Meij’s approach to scoring, texture, registers, 

and color. It provides information on his contrasts of colors, his comparison of like colors, and 

his specialized uses of colors.  

Specific Colors (Use of Interesting Combinations and External Resources) 
 
 In the beginning of the first movement, the overall color is enhanced with the trombones 

utilizing cup mutes. This mute provides a hollow and edgy color to the sforzando entrance. 

Beyond this sonority, the timbre created with the harp, piano, vibraphone, and tam-tam affect a 

striking color and texture. Additionally the combinations of the keyboard percussion and with 
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other percussion instruments and their instruction to let their sounds ring, seen in m. 2, and are 

noteworthy (see Example 28).9  

                   
Example 28: de Meij UFO Concerto for Euphonium and Wind Orchestra, Movement I, mm. 1-2, 
use of unique textures and colors. Copyright © 2012 by Amstel Music. All Rights Reserved. 
Used by Permission.           
   
 Movement III, m. 64, provides a similar use of interesting instrumental combinations. 

The composer has called the effect of the registers of the flute, trombones 2 and 3, along with the 

harp and Tam-tam, Misterioso. These unusual registers, combined colors, and use of sequential 

material create an atmospheric effect. One additional bit of scoring is de Meij’s decision to score 

for two pairs of cymbals in mm. 70-86 of Movement I. Another similar use of percussion and 

interesting use of color is found in mm. 1-2 of Movement V, with the use of two snare drums 

played at different times and used in different roles. The field drum provided a darker color and 

driving rhythmic part (almost tribal-like), while the concert snare was used for a brighter color 

                                                
9 De Meij originally had asked for the soloist to use a mute in part of Mvt. III (see Appendix B, p. 125). Although 
the score no longer calls for a mute, the composer continues to prefer that timbre.   
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and the traditional role of keeping a steady tempo. This movement is to be performed in a march 

style as described in the beginning, Alla Marcia.  

  A final observation related to colors is found in mm. 39-41. De Meij creates interesting 

color combinations by means of lower registers of the piccolo and flute, the stopped horn, and 

ringing colors of the double bass, harp/piano, vibraphone, tubular bells, and timpani. These 

sounds create an ethereal effect, perhaps appropriate for the concerto’s title.  

Scoring Contrasts 

 Contrasts in relation to the scoring happen early in the first movement, in mm. 11-14. 

Flutes and clarinet 2 present ascending then descending motions, while clarinet 1 has descending 

motion with written 32nd-notes providing additional timbres in this ethereal section (see 

Example 29).   

        
Example 29: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement I, mm. 9-
15, use of timbre contrast. Copyright © 2012 by Amstel Music. All Rights Reserved. Used by 
Permission.            
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In Movement II, the composer utilizes contrasts via the articulation style seen in the trumpets of 

m. 107 versus the sustained half notes seen in the B-flat clarinets (see Example 30). 

 

Example 30: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement II, mm. 
105-110, use of color contrast. Copyright © 2012 by Amstel Music. All Rights Reserved. Used 
by Permission.  
 
 The composer also utilizes contrasts of bright and dark colors. In the fourth movement, 

the Dance Theme/Tarantella Theme in m. 197 has a bright color due to the use of the piccolo, 

flutes, oboes, English horn, trumpet, alto and tenor saxophones. The color becomes darker with 

the scoring of the horns in octaves, trombones, and euphoniums beginning in m. 213. In m. 229 
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the same darker scoring is used for fanfare material coming from the Cantabile Theme/Salvation 

Army Theme of the previous movement.  

 In mm. 43-56, de Meij uses a bell-tone-type echo effect with the woodwinds, including 

the piccolo, flutes, oboes, English horn, and all the saxophones entering after beat one. In 

contrast, the brass and other colors enter on the downbeat. These voices include the trumpets, 

trombones, euphoniums, harp, piano, and mallet percussion. This portion of the concerto exhibits 

a technique that he also used in one of his previous works, Extreme Make-Over (see Example 

31).10  

                                                
10 Johan de Meij, interview by author, October 12, 2015, interview p.124, transcript. 
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Example 31: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement V, m. 43 
use of color contrast bell tones. Copyright © 2012 by Amstel Music. All Rights Reserved. Used 
by Permission.   
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Scoring Similarities 
 
 The beginning of Movement I contains scoring similarities. In m. 26, the piccolo, flute, 

oboe, E-flat clarinet, and B-flat clarinets are doubled with similar melodic content, while the 

saxophones and bassoons take on the role of rhythmic accompaniment in mm. 26-37 (see 

Example 32).  

Example 32: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement I, mm. 26-
32, use of similar scoring. Copyright © 2012 by Amstel Music. All Rights Reserved. Used by 
Permission.  
 
 In mm. 53-61, de Meij has the alto saxophones, tenor saxophones, and oboes take on the 

role of accompaniment and harmonic coloring. The composer uses the same approach to scoring 

in Movement II. The euphonium presents the theme based on leaps (Bird Call Theme) in m. 107 
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and is answered in m. 123 by the piccolo, flutes, oboes, B-flat and E-flat clarinets. This occurs 

again at m. 139, as the solo euphonium is echoed by select wind voices.  

 There are additional examples like-scoring in within the first movement. All of the 

saxophones, trombones, tuba, and double bass serving the role of accompaniment in mm. 28, 31, 

34, and 37. The composer then continues to vary his orchestration by scoring a clarinet choir 

with the solo euphonium seen in mm. 45-52. Later in the same movement, in mm. 62-70, he 

creates multiple layers of counterpoint, with the first layer found in the solo euphonium, and the 

euphonium section doubled in octaves with the melody. The next layer within this passage (mm. 

62-70) is heard in the oboes and first clarinet as a countermelody. The third layer consists of the 

English horn, second clarinet, and the second alto saxophone providing additional counterpoint 

and harmonic interest with suspension. Layer four contains the third clarinet, tenor saxophone 

containing some sustained harmonies, and the fifth layer contains the bassoons, bass clarinet, and 

baritone saxophone as accompanimental bass lines. Ultimately the layers create wonderful 

counterpoint (see Example 33).   
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Example 33: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement I, mm. 62-
69, use of similar like-scoring. Copyright © 2012 by Amstel Music. All Rights Reserved. Used 
by Permission. 
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 In Movement II de Meij expands the counterpoint, yet he uses similar scoring, and he 

uses the solo euphonium as a part of the scoring, demonstrating the horn’s versatility. In mm. 85-

90, the counterpoint becomes more involved, varied, and diverse. The flutes, E-flat clarinet, B-

flat clarinets, and solo euphonium continue with the 3-note 16th-note motives. Dotted-8th/16ths 

and 16th/dotted-8ths were added to the layer heard in the oboe, English horn, trumpets, trombone 

1, and the varied roles of 16ths and 8ths from the alto saxophones. The mallet percussion and 

piano have 16th-notes that highlight the reoccurring 3-note groupings.  

 Movement III opens with like-scoring in the second bassoon, alto saxophones, tenor 

saxophones, and third trombone on B-flat drones. The English horn and clarinet 1 in mm. 2 and 6 

begin the movement with a motivic presentation of thematic material originally heard in 

Movement II. In mm. 10 and 14 the euphonium, tuba, double bass, bass clarinet, baritone 

saxophone, and bassoons also present material from theme II. In mm. 16-33, the solo euphonium 

and euphoniums are scored with a third theme that is introduced for the first time in the piece.  

 Movement IV exhibits de Meij’s effective use of brass and percussion for a fanfare 

passage. Measure 85 marks the beginning of this fanfare-like material in the trumpets, trombones 

1 and 2, snare, and percussion 2. The fanfare material continues again in mm. 121-138 in the 

piccolo, flute, B-flat/E-flat clarinets, trumpets, trombones 1 and 2, euphoniums, and percussion 

2. The alto saxophones and horns provide ornamentation with glissandi and 32nd-note runs. 

 Measure 25 of Movement V brings a comprehensive or summative idea to de Meij’s 

scoring. These approaches were seen in Movement I, and the piccolo, flutes, and B-flat clarinets 

have the 32nd-note flourishes. The upper-mid-range double reeds (oboes and English horn) and 

all saxophones have the 16th-note/8th-note rhythmic figures, and the low woodwinds, low brass, 

percussion 2 and 3, and timpani provide the downbeat.  
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Analytical Summary  

 Although considered similar to through-composed form by both de Meij and Frey, I have 

determined the form of UFO Concerto to be quasi sonata-allegro. Movements I, II, and III 

introduce the themes; Movements II and IV develop those themes; and Movement V serves as a 

recapitulation and coda. The unfolding and the developing of the thematic material are my 

reasons for labeling the form this way. The analytical highlights of Movement I include the 

introduction to the gamelan sound via the presentations of the Introductory Theme/Gamelan 

Theme and de Meij Chord/Gamelan Chord. Originally these compositional concepts were used 

in previous works by De Meij: Extreme Make-Over and Planet Earth. The major triad with the 

added 4th and 7th are prominent throughout much of the work, creating an ethereal sound, which 

may be befitting of the concerto’s title. This movement hovers around a C-major center with 

some dominant function of G major, moves to B-flat major, and concludes in A-flat major, 

which becomes the tonal center of the second movement.  

 The Introductory Theme/Gamelan Theme is developed through the use of a five-voice 

canon in Movement II. The second movement also presents a new theme called the Theme of 

Leaps/Bird Call Theme because of the theme’s construction based on scale degrees 3, 4, and 5 

(A, B-flat and C), which the composer heard outdoors. This movement also presents 3-note 

motivic sequential patterns. Although these sequences are not melodic, they play a major role 

throughout the work, namely as multi-rhythmic layers that create excitement, harmonic 

transitions, and ultimately a demonstration of the soloist’s virtuosity. Harmonically the A-flat 

tonal center dominates much of this movement. There is an occasional F-major center (VI) that 

transitions to B-flat major near the end of the movement to set up the beginning of Movement 

III.  
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 Movement III is designed to bring the listener’s ear musical balance. A slower tempo and 

traditional harmonies are present throughout until the last few measures of the movement. The 

Theme of Leaps/Bird Call Theme is developed in Movement III, and the expositions of the 

Cantabile Theme/Salvation Army Theme as well as the Dance Theme/Tarantella Theme occur in 

this movement. De Meij’s plan was to honor the brass band tradition, so a trio of euphoniums 

(solo euphonium and section euphoniums) are featured in this movement. The rich-sounding key 

of E-flat major allows the euphonium to demonstrate its range and beauty. Harmonically, E-flat 

major is the tonal center of the movement, and ultimately de Meij moves to A-flat major and 

ends the movement in B-flat to again set a transition into the next movement. The last few 

measures use a 5-note pattern that sequences into the new key for the following movement, and 

there is a hint of the de Meij Chord/Gamelan Chord before the start of Movement IV.  

 Movement IV continues with the 5-note sequential pattern as it expounds on the Dance 

Theme/Tarantella Theme. After hearing the slow version of this theme in the previous 

movement, de Meij presents it in the style of a Tarantella. This movement takes on the tonal 

center of B-flat, and the multi-rhythmic moments (4 against 3 and 3 against 2) appear in the 

middle of this movement. Movement IV also contains many sequential patterns and 3-, 4-, and 5-

note groupings. The movement transitions from B-flat to the tonal center of C major, but the 

composer transitions into A major, which gives the listener a sense of the work needing to 

continue and is not complete. While a slower fanfare presentation of the Cantabile 

Theme/Salvation Army Theme almost sounds as if the piece is coming to an end, he segues into 

the fifth movement in the unexpected tonal center of A major.   

 Movement V begins as a stately march featuring Introductory Theme/Gamelan Theme in 

A major. De Meij continues to state this theme and moves into the home key of C major before 
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ultimately transitioning to B-flat major. Movement V becomes a culmination of all of the work's 

musical ideas, with all four themes, the Gamelan Chord, and the 3-note motivic pattern meeting 

each other. This is the codetta of the quasi Sonata-Allegro form. Table 12 provides an analytical 

overview my analysis and my suggested connections to Sonata-Allegro form.       

Table 12. Analytical Overview and Connections to Sonata-Allegro Form 
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Chapter IV  

Performance Concerns for the Soloist and Conductor 

 The UFO Concerto for Euphonium and Wind Orchestra is approximately twenty-four 

minutes long, with the solo euphonium engaging in approximately seventeen minutes of the 

performance time. A solo part such as this requires a tremendous amount of endurance, 

especially with the musical demands that de Meij places on the soloist. In this chapter, technical 

demands and musical interpretations of this piece are discussed, including issues of range, 

articulation, dynamics, and fingering.   

 A conductor also has much to prepare, including isolated conducting techniques, 

rehearsing the ensemble, and interacting with the soloist. The accompaniment for this concerto is 

also not typical; there are several passages where the ensemble is performing the same virtuosic 

passage as the soloist. I will also present my views regarding musical interpretations, phrasing, 

tempos, and collaboration between the conductor and the soloist, and approaches to musicality, 

in the chapter. Therefore, I recommend that readers follow along in the score.1  

Movement I Performance Issues for the Solo Euphonium  

Technical Demands  

 The solo euphonium makes its first appearance in m. 9. The technical parts of the music 

are not tremendously demanding; however, there are a few concerns that need to be addressed. 

Beginning in m. 18, the ornamentation after the “and-of-2” must be stylistically consistent with 

the ornamentation in m. 19 (see Example 34). The ornamentation in m. 18 requires the use of 

valves, while the second ornamentation requires the soloist to use a quasi lip trill. If great care is 

                                                
1 The measure numbers of the full score do not line up with some of the measure numbers of the solo part. Within 
this chapter most measure references are to the full score.  
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not taken, subtle sound differences between those two ornaments will be evident. A similar 

situation occurs in mm. 88 and mm. 90.  

 

Example 34: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement I, mm. 16-
19, ornamentation use in solo euphonium. Copyright © 2012 by Amstel Music. All Rights 
Reserved. Used by Permission.         
    
 After the initial statement of the Introductory Theme/Gamelan Theme in the euphonium, 

a restatement of the same theme an octave higher, beginning in m. 62, can present a challenge of 

range. The range will vary from middle C (C4) to as high as the octave above middle C (C2) and 

as low as C-flat below the staff (or Great C-flat). The register concerns in this movement take 

place from mm. 62-98. The most challenging of these passages occurs when the euphonium has 

to produce a Great C-flat at a forte dynamic level.  

Musical Interpretation 

 In Movement I there are several opportunities for the soloist to take musical liberties. 

Although the tempo is marked quarter note = 72, the solo euphonium has the freedom to stretch 

the tempo in mm. 9-10 and 12-13. With the 8th-notes before m. 16, de Meij has indicated that the 

player should perform the passage in a rubato style. This passage could be interpreted as a quasi-

cadenza; however, the soloist should maintain a sense of rhythmic integrity and structure. In 

other words, there should be a rhythmic difference between the written 8th-notes, and the triplet 

8th-notes, and a further difference compared to the 16th-notes. The soloist should also take the 

opportunity to emphasize the 4-note groupings seen in the 8th-note triplets beginning in m. 20. 

This has an important effect thematically, motivically, and musically. At the next entrance there 

are a handful of phrasing options for the soloist, but the best option would be for the soloist to 
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breathe after the third beat of every two measures, beginning with the first statement of the 

Introductory Theme/Gamelan Theme with the soloist starting at mm. 45 to 69.  

Movement II Performance Concerns for the Euphonium 

Technical Demands 

 The technical challenges within Movement II are more involved for the soloist. They 

include demands on the ear of the soloist, lip flexibility, range, and overall virtuosity. 

Additionally, the one area that could easily be overlooked is the necessity for a strong sense of 

inner-pulse with the movement’s constant subdivisions. Measures 1-12 contain passages 

requiring tremendous lip flexibility to accommodate descending and ascending leaps as large as 

sevenths (see Example 35). The slurs are written at the moderate tempo of quarter note = 108. 

An accurate ear and a strong sense of pitch are required because the partials are so close to one 

another.  

Example 35: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement II, mm. 1-
12, technical concerns in solo euphonium. Copyright © 2012 by Amstel Music. All Rights 
Reserved. Used by Permission.  
   
 The movement’s solo content begins to intensify after mm. 28-34. The composer presents 

staccato-articulated 8th-note triplets along with a variety of intervals written in a sequential 

pattern (mm. 38-44). Shortly thereafter, a 4-octave fortissimo descent of C naturals begins one 

octave above middle C and ends on the C below the bass clef staff. Beginning at m. 47, de Meij 

intensifies the sequence and turns the pattern from 8th-note triplets into consecutive 16ths, but 

with 3-note groupings (see Example 36). The sequence ascends through the interval of an octave 
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and a fourth above the first line G of the bass clef. The measured numbers are slightly different 

in the published solo part but the music is consistent with the published original score for solo 

euphonium and wind orchestra. Example 36 corresponds with mm. 47-62 in the score: 

Example 36: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement II, mm. 
47-62 (score), technical concerns in solo euphonium. Copyright © 2012 by Amstel Music. All 
Rights Reserved. Used by Permission.  
       
 In m. 63, the solo continues with a similar pattern of 16ths, but the pattern descends 

beginning at m. 69. Measure 82 presents a moment that sounds like a duet within the soloist’s 

part, where de Meij emphasizes ascending bass notes with the 3-note 16ths at an interval as large 

as a 12th above the bass notes, as shown in in Example 37.  

               
Example 37: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement II, m. 82, 
technical concerns in solo euphonium. Copyright © 2012 by Amstel Music. All Rights Reserved. 
Used by Permission. 
  
 Beginning at m. 107 of the Vivo section of this movement, the soloist has to ensure that 

there is clarity with the ascending notes, consistency of articulation styles, and a consistent pulse 

throughout the Theme of Leaps/Bird Call Theme (see Example 38).   
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Example 38: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement II, mm. 
106-111 (score), technical concerns in solo euphonium. Copyright © 2012 by Amstel Music. All 
Rights Reserved. Used by Permission.        
   
 From mm. 163-232, the technical issues continue to intensify, and the intervals continue 

to widen in the solo euphonium part until, in m. 187, the euphonium soloist is required to display 

his/her range. In these several measures, the solo euphonium will play in the range from a BB-

flat (in the contra register) to an F2 two octaves above the bass clef staff.  

Musical Interpretation  

 In the opening section (mm. 1-8) of Movement II, there is potential for the soloist to take 

some musical freedoms with regards to expression. The soloist has three full measures of whole 

rests followed by a response from the temple block, providing an opportunity to create silent 

tension by turning the single measures of rests into miniature fermatas. Depending on the hall’s 

acoustics, the soloist should allow the sounds to ring before re-entering.  

 Other musical options for the soloist are presented in mm. 47, 63, and 75. These passages 

contain 3-note and 16th-note patterns that have an implied accent. Although these groupings are 

not indicated with an accent, a light accent on each of them enhances the effect. The remaining 

voices of the canon could apply the same accented gesture to the same 3-note motive if 

encouraged by the conductor to do so. The concerns of the conductor will be addressed later in 

this chapter. 

 The Theme of Leaps/Birdcall Theme for the piece is presented for the first time 

beginning at m. 107 (see chapter III). Although it is not written, the soloist may consider adding 

a slight crescendo to the ascending leaps in the passage. In this theme, the notes of emphasis 

should be the notes that change, as opposed to the repeated F. In mm. 139-150, although the 
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theme takes on a descending direction, the point of emphasis, which is to play with a crescendo 

as the notes change direction, could remain the same for the soloist.   

Movement III Performance Issues for the Solo Euphonium 

Technical Demands  

 The technical demands in Movement III have little to do with velocity or fingering 

technique and much to do with phrasing and steady airflow in the extreme upper registers of the 

horn. Over the twenty measures, beginning in m. 15, there are only three opportunities to take a 

breath. The phrasing I recommend is as follows: in m. 19 after beat 3, m. 23 after beat 3, and 

after beat 2 of m. 28 (see Example 39).  

Example 39: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement III, mm. 
1-34, technical concerns, phrasing in solo euphonium. Copyright © 2012 by Amstel Music. All 
Rights Reserved. Used by Permission.  
     
Whatever decision is made, the euphonium section must match the solo euphonium’s phrasing in 

this passage, which demands maintaining the quarter note = 80 tempo while playing much of the 

music in the upper register.   

Musical Interpretation 

 Another decision that the soloist must consider is the interesting articulation seen in mm. 

22 and 68, where two quarter notes are tied (beats three to one) with a tenuto mark on the quarter 

note on beat one. With the indicated tenuto under the tie, the soloist should place slight emphasis 

and more volume on the note, while playing full value with no breath before the next articulated 

note (see Example 40).  
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Example 40: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement III, mm. 
60-69, technical concerns, phrasing in solo euphonium. Copyright © 2012 by Amstel Music. All 
Rights Reserved. Used by Permission.       
 

Movement IV Performance Issues for the Solo Euphonium 

Technical Demands  

 In Movement IV, rhythmic clarity, attention to articulation variety, and clarity of melody 

and motive are all vital. The Dance Theme/Tarantella Theme enters in m. 17, and, shortly 

thereafter in m. 24, the soloist must take great care to play the tongue-two, slur-two, and tongue-

one all in the same measure after a release from a tie (see Example 41).     

          

Example 41: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement IV, mm. 
1-32, technical concerns, rhythmic clarity/articulation in solo euphonium. Copyright © 2012 by 
Amstel Music. All Rights Reserved. Used by Permission.   
  
When glancing at the figure, it seems this would not be a major concern, but the tempo is dotted 

quarter =136. There are similar obstacles with this type of articulation details seen in mm. 28 and 

40.  

 Measures 44 and 48 pose different articulation and rhythmic concerns. Measure 44 has a 

slur-two, accented tongue-one, slur-two, and tongue-one pattern. The difference, this time, is that 

de Meij adds 16th-notes to the 6/8 time signature. These added 16ths contribute to the 
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performance complexity, which can affect both tempo and style. Similar concerns are seen in 

mm. 52 and 56, which have written quadruplet figures after the triplet pulse (see Example 42).  

 

Example 42: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement IV, mm. 
49-56, technical concerns, rhythmic clarity/articulation in solo euphonium. Copyright © 2012 by 
Amstel Music. All Rights Reserved. Used by Permission.  
 
 Beginning in m. 72, the soloist encounters a 5-note sequence based on a 3-note version of 

the same motive in Movement II that descends by step from A-natural above the staff to middle 

C. There are also 4-note motivic sequences in mm. 102-121 and mm. 138-149. Measures 138-

149 combine the demands of the sequences spread over the time value of four 8th-notes 

occurring in varied portions of the measure (see Example 43).   

Example 43: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement IV, mm. 
121-149, technical concerns, rhythmic clarity/motivic in solo euphonium. Copyright © 2012 by 
Amstel Music. All Rights Reserved. Used by Permission.      
  
At mm. 138 and 139, the technical demands involve awkward fingering combinations between 

the second finger to the second and fourth, then the second and third. This makes for a 

challenging pattern, especially at the indicated tempo of the dotted quarter = 136. The remainder 

of the movement contains some of the same technical concerns becasue this passage is mostly a 

repeat of the first portion of the movement.  
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Musical Interpretation 

 The few interpretive moments for the soloist take place in mm. 150-152, 154-155, 161, 

164, 167, and 170, which contain potential cadenza-like moments that require coordination 

between the soloist, conductor, and ensemble (see Example 44).  

Example 44: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement IV, mm. 
150-157, technical concerns, rhythmic clarity/motivic in solo euphonium. Copyright © 2012 by 
Amstel Music. All Rights Reserved. Used by Permission.      
  

Movement V Performance Issues for the Solo Euphonium 

Technical Demands  

 Movement V exhibits a summary of technical concerns for the soloist. In m. 38, the 

ensemble has a dynamic level of fortissimo, yet the solo euphonium finishes the phrase in the 

“Great” (but stuffy) register of the horn on a C below the bass-clef staff. Measures 44-56 provide 

a return of the 3-note 16th-note motivic pattern that was played in Movement II. Ironically, the 

composer instructs the soloist to play this passage in an easy manner. In reality, it is not easy to 

execute, but he wants it to be played with relaxed musical poise, connection, and absence of 

heaviness. Measures 62-113 show a return to the rhythmic challenges in the Theme of 

Leaps/Birdcall Theme. This time, however, the soloist must play the same figure written in a 

quadruple feel, but played in the 6/8 meter (see Example 45).   
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Example 45: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement V, mm. 
59-71, technical concerns, rhythmic challenges/quadruple feel in solo euphonium. Copyright © 
2012 by Amstel Music. All Rights Reserved. Used by Permission.  
 
Musical Interpretation   

 The summary of musical interpretations remains the same for Movement V. Much of this 

movement contains similar technical concerns; however, the style of the themes should be 

approached in the same way as in the previous movements.  

Approaches and Concerns of the Conductor 

 There are many factors that a conductor must consider when approaching any piece of 

music, especially a concerto. One must consider tempos, attacks and releases, patterns, 

conducting gestures, and when to maximize or minimize pattern communication to the ensemble. 

Below, I offer suggestions and observations for conducting the de Meij concerto.  

Movement I Conducting Concerns 

Technical Conducting Concerns 

 Movement I contains several measures where clear, precise downbeats are essential for 

the ensemble to perform fluently. In m. 3, the woodwinds enter on the “and-of-1.” The challenge 

is making sure that the E-flat clarinet, all B-flat clarinets, and bass clarinet perform steady 8th-

notes, so that the slurred 16ths in the piccolo and flutes, and tied syncopated quarter notes in the 

oboes, English horn, and bassoons, are played precisely. The steady 8ths help with the pulse and 

subdivision needed to execute the 16ths (see Example 46).  
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Example 46: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement I, mm. 1-
8, technical concerns for conductor, steady pulse. Copyright © 2012 by Amstel Music. All 
Rights Reserved. Used by Permission. 
 
 In mm. 16-25, the soloist has some options during the marked rubato. After agreeing with 

the soloist on his/her musical decisions, the conductor has two options that could help the 

ensemble during this passage. The conductor could provide only downbeats for each measure, or 

could alert the ensemble by raising his or her arms to prepare the ensemble for the entrance of m. 

26. Either would be fine, but the first option is the safest approach. However, it is my preference 

that the conductor do as little as possible during this quasi-cadenza, although alerting the 

ensemble of the last measure or two would be appropriate communication for a successful 

entrance from the ensemble.  

Musical Interpretation  

 There is an opportunity in Movement I, between mm. 4 and 5, for the conductor to create 

some musical intensity. Because of the de Meij Chord/Gamelan Chord and scoring, there is 

implied tension that can be augmented and maximized by adding a slight crescendo and a 

ritardando. The same is true between mm. 6 and 7. There is little need to provide a conducting 

pattern in mm. 9-10 and 12-13; all that is needed is a one-beat prep for the entrances in mm. 11 
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and 14. Eliminating the pattern places the focus on the soloist. Communication between the 

conductor and soloist must take place if the soloist has any intent of performing ritardandos.  

 Measures 26 through 43 are straightforward; however, the conductor must be sure that 

the bassoons, saxophones, trombones, tuba, and double bass perform the 8th notes with 

consistent lengths in mm. 28, 31, and 34. I prefer to show a heavier downbeat on the 8th notes to 

provide an opportunity to shape the decrescendo as a response to the Introductory 

Theme/Gamelan Theme heard in the previous measures. This musical decision of the conductor 

diverts the focus back to the theme. With regard to crescendos and diminuendos, the conductor 

must take care that the various 2-measure crescendo-decrescendos are played consistently in all 

parts seen in mm. 78-86 (see Example 47).  
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Example 47: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement I, mm. 78-
86, musical interpretation for conductor, crescendo/decrescendos. Copyright © 2012 by Amstel 
Music. All Rights Reserved. Used by Permission.       
   

Movement II Conducting Concerns 

Technical Conducting Concerns  

 There are several technical concerns that the conductor will face in Movement II. In 

addition to the rhythmic and technical demands of the ensemble, there are also balance concerns. 

Since the passage in mm. 8-18 is an echo of the euphonium in the first eight measures, the tempo 

needs to be steady and the players must be held to that standard. Beginning in m. 19, the 

conductor must provide clear, crisp, and simple conducting patterns (see Example 48). 
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Example 48: de Meij UFO Concerto for Euphonium and Wind Orchestra, Movement II, mm. 
19-27, technical concerns for conductor, careful patterns and cues. Copyright © 2012 by Amstel 
Music. All Rights Reserved. Used by Permission. 
 
Beginning in m. 21, the entrances shift so the conductor must provide a steady pulse.  

 The concerns for the ensemble players are equally difficult, with the technique of the 

performers put to the test. Beginning in m. 47, the 8th-note triplets and the 3-note 16th-note 

groupings challenge everyone (see Example 49).  
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Example 49: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement II, mm. 
44-51, technical concerns for conductor and musicians, technical demands. Copyright © 2012 by 
Amstel Music. All Rights Reserved. Used by Permission.      
  
This section also includes multi-rhythmic events. There are triplets being played by the flute that 

should be played evenly and with a light articulation, syncopated figures played by the oboe 

where ties should be released for accurate and clean entrances, 2-note 8th-note groupings played 

by the bassoon, and 3-note 16th-note groupings played by the clarinet, which all need to play 

with consistent note lengths and style. 

Musical Interpretation  

 The conductor must make musical decisions regarding the articulations, patterns, 

groupings, and overall ensemble balance. After the soloist enters and states the theme, it is 

important for the remaining voices in the canon to play in the same style as the solo euphonium 

and not to cover it with a new voice. The conductor should consider asking each voice to back 
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off slightly to hear the new voices entering the canon. The nuances of the crescendos-to-staccato 

releases of m. 56 also require a consistent style of gestures from the conductor. Although it is not 

indicated in the score, I prefer to add weight to each of the 3-note, 16th-note figures, to enhance 

the groove. I also insert a 4-measure crescendo; after that, a subito-piano dynamic with a repeat 

of the same 4-measure phrasing following the subito-piano beginning in m. 63. In m. 85, the 

conductor must ensure that the counterpoint is heard because there are several different motivic 

or melodic ideas occurring (see Example 50).  
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Example 50: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement II, mm. 
85-90, musical interpretation for conductor, balance of canon. Copyright © 2012 by Amstel 
Music. All Rights Reserved. Used by Permission.  
 
 The final concern with balance in the movement comes in mm. 187-232, where the solo 

euphonium and the euphonium section play the Gamelan Theme in a cantus firmus style. These 
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voices could easily be lost in the orchestration. By the end of the movement, the conducting is 

basic, but the conductor should allow the sound to dissipate before beginning the third 

movement. 

Movement III Conducting Concerns 

Technical Conducting Concerns 

 There is little in Movement III that is of great technical concern for the conductor. 

However, mm. 2, 6, 10, and 14 need attention because some of the entrances within the ensemble 

happen on the “and-of-1,” and after an 8th rest. A clear downbeat is necessary for clean and 

accurate entrances. Because Movement III ends with an attacca to Movement IV, and because of 

the harmonic and motivic connections between these movements, this transition must be handled 

carefully by the conductor (see greater detail in Chapter III). It is essential for the conductor to 

make certain that the quarter note = 76 acceleration to the dotted-quarter note = 136 is smooth.  

Musical Interpretation  

 The conductor’s close attention is required preceding mm. 4-5, 8-9, and 12-13, where the 

timpani plays three eighth notes leading into each of those measures. The conductor could 

consider a slight ritardando each time. Beginning at m. 36, a quicker tempo could provide energy 

and contrast when most of the winds enter, playing the theme that the euphonium has already 

presented.  

 Measures 16-34 will require the soloist and conductor to agree on the phrasing. This is 

because the euphonium section doubles the solo euphonium, and it is an area that is challenging 

to determine what the phrasing should be. Taking a closer look at this passage, the first 

euphonium actually plays a harmonic accompaniment with the same rhythms. So the solo 

euphonium and the first euphonium part should have identical phrasing. Details to the specifics 
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of the phrasing will be discussed later in the chapter. At m. 24, the second euphonium plays the 

harmonic accompaniment with the solo euphonium (see Example 51). 

 

Example 51: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement III, mm. 
16-32, musical interpretation for euphonium, phrasing. Copyright © 2012 by Amstel Music. All 
Rights Reserved. Used by Permission.        
    

Movement IV Conducting Concerns 

Technical Conducting Concerns  

 In the middle section of Movement IV, multi-rhythmic layers take place. The ensemble is 

faced with multi-rhythmic passages where careful preparation and solid rhythmic integrity will 

be important (see Example 52). The repeated 8th-notes in the 6/8-meter of mm. 1-8 must be 

played evenly, especially at the Vivace tempo, and the performers must avoid the tendency to 

clip short one of the 8th notes (typically the last 8th note).  
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Example 52: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement IV, mm. 
1-11, technical conducting concerns, maintaining rhythmic integrity. Copyright © 2012 by 
Amstel Music. All Rights Reserved. Used by Permission.      
     
Measures 9-64 pose a different issue. There are 4-note-8th-note groupings that must reflect 

seamless exchanges amongst multiple voices. For example, the first B-flat clarinets play four 

8th-notes in a row and the second B-flat clarinets begin four 8th-notes as the first clarinets finish 

their figure.  

 While the conductor has to insure rhythmic integrity in the accompaniment, it is 

important that the 2- and 3-note 8th-note figures seen in mm. 33-64 are played in the same 

staccato style, and that the harmonies come through without overbalancing the melody. Measures 

65-78 require the conductor’s pulse and pattern to be especially clear and precise as there are 

rhythmic pulses of 4, 3, and 2 happening simultaneously. The best way to handle this passage is 

for the conductor to remain in a beat pattern of two.  
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 Measures 151-152 require that the conductor and soloist make decisions before meeting 

with the ensemble because of the slow tempo, intricate rhythms, and overlapping exchange 

between soloist and ensemble (see Example 53). It is imperative to understand how slowly the 

soloist will approach the tempo in those two measures, and how the conductor should maintain 

the tempo of the soloist, while the duplets are being played in the winds.  

Example 53: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement IV, mm. 
149-160, technical conducting concerns, moments of interpretation with soloist. Copyright © 
2012 by Amstel Music. All Rights Reserved. Used by Permission.     
     
 This multi-rhythmic dialogue continues between the solo euphonium and the 

accompaniment from mm. 161-184. Figures of 2, 3, and 4 notes are played simultaneously with 

staggered entrances. The conductor should maintain a two-beat pattern. Measures 185-192 

contain technical passages in the first clarinet (one player) and first flute (one player) and the 
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16th-notes in this passage are areas of technical concern and style, which also warrants a two-

beat pattern. 

 The transition from mm. 193-196 also requires advanced communication between the 

conductor and the wind orchestra. In m. 193, the conductor has an accelerando that increases 

from approximately dotted-quarter note = 65-70 to dotted-quarter = 136. Measures 265-273 have 

a similar accelerando of eight measures. One last tempo transition is the immediate tempo 

change from dotted-quarter = 136 to quarter-note = 92. The tempo adjustments beginning in mm. 

193, 265, and 316 require preparation. While two are gradual, the other is immediate; rehearsal 

time for ensemble clarity will be essential for most ensembles.  

 Musical Interpretation  

 The music interpretation opportunities are dependent on a combination of the conductor, 

and the soloist. Plans must be taken to understand how fast and slow the section and transitions 

will be handled. Some tempos are obvious, but there are other areas that must be planned and 

rehearsed. In this movement, the conductor must be primarily concerned with questions of style 

and balance.  

 The figures seen in the oboe and tenor saxophone in mm. 1-8, contain one 8th-note that 

ascends to a quarter-note tied to a dotted-quarter, the pattern descends by whole step. Musically 

speaking, more emphasis should be placed on the lower pitch. The same should be applied to the 

piccolo and flutes, first clarinets, first alto saxophone, and piano. There are 6-note 8th-note 

patterns that descend by whole step. The downbeats are more important than the leaps (see 

Example 52).      

 The details of note lengths must not be overlooked in this passage. For instance 

beginning in m. 9,  in the B-flat clarinets, and then the alto saxophones, the fourth 8th-note of 
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each of the 4-note groupings should be played with the same length. The composer did not 

indicate a specific length, but the patterns are all slurred. It is recommended that the length be 

played at full value so that the exchanges are clean and tempo is not altered.  

 Measure 85 begins the fanfare passage, which is played by the trumpets and trombones. 

The style must be consistent with the interpretation of the 8th and two 16ths and the remaining 

8th-notes after the 16ths. The two 16ths should be played with separation and without 

condensing the rhythm. In the same passage, two slight crescendos are implied. The first 

crescendo will begin on the fanfare, m. 85, continuing through the 16ths, with the crescendo’s 

climax taking place on the first 8th-note in m. 86. After the second 8th-note of the second 

measure, there should be a drop dynamically; then, after the tied 8th-notes, the second crescendo 

begins and should end on the downbeat of the next measure (see Example 54).  

Example 54: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement IV, mm. 
85-90, musical interpretation, shaping the phrase. Copyright © 2012 by Amstel Music. All 
Rights Reserved. Used by Permission.        
   
 Both mm. 124 and 132 contain two unassuming dotted-quarter note accents located in the 

bassoon, bass clarinet, baritone saxophone, third trombone, tuba, double bass, and timpani. The 
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conductor must ensure that these are played with weight and emphasis because doing so helps 

with the musical phrase structure based on the placement of that accent (see Example 55).   

Example 55: de Meij, UFO Concerto for Euphonium and Wind Orchestra, Movement IV, mm. 
114-127, detailed articulations the musical phrase. Copyright © 2012 by Amstel Music. All 
Rights Reserved. Used by Permission.  
 
The final musical interpretation opportunity in this movement appears from mm. 317 to the end, 

where the return of the Cantabile Theme/Salvation Army Theme appears in most of the winds in 

a maestoso style. The conductor should make sure that the ensemble is playing with full 

sustainment in this passage and with phrasing similar to that in the previous movement.  

Movement V Conducting Concerns 

Technical Conducting Concerns 

 The technical concerns in Movement V are basic. The tempo is stately and steady until 

m. 57 and an immediate tempo change occurs at m. 94, Più mosso. There are two passages of 

mixed-meter, mm. 16-17 and 34-35.  

 Although there are not many technical concerns for the conductor, there are some areas 

of technical concern for the ensemble that the conductor must consider. The B-flat and bass 

clarinets, have ascending and descending 32-notes in mm. 9-20 which are later presented in the 

piccolo, E-flat clarinet, and B-flat clarinets from mm. 23-38. Playing all notes with clarity, and 

making sure that the entrances are accurate in all the parts are the central concerns here. 
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Technical and stylistic concerns to be addressed in this section are found in the piccolo, flutes, 

oboes, and B-flat clarinets with the Dance Theme/Tarantella Theme in mm. 62-78, and the same 

can be found in the B-flat clarinets, horns, trombones, and euphoniums in mm. 78-93. This 

passage of music also must also have great clarity, particularly after the tied dotted quarter to 8th 

notes and remaining 8th notes of this theme.  

 The final technical concerns that will be addressed begin in the Più mosso of m. 94, 

where the 16th-notes located in the trombones, euphoniums, and trumpets will require double 

tonguing in the brass. The Theme of Leaps/Bird Call Theme found in the piccolo/flute and oboes 

have an accelerando, requiring these voices to be played with virtuosity.  

Musical Interpretation  

 The majority of the interpretative concerns relate to the balance of the ensemble and 

stylistic consistencies. As mentioned in the previous movement, note lengths and style must both 

be addressed. First, I will address the stylistic concerns. An example of one of these is seen in m. 

9, with the melody in the trumpets and trombones. The bell-like passage in mm. 43 and 44 must 

have a style consistent with the accented quarter notes, and they must maintain rhythmic 

integrity to accomplish the echo effect that de Meij creates.  

 In m. 62, multiple themes are present in the piccolos, flutes, and B-flat clarinets, with the 

Dance Theme/Tarantella Theme and the Theme of Leaps/Birdcall Theme in the solo euphonium. 

Although there are multiple themes heard simultaneously, the focus should be the solo 

euphonium. Therefore, the solo euphonium and euphonium section must lead the charge with 

regard to volume. The same is true beginning in m. 78, where additional voices are involved. 
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Performance and Conducting Summary 

Euphonium Performance Concerns Summary 

 The technical concerns for the euphonium are not as prominent in Movement I as in 

Movements II, IV, and V. However, a steady airstream, lip flexibility, and range are needed 

throughout to achieve a successful performance. There are moments where the soloist can take 

some liberty with interpretation because of the quasi cadenza section. The soloist also has the 

opportunity to experiment with the natural resonance of the horn and the acoustics of the hall 

during the moments of silence that are built in Movement II. There are similar sections 

throughout the work that have been noted in Chapter III. Similar musical opportunities occur for 

the soloist to create ethereal sounds, which could play into the potential multidimensional 

meaning of the title.   

 Movement II is the most technically challenging for the soloist, and it requires awkward 

fingering combinations, complicated rhythmic pulses, and challenging articulations. Although 

there is not a lot of extreme register playing in this movement, there are a couple of moments 

when the upper register is required, as seen in the cantus firmus section of the movement 

discussed earlier in this chapter. The Gamelan Theme is presented here as a 5-voice canon, with 

the euphonium as the lead voice. This movement requires a jazzy groove, with a presentation of 

the 3-note motive.  

 The most lyrical movement for the euphonium is Movement III. Here, de Meij salutes the 

brass band with the first appearance of the Cantabile Theme/Salvation Army Theme and the 

Dance Theme/Tarantella Theme. The challenge with this movement is the decision about 

phrasing and sustaining upper-register pitches in a slower tempo. The euphonium section joins 

the solo euphonium to play the theme as a trio. An agreed upon plan regarding phrasing prior to 
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the performance would, therefore, be necessary here as well. Although there are not any cadenza 

type moments, there are opportunities for the soloist to take liberty with the tempo. There are 

also moments where the euphonium may experiment with placing an emphasis on certain notes 

by using breath and fluctuating wind speed.  

 Movement IV has more technical demands and challenges with articulation combinations 

and rhythmic accuracy. The articulation combinations are varied with a slur-2/tongue-2, as well 

as the reverse of these combinations. The faster tempo will require the soloist to play full length 

8th notes while maintaining a lively tempo. The tendency in this movement may be to condense 

rhythms and clip notes. The euphonium also has moments of a pulse of 4 against the ensemble’s 

pulse of 3 so that the soloist and conductor would have to agree on the tempo in these specified 

areas in advance.  

 Movement V opens the opportunity for the euphonium to restate and highlight the 

themes, motivic patterns, and many of the musical features of UFO. The euphonium has to 

contend with extreme upper-register and also with the extreme lower register. Another challenge 

for the euphonium is that the player has to project through the ensemble while multiple thematic 

ideas are played simultaneously.  

Conducting Summary 

 In Movement I of UFO, the conductor does not have to engage in many technical 

situations, with the exception of the entrances after the “and-of-1.” There are 16th notes that are 

grouped as a slur-2 pattern where the conductor must maintain an even tempo as syncopated tied 

quarter notes are played simultaneously. The conductor has an opportunity to explore some 

musical interpretations within this movement by choosing to ritard into the 1-measure crescendo 



 

 

109 
of the de Meij Chords/Gamelan Chords. That moment is significant because of the numerous 

times the chord is presented throughout the work.  

 Movement II is the most challenging for the soloist and for the conductor. Intricate 

entrances, the ensemble’s task of playing some of the same passages as the soloist, maintaining 

rhythmic integrity, providing clear cues, and balancing the ensemble with the soloist are all 

concerns that the conductor must address. 

 The major concern of Movement III is the need for consistent phrasing of the themes that 

have been presented, first by the solo euphonium, and then with the euphonium trio. There are 

moments where the conductor has the opportunity to include ritardandos and crescendos that are 

not indicated in the score but that are implied because of the structure of the passage.  

 The conductor in Movement IV has to focus on the ensemble’s ability to perform 

accurate rhythms in the allegro tempo of the 6/8 meter. The conductor must also focus on tempo 

transitions from one new section to the next. While maintaining the indicated tempos and 

rhythmic accuracy, the band has to play lightly (The same can be said of Movement II.) With the 

number of technical opportunities to address in the conducting, there are some passages where 

the soloist and conductor have to determine and agree upon their musical approach, based on the 

construction of the music in the middle section of this movement. There is complexity to the 

rhythm, attacks/releases, and tempos. These items should be addressed by both the conductor and 

the soloist.  

 Movement V is a summary of what the soloist, ensemble, and conductor have faced in 

the previous movements, however, this movement is the only one with mixed-meter. The 

challenge is to also bring all of the musical ideas together so that they are audible in the 
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performance. The movement begins with a tempo that is manageable, but the tempo increases, 

and all of the virtuosic passages are revisited in the new tempo.  

 In this concerto the conductor will find that the accompaniment includes nearly as many 

technical concerns as does the soloist part. Although it is understood that the musicians are 

responsible for learning these technical passages, it is up to the conductor to identify these 

specific areas. The conductor has a responsibility to highlight the notated, implied, and personal 

musical opportunities.  
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Chapter V   

Summary and Suggestions for Further Research 

Summary of Analytical Discoveries 

 Johan de Meij’s concerto for euphonium could become one of the staple pieces for the 

euphonium because of its compositional construction. In addition to a strong and appealing part 

for the soloist, there is as much musical value in the ensemble accompaniment as is in the solo 

euphonium part. Likewise the conductor has much to contribute to the success of a performance 

through preparation and collaboration with the soloist and through rigorous rehearsal of the 

ensemble. Therefore, this portion of the chapter is intended to provide conclusions regarding my 

discoveries via the formal and harmonic analysis found in Chapter III. Additionally I provide a 

summary of the performance and technical concerns of the soloist and conductor described in 

Chapter IV. 

Form, Theme, and Harmonic Summary of UFO 

 UFO has four different themes. The composer and I agreed on this number, yet we had 

different ways of labeling them. Chapter III provides the details, but the four themes are as 

follows: 

 1. Introductory Theme/Gamelan Theme 
2. Theme of Leaps/Bird Call Theme 
3. Cantabile Theme/Salvation Army Theme 
4. Dance Theme/Tarantella Theme 

 
The Introductory Theme/Gamelan Theme is based on a 5-note pattern (B-flat, C, E-flat, F, and 

G-flat) similar to what can be heard in gamelan music. The second theme was based on a 

birdsong the composer heard in his yard. The Theme of Leaps/Bird Call Theme is based on the 

pitches A, B-flat, and C, and the third theme is what de Meij describes as his homage to the brass 
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bands. He calls the Salvation Army Theme; I called it the Cantabile Theme because of how it is 

constructed and labeled in the score. The fourth theme is based on the style of a tarantella.  

 The overall structure of the piece is as follows. Movements I, II, III present the themes. 

Movements IV elaborates on these themes, and Movement V serves as a Recapitulation and 

Coda to the work. Although both de Meij and Adam Frey, the original soloist, described the form 

of the concerto as through-composed, my study differs because of the number of themes that 

appear. De Meij presents four themes rather than one or two themes that are central to the entire 

work. My study defines the form of the piece as a quasi sonata-allegro form containing multiple 

expositions and developments. Tables 2-6 in Chapter III present the details of the formal 

structure of each movement.  

 The significant harmonies for each movement also have been summarized in Tables 2-6. 

De Meij never specifies a key signature; instead he describes the harmonic areas as tonal centers, 

and they have been labeled as such. One chord is found throughout much of the piece, and it is 

labeled the de Meij Chord/Gamelan Chord. It consists of a major triad with an added 4th and 7th, 

and it is used in a variety of ways throughout the work. Chapter III provides detail about its use.  

Conducting Concerns Summary 

 Through the interview with Richard Good, coupled with my personal findings as a 

conductor, make it clear that an ensemble will be challenged by this concerto. Movements II and 

IV are the most challenging with regards to technique for the soloist, and these movements are 

also demanding for the conductor.  

 Movements I and III allow the conductor and soloist to work together to create, explore, 

and experiment with musicality. Both movements have slower tempos and allow for some 

freedom with the written rubatos and ritardandos, especially when only the soloist is playing. 
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Conversely, Movements II, IV, and V are more technical in nature because of their faster 

tempos, rhythmic complexity, and varied and multiple entrances. Additionally the various tempo 

changes in Movement IV create a challenge, and the conductor also must handle the multi-

rhythmic sections by creating seamless transitions between the solo euphonium and the 

ensemble.   

 One of the consistent issues leading to a strong performance is that of communication and 

planning with the soloist before rehearsal begins. There are several passages that require some 

considerable foresight, and it is important that the conductor spends time with these passages 

before communicating with the soloist and rehearsing with the group.  

Performance Concerns Summaries  

 Adam Frey, Johan de Meij, and I all agree that this piece is one of the most challenging 

yet most musical works in the euphonium repertoire. Frey compared the virtuosity of the UFO 

Concerto to the concerti of Martin Ellerby, Jukka Linkola, Allen Feinstein, and Torstein 

Aargaard-Nilsen.1 He mentioned that rhythmic complexity, range demands, and extended length 

are especially challenging. Likewise there are also several opportunities for the soloist to take 

some musical liberties throughout the concerto, especially in Movements I and III.  

 Movement I, a slow movement, gives the soloist an opportunity to present some of the 

thematic and motivic material that will be seen throughout the work. There are some passages 

that are cadenza-like so that the soloist can display a personal musical interpretation. Movement 

II is the most technical of all of the movements. Its five-voiced canon is highly rhythmic and 

requires awkward fingering combinations. Movement III also gives the soloist the opportunity to 

display musicality, and this movement contains challenges with sustaining notes in the upper 

                                                
1 Adam Frey, interview by author, December 23, 2015, interview p.145, transcript. 
 



 

 

114 
register at a slower tempo. Movement IV calls for precise and complex rhythmic acuity, and the 

soloist must play with accurate articulations. The final movement becomes a summary of all the 

themes, but it exhibits velocity, rhythmic complexity, and extreme range. 

Conclusions  

 As stated in Chapter I, I began this study with the goal of discovering and listing notable 

works that have been written since 2007 for the euphonium and wind band. Appendix A provides 

this list of works. The study also provides analyses of Johan de Meij’s concerto, UFO Concerto 

for Euphonium and Wind Orchestra, assessing (1) harmonic and formal aspects, (2) performance 

concerns for the soloist, and (3) conducting concerns. My study is unusual in addressing 

concerns or issues of collaboration or technical aspects for the conductor. De Meij’s use of 

thematic and motivic material, the quality of the construction of the solo and accompaniment, the 

technical and musical demands for the soloist, conductor, and ensemble, as well as Adam Frey’s 

comparisons of this work to other great solo works with band, makes the UFO Concerto worthy 

of study.  

Suggestions for Further Research 

 Twenty years ago, in an interview in his dissertation with euphonium artist Earle L. 

Louder, Richard Good mentioned the need for more new euphonium literature—not only great 

works, but great works from great composers.2 This need continues twenty years later. One way 

to add to the repertoire is by continuing commissions of pieces, as was done in the case of UFO 

Concerto. There are composers who have contributed so much to the wind band and would add 

greatly to the solo euphonium repertoire. An ideal list of composers would include Steven 

Bryant, Michael Daugherty, Scott McAllister, Donald Grantham, Julie Giroux, and William 

Bolcom. These solos could be written for solo euphonium and wind band, or consideration of 
                                                
2 Rick Good, interview by the author, October 27, 2015, interview p.134, transcript. 
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orchestral and brass band versions could take place. Another possibility for adding to the solo 

repertoire of the euphonium could be launching a concerto composition competition, of works 

commissioned for selected euphonium artists. It would be ideal if the commission required 

varying accompaniment ensembles from year-to-year. Selected works could also vary in level of 

difficulty, including works for undergraduate and graduate students, as well as professionals and 

artists. These competition concerto pieces could be premiered at various regional and national 

tuba and euphonium conferences.  

 Although we currently have resources like the International Tuba Euphonium Association 

(ITEA) and the ITEA Journal, the latter of which provides information about works and 

performances of those works, as well as various conferences for the tuba and euphonium, other 

varied options must be made available to players and conductors for the sake of the viability of 

this instrument’s repertoire. These avenues could include more recordings available via iTunes 

and similar commercial music download sites, live performances, and continued publicity 

through social media and artists’ websites.  

 One commercial recording of UFO is not enough to make it become a viable part of the 

repertoire. There must be more exposure to and performances of great works for euphonium so 

that it remains relevant. De Meij stated that he has conducted the UFO concerto fourteen times, 

and it has already been performed more than 200 times since its premiere in 2012.3 While all of 

these performances have occurred, little is publicly available to document them.   

 Items of further study could be considered, including a follow-up on studies based on the 

multiple versions of this work compared with other solos for euphonium. As noted in Chapter II, 

there are multiple versions of UFO. The original was written for solo euphonium and wind 

                                                
3 Johan de Meij, interview by author, October 12, 2015, interview p.133, transcript. 
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orchestra, and the second version for solo euphonium and brass band. A possible future study 

could include a comparison of the original version of the UFO Concerto with the version for 

brass band.  

 There are several works for solo euphonium and orchestra. There could be studies on 

works for solo euphonium and orchestra, or a similar study that would isolate one work. In fact, 

an updated list of Frey’s article also could list solo works for euphonium and orchestra, and solo 

euphonium with brass ensemble or brass band. In general, works to add to and expand the list for 

solo euphonium and wind band repertoire also could be considered.  

 Additional possibilities of studies would include analyses of other works similar to de 

Meij’s or a comparison of two similar works along with extending the updated list beyond solo 

euphonium and wind band to solo euphonium and orchestra, brass ensemble/band, and mixed 

groups. Another possibility would be to take a closer look at other concertos with programmatic 

or unique compositional construction similar to what has been discovered in UFO.  

 There may be connections between the pitches of the Gamelan Chord and the overall 

harmonic or tonal structure of UFO. Further analysis of this notion, and confirmation from the 

composer, might lead to an interesting study  

 It would also be interesting to study other works that exhibit gamelan effects. Johan de 

Meij’s UFO Concerto has proven worthy of study and performance. It certainly stands ready to 

be the impetus for both additional repertoire for and study of the euphonium.  
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Appendix A 

 
List of Original Euphonium Solos Accompanied by Wind Band (2007-2014) 

Works are listed in alphabetical order by composer. Each entry includes the composer’s name 
and the title and the date of the works. Next is the publishing information and if the piece is 
available for purchase or rent. Lastly, follows the instrumentation information. If I was not able 
to verify the details of the instrumentation the following would be listed: “Instrumentation: 
Euphonium Solo and Concert Band.”   
 
Aulio, Maxime. Liberatalia (2008) 
 Publishing Company: SMP Press/Available for purchase through De Haske Hal-Leonard. 

 
Instrumentation: Solo Euphonium/Piccolo/Flute 1, 2/Alto Flute/Oboe/English   

 Horn/Bassoon 1, 2/Clarinet in Eb/Clarinet in Bb 1, 2, 3/Alto Clarinet/Bass Clarinet 
 in Bb/Contra Bass Clarinet/Alto Saxophone 1, 2 Tenor Saxophone 1, 2, Baritone 
 Saxophone, Horn in F 1, 2, 3, 4/Trumpet in Bb 1, 2/Cornet 1, 2/Flugelhorn/Trombone 
 1, 2, 3/Euphonium 1, 2/Tuba, Contra Bass, Harp, Percussion 1, 2, 3, 4, 5 
 
Barfield, Anthony. Concerto for Euphonium “Heritage” (2014)  
 Publishing Company: Paarup Music Editions/Available for Purchase 

 
Instrumentation: Solo Euphonium, Piccolo/Flutes 1, 2/Oboe 1, 2/Clarinets in Bb 1, 2, 

 3/Bass Clarinet/Bassoon 1, 2/Contrabassoon/Soprano Saxophone/Alto Saxophone 1, 
 2/Tenor Saxophone/Baritone Saxophone/Horn in F 1, 2, 3/Trumpets in Bb 1, 2, 3/ 
 Trombone 1, 2/ Bass Trombone/Euphonium/ Tuba 1, 2/Double 
 Bass/Timpani/Piano/Celesta/Marimba/Vibraphone/Kick Drum/Bass Drum/Percussion 1, 
 2, 3, 4       
 
Barnes, James. Concerto for Euphonium Op. 132 (2010) 
 Publishing Company: Southern Music Company/Available for purchase. 
  
 Instrumentation:  Euphonium Solo and Concert Band 
 
Bough, Thomas. Concerto for Euphonium (2012) 
 Publishing Company: Cimarron Music Press/Available for Purchase  
 
 Instrumentation: Solo Euphonium/Flute/Oboe/Bassoon/Clarinet in Bb 1, 2/Bass 
 Clarinet/Alto Saxophone 1, 2/Tenor Saxophone/Baritone Saxophone/Trumpet in Bb 1, 
 2/Horn in F 1, 2/Trombone 1, 2/Bass Trombone/Euphonium/Tuba/Timpani, Mallet 1, 2/ 
 Percussion 1, 2      
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Broughton, Bruce. Tent Meeting Revival (with Hallelujah Wind-Up) for Euphonium and 
Symphonic Winds (2014) 
 Publishing Company: Brubel Music/Available for purchase 
  
 Instrumentation: Solo Euphonium, Concert Band  
 
 
Gillingham, David. Concerto for Euphonium, Winds and Percussion “Summer of 2008” 
(2009) 
 Publishing Company: C. Alan Publications/Available for purchase.  
  
 Instrumentation: Solo Euphonium/Piccolo/Flute 1, 2/Oboe 1, 2/Bassoon 1, 2/Clarinet 
 in Eb/Clarinet in Bb 1, 2, 3/Bass Clarinet/Contrabassoon/Alto Saxophone 1, 2/Tenor 
 Saxophone/Baritone Saxophone/Trumpet in Bb 1, 2, 3/Horn in F 1, 2, 3, 4/Trombone 1, 
 2/Bass Trombone/Euphonium/Tuba/Contrabass/Piano/Timpani/Percussion 1, 2, 3, 4, 5  
  
Groslot, Robert. Concerto for Euphonium and Wind Band (2012) 
 Publishing Company: Groslot Editions/Available for purchase 
 
 Instrumentation: Euphonium Solo and Concert Band 
 
Jansa, Tim. Concierto Ibérico (2009)  
 Publishing Company: Euphonium.com Publications/Available for purchase or rent. 
  
 Instrumentation: Solo Euphonium/Piccolo/Flute 1, 2/Oboe 1, 2/Bassoon 1, 2/Clarinet 
 in Eb, Clarinet in Bb 1, 2, 3/Bass Clarinet/Contrabassoon/Alto Saxophone 1, 2/Tenor 
 Saxophone/Baritone Saxophone/Trumpet in Bb 1, 2, 3/Horn in F 1, 2, 3, 4/Trombone 1, 
 2/Bass Trombone/Euphonium/Tuba/String Bass/Harp/Timpani, Percussion (5 Players)   
       
Larsen, Libby. Cri de Coeur for Euphonium and Wind Ensemble (2010) 
 Publishing Company: Potenza Music/Available for purchase or rent. 
  
 Instrumentation:  Solo Euphonium/Piccolo, Flute 1, 2/Bassoon/Clarinet in Bb 1, 2, 3/ 
 Bass Clarinet/Alto Saxophone 1, 2/Tenor Saxophone/Baritone Saxophone/Trumpet in 
 Bb 1, 2, 3/Horn in F 1, 2, 3, 4/Trombone 1, 2/Bass Trombone/Tuba/String Bass/Timpani, 
 Percussion 1, 2, 3, 4, 5/Harp     
 
 
Meechan, Peter. Fields of Destruction (2009) 
 Publishing Company: Peter Meechan Music/Available for purchase 
 
 Instrumentation: Euphonium Solo and Concert Band 
  
 Instrumentation: Solo Euphonium/Piccolo/Flute 1, 2/Oboe/Clarinet in Bb 1, 2, 3/Bass 
 Clarinet/Alto Saxophone/Tenor Saxophone/Bassoon/Trumpet in Bb 1, 2, 3/  
 Horn in F 1, 2/Trombone/Bass Trombone/Tuba/Glockenspiel/Vibraphone/Tubular bells/  
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Meij, de Johan. UFO Concerto for Euphonium and Wind Orchestra (2012)  
 Publishing Company: Amstel Music Press/Available for Purchase 

 
Instrumentation: Solo Euphonium/Piccolo/Flute 1, 2, 3/Oboe 1, 2/English Horn/

 Bassoon 1, 2/Clarinet in Eb/Clarinet in Bb 1, 2, 3/Bass Clarinet in Bb/Alto Saxophone 1, 
 2/Tenor Saxophone 1, 2/Baritone Saxophone/Horn in F 1, 2, 3, 4/Trumpet in Bb 1, 2, 
 3/Trombone 1, 2, 3 Baritone/Euphonium-divisi, Tuba/Double Bass/Harp/Piano/Mallets: 
 Vibraphone, Xylophone, Bells, Marimba, Tubular Bells (Chimes), Timpani, Percussion 
 1, 2, 3  

  
Roberts, Stephen. Concerto for Euphonium with Wind Band (2011) 
 Publishing Company: Euphonium Store/Available for purchase 
 
 Instrumentation: Euphonium Solo and Concert Band 
 
Sparke, Philip. Diamond Concerto. Euphonium Concerto No. 3 (2012)  
 Publishing Company: Anglo Music  

Instrumentation: Solo Euphonium, Concert Band 
 
Sparke, Philip. Sacramouche for Euphonium and Concert Band (2009) 
 Publishing Company: Anglo Music  

 
Instrumentation: Solo Euphonium/ Solo Euphonium/Piccolo/Flute 1, 2, 3, 4/  

 Oboe 1, 2/Bassoon 1, 2/Clarinet in Eb/Clarinet in Bb/Alto Clarinet in Eb/Bass  
 Clarinet/Alto Saxophone 1, 2/Tenor Saxophone 1, 2/Baritone Saxophone/Trumpet 
 in Bb 1, 2, 3, 4, 5, 6, 7, 8/Horn in F 1, 2, 3, 4/Trombone 1, 2, 3, 4, 5, 6/Tuba/String 
 Bass/Timpani, Percussion 1, 2, 3         
 
York, Barbara. Prophecies (2013) 
 
 Publishing Company: Cimarron Music Press/Available for purchase. 
 

Instrumentation: Solo Euphonium/Piccolo/Flute 1, 2/Oboe/English Horn/Bassoon 1, 
 2/Clarinet in Bb 1, 2, 3/Bass Clarinet in Bb/Contra Alto Clarinet in Eb/Alto Saxophone 1, 
 2/Tenor Saxophone/Baritone Saxophone/Horn in F 1, 2, 3, 4/Trumpet in Bb 1, 2, 
 3/Trombone 1, 2, 3/Bass Trombone/Euphonium 1, 2/Tuba/Double 
 Bass/Timpani/Percussion/Snare Drum/Bass Drum/Cymbals/Tubular 
 Bells/Xylophone/Marimba/Vibraphone  
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Appendix B 

 
Transcript of Skype Video Call with Johan de Meij (JdM) and Ishbah Cox (IC) that took place 

on October 12, 2015, at 5:00 PM Eastern Standard Time. 
 
IC: Good Evening Mr. de Meij! How are you? 
 
JdM: Hi Ishbah! How are you? 
 
IC: I’m doing great! Before we start, I just want to thank you for allowing me to have the 
opportunity to study and write about the concerto. It’s a lovely work. I am having a great deal of 
fun learning about it.  
 
JdM: I thank you for your interest in the piece. I have the score here. 
 
IC: Excellent so do I. 
 
JdM: What I should suggest is [to] turn the camera off and then I can concentrate on your 
questions. Is that okay? 
 
IC: Absolutely.  
 
JdM: Tell me, are you a euphonium player? 
 
IC: Yes. I don’t play as much as I used to, when I was in my Masters at Alabama, but I still play. 
I do some studio work for Hal Leonard.  
 
JdM: Really? 
 
IC: Yes, in Indianapolis on occasional recordings a few times a year.  
 
JdM: Not the solo stuff. You wouldn't be able to play UFO? 
 
IC: No. Not a complete performance, but I am working on it. I’m working on it to try and 
understand what a soloist would have to work through. The only movement I could completely 
play, at least right now, is Movement III, which is a beautiful movement, by the way. I could 
also play various excerpts of the other movements as well, but not completely through, at least 
not at this time. Not yet.  
 
JdM: I’ll be honest with you, I am a euphonium player, but I couldn't play any of it either. I 
could probably play the first movement and the third. That’s it. (Chuckles) 
 
IC: I am looking forward to interviewing the soloist to get their take on it.  
 
JdM: Who are you going to talk to? 
 
IC: I am going to talk to Jason Ham. I’ve been able to contact him. 
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JdM: Okay. 
 
IC: I’ve tried to reach out to Mr. Childs as well, but I have not been able to reach him. 
 
JdM: He’s very busy. He’ll answer you. He’s a good guy. 
 
IC: Okay 
 
JdM: Let me think, who else could you ask? Shoichiro Hokazono. Adam Frey. 
 
IC: I will be speaking with Adam. I am looking to update his article from the Euphonium Source 
Book. I want to get a list of the newer works since 2007 for solo euphonium and wind band or 
orchestra.  
 
JdM: Another great friend of mine is Glenn Van Looy from Belgium. I’ve performed with him 
once. He’s in the category of David Childs. Matthew Van Emmerik from Australia, Devid Ceste 
from Italy. Those are all the guys I’ve already performed it with.  
 
IC: Outstanding. Did you conduct those artists? 
 
JdM: Yeah. 
 
IC: Wow. Excellent. 
 
JdM: There were all great, all great experiences. Well, let’s get to work. 
 
IC: Yes. Let’s dive right in.  You talked about the title and I thought I heard you say UFO 
(pronounced you-fo) instead of U-F-O.  
 
JdM: Yeah, I say you-fo. You-fo Concerto. It’s sort of a pun. You know, I have T-Bone Concerto, 
You-fo Concerto. It sort of sounds the same. That's why I say you-fo. Of course, you-fo is short 
for Euphonium.  
 
IC: Correct. Is it the European way of saying euphonium for short? 
 
JdM: Not really, but U-F-O is unidentified flying object, so it's really a pun—similar to the 
euphonium, an instrument that is unique and not common, like the U-F-O. As you know, T-bone 
is also a joke because I think it is hard to come up with a title for a concerto. 
 
IC: Right 
 
JdM: So that’s why I chose T-Bone; you know T-Bone is short for Trombone? 
 
IC: Yes. 
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JdM: The movements are rare, medium, and well done. 
 
IC: (Chuckles) 
 
JdM: (Chuckles) That’s another little joke. That’s why I chose the title UFO Concerto for the 
Euphonium. Now, I am almost finished with a double concerto for two trombones, and of course 
that’s called Two Bone Concerto. (Laughs) 
 
IC: (Laughs) Outstanding! Outstanding. That’s clever and funny. 
 
JdM: So UFO really has nothing to do with Unidentified Flying Objects. By the way, there is 
another piece entitled UFO Concerto, which I didn't know. It’s for percussion and winds by 
Michael Daugherty. I didn’t realize it until I finished the piece. I am not going to rename it, you 
know. It’s a totally different work. 
 
IC: Of course. What are 1-2 special features or highlighted moments related to the Sound, 
Harmony, Rhythmic Structure, and Form that you would point out for each movement? Let’s 
begin with movement I.  
 
JdM: Hmm. Ok, let’s see. The first movement sort of presents the theme, and I’m sure you 
noticed that those five notes I use also in another work, Extreme Make-over. (Plays keyboard as 
demonstration of the five notes he’s referring to). It’s sort of When the Saints with an added 
seventh. I just fell in love with that chord, you know, because it just doesn't resolve. I find it 
really intriguing that chord never resolves because of the additional notes (4th and 7th). I may use 
that chord again. I don’t know. (Laughs) I’ve used it in two works, in Extreme Make-over and 
the second movement from Planet Earth, my Symphony No. 3. I use it very clearly. I wrote those 
two works at the same time. 
 
IC: Yes. 2005, correct? 
 
JdM: Yes. I was actually working on my second symphony, then I got the commission for 
Extreme Make-over under a deadline. So I put my work for the symphony away and started 
working on Extreme Make-over, which took me eight months. 
 
IC: Wow.  
 
JdM: That was finished in time for the European Brass Band Championships as a test piece. 
Then I started going back to Symphony No. 3, but I was still intrigued with those five notes. 
They are clearly present in the second movement. You’ll hear it. (Plays and demonstrates excerpt 
from symphony on keyboard). That comes back (referring to what was played) many times with 
a minimal structure in Symphony No. 3. You may notice that I constructed the melody out of 
those five notes. (Demonstrates five-note melody of the first movement on the keyboard). You 
see? 
 
IC: Yes. 
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JdM: I don’t know if you’ve counted them throughout the score, but there must be thousands of 
combinations of that chord. So you see it in the stacked chords, you see it in the melody, and the 
cadenza of the euphonium just in the first few measures.  
 
IC: I am calling the major chord with the added 4th and 7th the “de Meij” chord in my study. Is 
this permissible?  
 
JdM: (Laughs) 
 
IC: The way you’ve inserted the chord throughout the work and your use of the chord in the 
other works, I personally thought it would be easier for me to label it this way. 
 
JdM: I’m fine, but do you know where it comes from originally? 
 
IC: No. 
 
JdM: Those five notes are the only notes that you can play on a gamelan.  
 
IC: Ah, yes. 
 
JdM: Here, I can play it for you in iTunes. That’s where it comes from. This is where 
minimalistic composers get their inspiration from, Gamelan music, because it’s repetitive. Give 
me one second. 
 
IC: No problem. 
 
JdM: I want to play this for you. (Plays a recording of a gamelan). Can hear this? 
 
IC: Yes I can, loud and clear.  
 
JdM: (Plays sample on keyboard) Same notes! 
 
IC: Same notes. 
 
JdM: Now listen to this. This is an excerpt from a Dutch composer named Louis Andrissen, and 
it’s called De Staat, and it means “the estate.” Same notes. (Plays recording of excerpt) So I 
actually stole a little bit from them. Of course, you can call it the de Meij chord, but I didn't 
invent it. It’s better to just call it the Gamelan Chord.   
 
IC: I see. 
 
JdM: The Gamelan chord. That’s more authentic, because that’s where those 4 notes, 5 notes 
come from. It’s not a pentatonic scale. So then, where I don’t use the chord is at measure 45. 
(Sings the new theme) That’s just another theme. Here, I do not use THE chord. This is just 
based on different musical material. At 87, I am not using the chord there. There are just cluster 
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chords in the saxophones, horns, and oboes, but that’s not THE Chord. At 98, in the harp, that’s 
the chord.  
 
IC: Yes. 
 
JdM: Then the second movement is a variation of the chord. (Sings the excerpt heard in the 
second movement) I assume you located the canon. It’s not a fugue, it’s a canon. 
 
IC: Yes. A five-voice canon, correct?  
 
JdM: Yes. It’s euphonium, woodwind quartet, and some percussion. It’s like this chamber music 
setting on purpose. Then at 63 it gets into a jazzy groove.  
 
IC: Yes, which I really love.  
 
JdM: (Sings excerpts) See all of those moving accents? Yes, this is really tricky for the soloist 
and all others who play this. 
 
IC: That is another feature about the piece that stood out. So, it’s not only the soloist who gets all 
of the challenging parts. It seems like you challenged everyone within the ensemble. The 
ensemble doesn't only perform accompaniment material, but they must play some of the same 
music that the soloist has to play. It is as if they have dual roles, both accompaniment and 
melodic/motivic.  
 
JdM: Oh I like that. If the accompaniment is not interesting for the band then the players don’t 
like it. Everybody has a challenging part. 85-91: I really like this passage. It’s counterpoint. 
When we go into (begins to sing “Bird Call Theme”) (Interviewer also begins to sing same 
theme as well). You will not believe how I got to that melody. (Laughs) 
 
IC: How? 
 
JdM: I don’t know if I told you, but I don’t live in New York City permanently. My wife and I 
spend most of our time in Upstate New York. We actually live on the Hudson River. It’s quiet 
and we have lots of birds. It was a birdcall. 
 
IC Laughs! Wow! 
 
JdM: True story. I was mowing the lawn or something, perhaps working in the garden, and I took 
a break. I stop and hear this bird. (He whistles and imitates the bird sound). It was not exactly the 
pitches. 
 
IC: It was the gesture of the figure you wrote? 
 
JdM: Yeah. I thought to myself, you know that's kind of fun. I can do something with this, and 
that’s how it came to the piece.  
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IC: I now know how to label that particular theme. I was giving it the label, “Theme of Leaps,” 
but I believe it would be much better to call it the “Birdcall Theme.” 
 
JdM: The birdcall! Yeah, it’s a birdcall. You can say that the composer told me so. (Whistles like 
the bird again). Also, it’s pretty tricky.  
 
IC: Yes. It sure is. Beautiful. 
 
JdM: It’s fun. Of course, the saxophones (imitates passage with du wa sound) beginning in 
measure 123, that’s the chord, also, in the trombones and euphoniums. At 131 is a technique I 
use in Extreme Make-over and Symphony No. 3, Planet Earth, second movement. As we 
continue, of course, we have what I call a Cantus Firmus at 187. The theme is enlarged in the 
euphonium. There is also the octave in the orchestral euphoniums. At 219, we get the accented 
crescendos again with the chord. The chord is everywhere. It’s in the trumpets and trombones. 
You see? 
 
IC: Yes? All of this is the Gamelan chord? Were there any changes that you made to the score 
after the premiere?  
 
JdM: Yes. This is interesting. The third movement wasn't there in the first version. The very first 
version of UFO Concerto did not have this third movement. It had something else. The ending of 
the second movement was the same. It ended with the cluster chords in the piano. My first 
version had the euphonium soloist walk toward the piano and play into the instrument. 
 
IC: Oh! That’s different. 
 
JdM: It was okay, but it was a little contrived. The soloist then walked through the percussion 
section played into the tam-tam and timpani. It was experimental. I actually took it out. It didn't 
work for me; it was a little too artificial. David Childs said, “Well, I have a student who is in a 
wheelchair. How will he be able to do that? 
 
IC: You are also not sure about the conditions and logistics of stages as well. 
 
JdM: Exactly, exactly. So I took it out. My biggest fear is that the audience would start laughing. 
It should not be funny. That’s why I took it out.  Then I came up with this third movement, 
which is actually (starts to sing excerpt from third movement) it’s actually (starts to sing fanfare 
version of theme) that was first. So I originally had I, II, IV, and V. So I took the experiments out 
with the percussion and that became movement III. I wrote movement III in six days or 
something.  
 
IC: Oh wow! 
 
JdM: Because I thought that there was something missing, you know. I needed a quiet middle 
section. So I look for my material and that came easy. I said, “Wait a minute, I can do this and 
just slow it down and make it a little chorale. It’s sort of hinting toward the Salvation Army. You 
know? It’s a little schmaltzy and, of course, that’s on purpose because you know that the 
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euphonium and brass bands have a great connection, specifically with the Salvation Army 
Bands. There are a lot of great brass players that got their start [that way]. Phil Smith, with the 
New York Philharmonic, got his start in the Salvation Army Bands as a cornet player. Many 
great musicians and composers got their start with the Salvation Army Bands. Edward Gregson, 
for instance, also got his start as a Salvation Army guy.  
 
IC: I noticed that you created the trio between the solo euphonium and the euphonium section.  
 
JdM: Yes, of course. That could be the Salvation Army Band, you know? So that’s very much on 
purpose. It was sort of a wink-wink to the euphonium guys, you know? This passage was time to 
take them back to their roots. 
 
IC: Absolutely.  
 
JdM: The beginning of the movement is the “Whistle Tune” (Birdcall Theme), but it’s slow. So I 
used all existing material to create this movement. You probably noticed at 79, I made use of 
whole tone scales in the oboe and English horn.  
 
IC: It has a kind of ethereal sound, a sort of outer space mode, if you will. 
 
JdM: Yes. Now the fourth movement is a time that I stop using the chord for a while. It is sort of 
a happy Tarantella-like movement. (Begins to sing an excerpt) This is based on the major nine 
chord. At measure 75, I am using the whole tone scale again. Then we move into 85, which is 
very brass-bandish to me. Of course, the first version of the concerto was for wind orchestra, but 
during the process I talked to both Jason and David and they both said, “I think you should write 
this for brass band as well. Doing this will enhance the playing possibilities.” I did that. Right 
when I finished the wind band version, I started with the brass band version. 
 
IC: Speaking of the brass band version, I noticed in movement III that the soloist used a mute 
beginning in measure 66. Was this something that was omitted in the published part intentionally 
and was the mute for the brass band edition only?  
 
JdM: I actually had the mute in the wind orchestra version as well. David did not like it so I took 
it out. Now, when I perform I put it back in and I leave it up to the soloist to use the mute or not. 
It’s measures 66-78 that are muted only. That’s the only thing. The chord comes back again in 
153 in the duplet section. Also, everything after 161 is the chord again seen in the clarinet and 
saxophones, euphonium. Actually, all of the material is THE chord until 197.  
 
IC: Then the Tarantella comes back. (Sings excerpt) 
 
JdM: Yes. Here is another major change. I ended up cutting out a whole chunk because it was 
too repetitive. The very first version went from 228 and would continue. It was an exact repeat. 
So the euphonium would go to the high C again, like at 49, and 65 was repeated with the whole 
tone scale. Then it was all until 85 where I could go to what is now 229. So I took a whole chunk 
out, and I think it was an improvement. It got a little too repetitive. 
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IC: So it was little bit longer than the current version. 
 
JdM: Yeah. It was a minute and a half longer. You know that’s the golden rule if you’re a 
composer. You have to make sure that you don’t fall in love with your darlings. (Laughs) 
 
IC: (Laughs) 
 
JdM: You have to kill your darlings every now and then.  
 
IC: I hear you. I can understand that. 
 
JdM: You throw away three weeks of work, but you know it’s for the sake of the piece. If the 
piece becomes better, then I don’t care about it. So now we can move to the last movement, 
which brings back the main theme in dialogue with the soloist.  
 
IC: Now in a March style? 
 
JdM: Yes. It’s sort of John Williamsish. It is reminiscent of a film score a little bit, Star Wars, 
Star Trek, something in that category. Then in 43 it reminds me very much of Extreme Make-
over. You can hear these bell tones.   
 
IC: Yes. You can find this in measure, in measure 106 of Extreme Make-over.  
 
JdM: Yes. That’s right. In the Vivace section, there is something that is really interesting. All the 
themes are sort of piling upon each other at 62. You see, the woodwinds are playing the 
“Tarantella Theme.” The solo euphonium is playing the whistle tune. Below the vibraphone, 
bells, piano, and harp plays the “Gamelan Theme.” 
 
IC: Oh! I missed that. They are playing an augmented version of it. 
 
JdM: Yes. Really a cantus firmus version. 
 
IC: Oh yeah. I meant a cantus firmus.  
 
JdM: The same thing happens in measure 78. The euphonium has the whistle tune again, and the 
saxophones help in a simpler version. The Tarantella is in the flute, horns, and euphonium this 
time. The trumpets are doing the chorale. Third movement. Below, also in measure 78, the harp, 
piano, and mallets play what the euphonium had in the first statement of the opening movement. 
The end is the whistle tune fast, with the fanfare material. And again the last five notes, the 
Gamelan theme again. So that, in a nutshell, is the piece, with all its little secrets.  
 
IC: If you had to describe and label the overall scope of the form what would it be? Is this the 
reason why you created a five-movement concerto?  
 
JdM: It’s a five-movement concerto, but it’s through-composed. I really see it as sort of one large 
piece in sections. You know?  
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IC: I see. 
 
JdM: Although some people have already played, like, only the first and the third movements 
because of time or not having enough time. So people do chop it up.  
 
IC: It’s definitely through-composed? 
 
JdM: Yes. All the movements connect. There is a little pause after the first movement. 
 
IC: I know that you have conducted the work a few times. Could you speak about any 
interpretive moments and or areas of concerns for both the soloist and conductor for each 
movement?  
 
JdM: Yes. I certainly can. I told you about the solo parts in the second movement, [which] are 
quite hard. 
 
IC: Yes. 
 
JdM: But what’s also difficult is the rhythmic stuff I do at 161 of the fourth movement. 
 
IC: This where I had a question: Would you or did you dictate each of the quarter notes in your 
conducting? 
 
JdM: No. Look below. The low instruments are just on the beat. 
 
IC: Ok. I see that. 
 
JdM: So I just stay in two. So, the winds just have to enter after the beat. They are playing three 
against two. If you conduct the five notes, the lower instruments would have a problem. (Singing 
and snapping to demonstrate) Further on, I am using the quadruplets. Well that’s easy, because if 
you conduct in two, they can just read as a 2/4 with eighth notes. (Singing and snapping to 
demonstrate) Then, the lower instruments do the same as the woodwinds earlier, two against 
three. (Singing and snapping to demonstrate) So it’s like a triplet over two. That’s the rhythmic 
game that I like to play. (Two against three, three against four) That’s what it is. So bar 161 is 
three against two. So, the high instruments are three, the instruments below are two. Measure 
175 is four against three: four in the horns and euphonium and three in the lower instruments, 
timpani, and bass drum.  
 
IC: I see what you mean. 
 
JdM: Now that’s tricky to conduct and for players to execute. Usually, they play early on the first 
note. The way I rehearse that is that I make them loop those two bars and just continue to do it a 
couple of times so they get the groove.  
 
IC: That was very helpful. 
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JdM: Don’t conduct in three. Just stay in a slow two in 6/8. The other challenge is the balance in 
the last movement. Look at measure 62. As you can see, it is fortissimo in the euphonium and 
forte for the other euphoniums, and mezzo forte for the rest. It’s still very easy to cover up the 
soloist there, especially in measure 78 because everybody is playing except for the oboes and 
English horn. To hear the euphonium, you will have to keep everybody down or make them play 
piano or mf. In the second movement, it is hard for ensemble playing. The soloist—I usually 
don't have to hear them because they are always fine; they are always great. I just concentrate on 
the new people coming in.  
 
IC: So you would really start to provide time in measure 8 or 9 or would you treat the percussion 
section from measures 9-19 as a quasi cadenza?  
 
JdM: No. It’s an answer. The temple blocks are answering; it’s an echo of the euphonium. 
 
IC: So it has to be in time? 
 
JdM: Absolutely. Oh yeah.  
 
IC: Will there be any follow-ups to this work?  
 
JdM: You mean a new euphonium concerto? 
 
IC: Sure. 
 
JdM: Maybe. Not right now. I have other priorities. I will finish this double concerto for 
trombone. I am thinking of a trumpet piece, maybe not a concerto, but at least a trumpet solo 
piece. There is a commission under way to do so. I just finished a piece for alto saxophone. It’s a 
24-minute piece for alto saxophone and winds.  
 
IC: Wow! 
 
JdM: I’ve been quite productive.  
 
IC: Brilliant. It’s just a brilliant work. We euphonium players are so excited about what you’ve 
contributed to the solo repertoire. Could you speak about the decision with the various tempo 
markings you chose? It seems that some of them are related. Is that truly the case? Also, did you 
base your tempo choices on the ability of the artist(s)/ensemble, or [on] the composition itself? 
 
JdM: They are all related. Absolutely. I am very careful in choosing the tempo markings. 
Although in reality, you know, my role is to write or construct what sounds the best. If you’re in 
a large hall with a lot of acoustic concerns or in a church, you might want to do things slower. It 
may sound better. This is what I say when I teach or give master classes. It’s a very simple 
statement. What’s the best tempo? When it sounds the best. That is the only rule I take for 
tempos. The tempo markings are not written in blood. If it’s written as quarter note equals 66, 
and sounds better going 60, go 60. If it sounds better going 72, go 72. Whatever sounds best. 
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IC: Did the soloist talk to you about what he wanted to see in the work during the pre-writing 
phase?  
 
JdM: Yes, very much. I worked very closely with Jason and David, [and] also Bob Childs, the 
father of David Childs, who was also very helpful. He is a fine musician. Bob and David Childs 
had great suggestions and not-so-great suggestions. Bob didn’t like the slower thing in the fourth 
movement at first. I said, Well okay, I’m not going to take it out. (Laughs) 
 
IC: (Laughs) 
 
JdM: David for instance came up with, where is it? (Sings excerpt) Let me find it. 
 
IC: It’s right before the fanfare. (Sings excerpt) 
 
JdM: Exactly, yeah. (Bar 79 to 85) Originally, that was not over three octaves. That’s what 
David wanted, so I put that in.  
 
IC: What were the inherent challenges and/or advantages for writing for the euphonium? 
 
JdM: Well, the euphonium is such a versatile instrument. You can almost write anything you 
want and those guys will knock it out. It’s unbelievable. As you know, some of the brass band’s 
literature, the cadenzas, or the solos in the contest works are insanely difficult. They are far more 
difficult than all of UFO put together. I mean, you can almost write anything for those guys. 
(Laughs) They’ll play it. Yeah, but you know what? I don’t like writing difficult for the sake of 
sounding difficult. It always has to have a musical reason. 
 
IC: You know, Mr. de Meij, the work or any of your works don’t come off that way. You listen 
to the concerto and you know that it is very musical. I understand, as a player, that the music is 
challenging. Even before studying the score, I would think to myself, “Well I know that passage 
was a challenge. Even so, it was so beautifully written. It’s well constructed.” 
 
JdM: Yes. You know what else? The difficult things are functional. Some of the brass band solos 
and cadenzas are written to be difficult. They are test pieces. I don't like that. Of course, 
competitions need test pieces, but they are written for the sake of being difficult, not for the sake 
of musical reasons. That’s something that I try to stick to. If I write something and it turns out 
difficult, well . . . so be it.  
 
IC: What about the performing ensemble did you want to highlight? 
 
JdM: I like to write for the ensemble something that is challenging and something fun. Everyone 
has something nice, something difficult to do.  
 
IC: How many times has the concerto been performed? Are you aware of any upcoming 
performances? 
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JdM: Ooh, dozens of times already. It’s becoming very popular. It has become a repertoire piece 
in no time. Which is, of course, wonderful. I’m very happy about that, yes. I can’t give you a 
precise number. I’ve already conducted it about 14 times. It’s probably been performed a couple 
of hundred already, maybe since 2012. When was it premiered? 
 
IC: 2012. 
 
JdM: Yeah. So, in three years time, a couple of hundred performances. I’m very happy about 
that, of course.  
 
IC: It’s a great work and should be played. I’m excited to have had the time to spend with the 
work. It’s been nice studying and having the opportunity to write about the piece. I believe that is 
all that I have. Thank you so much! 
 
JdM: Absolutely! If you have any other questions, I’ll be happy to answer them. I’ll see you. 
 
IC: Thank you so much for your time. 
 
JdM: It’s my pleasure. Have a great evening.  
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Appendix C 

 
Transcript of Phone Call between Rick Good (RG) and Ishbah Cox (IC) that took place on 

October 27, 2015, at 11:43 AM Eastern Standard Time. 
 
IC: Dr. Good! How are you? 
 
RG: How are you Ishbah?  
 
IC: I’m doing great. I know that we don’t have a lot of time, so let me thank you in advance for 
your time and cooperation on this project. 
 
RG: It’s no problem and my pleasure.  
 
IC: So, we’ll cut right to it and get started with the interview. Why did you choose to program 
this piece and where and when did you first hear about the piece? 
 
RG: I saw that there was a commission on UFO. Jason Ham sent me an email around January of 
2012 and told me about the commission, and he had the rights. What’s really funny is that we 
performed for the AMEA (Alabama Music Educators Association) Conference. I’m pretty sure 
we got special permission to perform the work, but we couldn't call it the world premiere. We 
were actually the first to give a public performance.4 (According to a program footnote, the piece 
was performed on Friday, January 20, 2012) I’m trying to find my AMEA Performance DVD to 
confirm that date.  
 
IC: Sure. No problem. 
 
RG: Yes. We did it on January 20, 2012, and we got special permission to do it, but we couldn’t 
call it the world premiere. So, to answer the other part to your question, I love de Meij’s music. 
Also, I’m a euphonium player and the opportunity to have a commission for this instrument was 
a no-brainer. We need great works for the euphonium, and we need great works from great 
composers for the euphonium, so these were the factors that caused me to be attracted to being a 
part of this commission.  
 
IC: I agree, absolutely! 
 
RG: So, I knew that we got picked to play the AMEA Conference. It was our first time to play 
this conference while I was Director of Bands, so I wanted to take the opportunity to perform 
new literature. Everything lined up perfectly with timing. Jason had southern ties, being from 
Georgia. We had opportunity to give what would be considered the southeastern premiere. I felt 
that we had a great opportunity before us. After the AMEA Conference, we were taking the 
group to China for a tour and Jason was traveling with us, so again we had an opportunity to 
perform the piece internationally as well. It was neat to be able to perform at the China Army 

                                                
4 Alabama Music Educators Conference Program “AMEA In Conference Program” 
http://content.yudu.com/Library/A1v5c0/2012AMEAConferencePr/resources/5.htm (Accessed February 10, 2016). 
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Hall and, of course, we know Jason’s ties with West Point. It was just perfect timing to be able to 
perform this work, at that specific venue, with Jason.  
 
IC: Wow! What an amazing opportunity. So I’d like to get into some of the questions related to 
the music.  
 
RG: Sure.  
 
IC: Within each movement, what were your conducting concerns within the work? We can begin 
with Movement I. 
 
RG: Movement I is andante. There are eighth notes and sixteenth notes at the beginning. It’s not 
hard, but you have to make sure that the ensemble is playing a steady tempo, and make sure that 
they are not rushing those figures. The tendency on those rhythmic and syncopated figures is to 
rush. The portion of the music is so beautiful and it could be very easy to play around with the 
tempo, and you really can’t afford to do that with these figures.  
 
IC: I see. I understand. 
 
RG: There are very few concerns with tempo changes and fluctuation, except the quasi cadenza 
in the euphonium during the rubato section. The most important thing is to make sure that you’re 
back in at the tempo with a quarter note equaling 72, and then you get into the con moto at m. 45. 
The nice thing about that new tempo is that you (the conductor) can follow the soloist. So, while 
playing this passage of music, it is important that the ensemble maintains an eighth note pulse 
while playing with great phrasing, and the quick 1 to 2 measure crescendo-decrescendo moments 
throughout the phrase. So, allowing the soloist to have the freedom to lead makes this movement 
not as difficult or with as many concerns. It’s really straightforward.    
 
IC: I noticed the attacca in m. 102. Did you and Professor Ham decide how long you would 
break between that measure and the start of the second movement?  
 
RG: Well, you just allow the sounds of the piano and harp to dissipate. As soon as the sounds 
were gone, Jason knew that he would start the movement, so really I was looking to him to start. 
 
IC: Okay. I see. I understand.  
 
RG: So the concerns in number two is that you have to get the duet with the soloist and temple 
block to line up around mm. 9-12. The section in measure 19 is a little treacherous. Your 
conducting has to be very dry; you shouldn't do anything fancy in terms of gesture. You have to 
be very clear with your pattern. I believe that it is important to make sure that beats one and three 
are clear. (Sings passages at mm. 13-15) Again, you have to make sure, as voices are added in 
this section, that the two sixteenths and one eighth note figures are not being crushed 
rhythmically. (Sings and demonstrates the correct way and wrong way)  
 
IC: Yes. Absolutely. I understand what you mean.  
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RG: Then, at m. 38, the winds have to remain solid and stay independent on the eighth note 
subdivision because the soloist is introducing the triplet eighth notes.  
 
IC: Yes, exactly. This was one of the features I noticed of this solo for the accompaniment. The 
band has some of the exact same figures as the soloist.  
 
RG: You know, I’m glad that you said that. The band is usually taught that they have just an 
accompaniment role. But here, they are playing solo lines, too. Because this is a canon, they 
revisit what Jason has already stated. Everybody has a little bit of a dialogue popping in and out. 
Here’s the other thing—how they shape their line is another part to this. It’s more to it than just 
playing the notes and rhythms. That, to me, is the biggest challenge. So, really, the clarinet, 
beginning from 28-38, is the second most dominant voice of the canon. The soloist has an idea of 
how he’s going to phrase and the clarinet has to match it the same way, and the voices entering 
after the clarinet have to do the same thing.  
 
IC: So it’s more than just the technique; it’s the other voices following the lead of the soloist.  
 
RG: Then the layers continue to build, more voices are added, and he’s overlapping rhythmic 
ideas. He’s got this 4 against 3 against 2 that’s happening simultaneously. That’s a challenge to 
put together also. This passage, I believe, is one of the most treacherous of the entire piece, [at] 
around m. 41. It’s easy because it’s the same tempo, but not easy because everyone has to do the 
same as the soloist technically, rhythmically, and musically. You know, Jason is not the only 
soloist; in this movement, they all become soloists.  
 
IC: Absolutely! I like that: “they all become soloists.” 
 
RG: Now, taking a look at 63, it’s layered with the 16th figures, but the concern here is all of the 
one-beat piano-crescendos. Then you have one and half beat crescendos, and then two-beat 
crescendos. So the timing of those are tricky. Sometimes they are on the beat and other times 
they are on the and-of-the-beat. What’s helpful is that the conga is laying down a groove that 
helps immensely with the pulse. With all of these various entrances, the ones with the 
crescendos, they have to really watch the conductor. This section is not the section to be fancy 
here; you just have to become a timekeeper.  
 
IC: I understand. 
 
RG: The crescendos [not only] have to be consistent and in time, but, also, the detail on how 
each voice attacks the note, releases the note, and the balance of the chord. So, in rehearsal, we 
took the ties out and played them as straight eighth notes. (Sings and demonstrates those sounds) 
So we did a lot of those kinds of things to make sure that we had consistency in those areas.   
 
IC: Before getting into the Vivo section, were there any other concerns that you’d like to share? 
Were there any balance concerns? 
 
RG: Yes. There were balance concerns. The entire Giocoso section is meant to be played 
playfully and light. However, all of the differing timbres had to be heard when they needed to be 
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heard. I think about the luxury, on tour, of performing this several times. It was nice to have 
more than one time on a movement like number two. The problem is that every stage is different, 
so the venues became part of the concern as well.  
 
IC: Absolutely. 
 
RG: So when the measure is 85 kicks in, now you have to deal with tutti playing from the 
ensemble. The challenge here is that everyone, now, is holding on for dear life because of the 
demands of the quicker tempo and the rhythmic challenges. The tendency with full ensemble 
playing, then, is to play too heavy and too loud. Notice that the soloist is only at mezzo forte and 
the group is at mezzo piano and, usually, you have to get the group to control their volume and 
style of play. It’s challenging. 
 
IC: This is very challenging.  
 
RG: Measure 91 is difficult because of the syncopation written in the winds.  
 
IC: It’s nice when the snare comes in. That helps out. 
 
RG: Yes. The snare arrival really stabilizes things with the pulse, but they have to play very even 
and light. It’s so quick, that lick, when you first hear it, people are amazed that some one can 
play that fast.  
 
IC: (Laughs) Yes I know it. 
 
RG: (Sings passage beginning at m. 101) So then at 115, you have the duet with the euphonium 
section. That’s pretty cool writing. I’m pretty sure that Jason pulled that kid aside to work out the 
phrasing and how to approach that particular passage.  
 
IC: So you are saying that Professor Ham pulled the students aside individually to work with 
them on certain passages. 
 
RG: Yes. He worked with them on passages like that seen at mm. 107-115, so all of that material 
would lock in. Think about the distance from the euphonium section to the location of the soloist. 
That distance would be great, so it was important for them to work that out and understand the 
timing with that material. Jason did a lot with that melody. (Sings figure at 101) This was not 
marked in the score, but he brought out all of the moving pitches. (Sings an example of a 
crescendo on moving notes in the passage) It’s not marked that way, but he implied that kind of 
direction within that figure. (Sings example) So the flutes and clarinets have a fragmentation of 
that, and so they need to apply the same direction on those moving pitches. So, in rehearsal, we 
would play the skeleton of that figure. (Sings the moving notes only as demonstration)  
 
IC: Yes. I see what you mean.  
 
RG: At 139, it gets challenging with this figure because it’s counterpoint displacement is one 
measure apart. So it’s important, after the figure and arrival to the long note, that they play softer 
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on the longer note and make sure that the pick-up into the figure is strong. (Sings a 
demonstration of the figure at 139) 
 
IC: So you tell the ensemble to drop down in dynamics after they arrive on the sustained notes, 
and then play full with the pick-up note back into the figure? 
 
RG: Exactly. You want to bring out those cascading eighth notes. (Sings and demonstrates the 
cascading effect) Then, at 151, de Meij uses call and response with the winds, so it is important 
to make sure that each group is emphasizing the important pitches of the motive. At 163, he 
brings back the one and half beat crescendos, but this time he adds the horns and they enter on a 
different beat, so he’s added yet another timbre to this section.  
 
IC: So it’s important to hear the multiple timbres at different times yet at equal dynamic levels, 
and the chords must be balanced.  
 
RG: Yes. Now, at 187, he makes it challenging by adding additional horns to those swells. So, 
again, we had to have the group play straight eighth notes so they understand how long those 
eighths really should be. (Sings and demonstrates eighth notes and sings the tied figures as 
written/measures 187-190) Something interesting is the octave jump in the bassoons at 187. No 
one else has the note change or octave jump; this would be pretty difficult to hear.  
 
IC: Speaking of tough to hear, did you have difficulties with both the solo euphonium and 
euphonium section at measures 187-218? 
 
RG: Yes. Yes. Well, you know, because it’s sustained, it’s not that bad and he just really blows. 
It might be difficult to hear an average soloist, but not Jason.  
 
IC: I agree with that, but what about the euphonium section playing the cantus firmus an octave 
below?  
 
RG: Yes. It’s actually marked forte and the soloist is marked fortissimo, but I know that Jason 
wanted to hear more of the lower octave, so the section was asked to play louder when we 
performed it.  
 
IC: Yes. I see. I understand.  
 
RG: There is a lot of meat in this movement. Even though it doesn't require a lot of tempo 
changes or those kinds of challenges of the conductor, it does have many dynamic nuances, 
technical concerns, and balance issues throughout. The ensemble has to take great care and not 
rush to beat three of measure 236 and to balance the chord on beat 4.  
 
IC: Yes. There is a lot in this movement and it is pretty challenging. Would you say that this is 
the most difficult movement overall?  
 
RG: Yes, I do. Yes, because it’s the most challenging to put together with regards to the 
ensemble: the timing, the dynamics, the interjections, and the different motives that are present 
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throughout. Much of the time, the scoring is very thin, so there is lot of chamber music in the 
front half of the movement. For much of this movement, it should be played very lightly, but the 
technique that’s required from the ensemble is challenging, so the group, at times, can play too 
heavy. If I were to compare it to something, it reminds me of Ticheli’s Clarinet Concerto, the 
third movement. We just did that here. The movement is scored very thin, and keeping the time 
is a challenge, similar to UFO. It reminds me of that movement.  
 
IC: Do you have any other thoughts about movement two? 
 
RG: I’m just glad I don't have to do it again any time soon. (Laughs) 
 
IC: (Laughs) Okay. Fair enough. Let’s talk about Movement III.  
 
RG: So, it is important [that] the underlying theme seen in m. 2 comes out. (Sings the Theme of 
Leaps/Bird Call Theme) Then you have to make sure that [the] time is consistent, even with the 
syncopated rhythm. This is a harmonic accompaniment, so you also have to make sure that 
chords are balanced. I asked the ensemble to play with a sustained sound, but they have to put 
front or they must clearly articulate the next articulation, so it doesn't sound like a drone. These 
layers, the motive, the ostinato syncopated figures, and the sustained chords took time to get the 
sound that we wanted there. We want to be sure that we provide the proper color and mood 
before the entrance of the soloist. After all of this, finally, the entrance of the soloist happens, 
and with the euphonium section. This is another section that Jason and the section worked 
together. They really worked on the phrasing. 
 
IC: Do you recall where the phrasing might’ve taken place? I’ve been trying to play it myself 
and I have a couple of different ideas.  
 
RG: I know that it is after the tied D across the bar line. (Sings the passage) The second breath 
would possibly come after the B-flat in measure 26. (Continues to sing this melody) Well, you 
know, it’s one of those B-flats. (Laughs)  
 
IC: Okay. No problem.  
 
RG: Then, at 33-35, you have the return of the ostinato, with additional voices. To me, those 
passages are challenging because you have to make sure that those figures speak. So, at measure 
36, I conduct with a heavy one, a medium size two, and three goes to one. (Sings and 
demonstrates this musical gesture)  
 
IC: So, you are always leaning to beat one. 
 
RG: Yes. It should almost feel like this quasi-waltz. You know? 
 
IC: Yes. I see. 
 
RG: (Continues to sing and count at m. 36, as described earlier) Then, at 46, you want the 
ensemble to play dolce/sweetly, but there is some tongue involved. In this portion, there is still a 
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tad bit of weight on beat one. You really could see this as either two sets of four bar phrases 
(Sings example) or eight bars (Sings the example) Then, 54 starts after he enters. The tough part 
here is the softer dynamics in the flutes, yet they are in their upper register, so you have to be 
aware of that. That’s a beautiful section there.  
 
IC: It’s absolutely amazing. I agree.  
 
RG: At 64, you’re just winding down there.  
 
IC: I have a question for you. At 64, in the English Horn, are you asking them to place a little 
more weight and emphasis on the lower note and taper to the ascending pitch? (Sings example) 
 
RG: I do. Going on to 79, this is kind of tough because you have to get from the current tempo to 
the dotted quarter equaling 136 by the Attacca. That’s tricky. There’s a crescendo on the last two 
bars or so, but the eighth notes have to lead the way in volume because of the tempo set up for 
the next movement. (Sings the last four bars) Do you see how he groups the eighth notes in the 
last three bars? 1-2-3-4, 1-2-3-4, 1-2-3-4 (Sings eighth note patterns of the last three measures/ 
patterns 3 sets of two patterns, 3 sets of 4 patterns) 
 
IC: Oh yeah. I see what you mean! Okay. So what are your thoughts about movement IV?  
 
RG: Down-up, down-up. (Laughs) 
 
IC: (Laughs) 
 
RG: Yeah. It’s down-up, down-up and hope and pray to God that they can play it. Again, you 
should have a strong one and weak two (Sings eighth note figures in beginning of movement) so 
it’s almost a feeling of being in one. (Sings and taps the figure with an emphasis on beat one) 
Strong-weak, strong-weak, strong-weak. 
 
IC: I understand.  
 
RG: When the snare drum comes in, he should add a slight crescendo on the last four eighth 
notes to the downbeat of one; in the accompaniment, [a] heavy beat one and a lighter beat two. 
(Sings eighths in the euphonium section) One of the challenging parts is in the clarinets, where 
they are separated by a beat. So, during rehearsal, we experimented with a variety of articulations 
to help with clarity. We utilized slur-two-tongue-two and slur-three-tongue-one. We did this to 
ensure that their fingers were moving in time.  
 
IC: So, to clarify, you would rehearse by altering the written articulations and go back to the way 
it was written originally. Is that correct?  
 
RG: Right. Then, I would have them play the figures at the same time. It would sound weird 
harmonically, but it helped the ensemble assess if the lengths and rhythms were consistent.  
 
 



 

 

139 
IC: The tendency would probably be to condense the rhythm and rush the first two eighths. Is 
that what you witnessed? 
 
RG: Yes. There is also the concern with the leap from the second eighth to the third because of 
the leap. Luckily, the material is the same once you’re in that groove until you get to m. 65. 
(Sings the tuplet patterns in the piccolo and flute) 
 
IC: Oh man. Yeah. 
 
RG: That’s a nightmare. You haven’t had the quadruplets until now. This is why feeling this 
movement in one is helpful. Then you get to 85, and the brass has to double tongue. (Sings 
fanfare figures at m. 85) What’s challenging with this passage is that the trumpets tend to have a 
little more clarity with the articulation, so you have to make sure that the trombones are as clean 
as the trumpets and that everyone is placing the sixteenth notes at the right place and the same 
way. Now look at 101; to me, you drive the eighth notes in 101 through to 102. There should be 
a slight crescendo to that last eighth. Getting into 121 is another tough lick, especially for the 
soloist. Because of the range and their entrance, both the conductor and the soloist have to make 
sure there aren’t any discrepancies.  
 
IC: Indeed. I see what you mean.  
 
RG: At measure 129, de Meij gets into some more of the multi-rhythmic things. You see, he has 
the 3 against 2? 
 
IC: Yes. 
 
RG: (Sings the three consecutive quarter notes and fanfare figures) I really love the writing at the 
diminuendo e molto rallentando. I just love what he does there with the euphonium, right there at 
151.  
 
IC: In measure 153, did you dictate each of the duplets, the two eighth notes? 
 
RG: Yes. I would just give a strong one and then conduct each eighth note.  
 
IC: What did you do with the three quarter notes a couple of measures after that?  
 
RG: I did the same thing. I just conducted (sings 1-2-3 whole) 
 
IC: So you turned the dotted half notes into fermatas? 
 
RG: Yeah. Well, you don't have to beat time there; nothing is moving. 
 
IC: Right. 
 
RG: You have to give the release point, because of the euphonium’s entrance. So you need to 
give the cutoff into the entrance of the euphonium.  
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IC: Right. Then it get’s a little bit trickier at 175. Are you back in two at this particular point in 
the music? 
 
RG: Yeah. I went back into two because of what the bass drum has. But, remember, beat one is 
so important anyway. Jason began to establish a tempo after the tradeoffs from 161-172. His 
consecutive eighths in measures 173 set things up for the piccolo and flutes, so I had to be in two 
in this particular passage. Beat one was the heaviest.  
 
IC: Now, what about the accelerando into 197? 
 
RG: Yeah, I just continued to emphasize beat one and allowed the soloist to create the velocity. 
We rehearsed that one a few times.  
 
IC: Was this an area that you and Professor Ham had discussion about before the rehearsal? 
 
RG: What we did on the first rehearsal is listen to him play the four measures before 197 a 
couple of times just to hear how much accelerando he would create before Tempo I. It’s great 
writing! To me, all of the tempo changes are natural. You feel those. What’s challenging at 213 
is the theme in the clarinets, saxes, horns, and trombones. (Sings the theme) Cleaning the six 
eighth notes is a challenge.  
 
IC: What did you do in your rehearsals to clean that? 
 
RG: We would alter the articulation. So, we would take slurs out and have the group articulate 
everything. After cleaning this up, we come back to the strong emphasis of beat one. (Sings 
theme with an emphasis on beat one) With that in mind, that strong feeling of beat one 
transitions smoothly into measure 229. 
 
IC: So do you feel this particular passage (229-248) in one? 
 
RG: Yes. In measure 255, there were pitch concerns in the piccolo, flute, alto sax, and 
euphoniums. That presents a problem. After that, we are basically revisiting material that we’ve 
seen before.  
 
IC: Okay. So let’s transition into movement V. 
 
RG: Movement V. It’s very stately. This jack-in-the-box hits, you know, on the off-beats. They 
come out of nowhere. Some of these hits are on the downbeats and some are on the ands-of-the-
beats.  
 
IC: Was it a challenge to line up the 32nds in the woodwinds? 
 
RG: Yeah, but luckily it’s at a stately tempo.  
 
IC: Right. 
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RG: There are a lot of different interjections. (Sings the two sixteenths-eighth figures seen in the 
double reeds and saxes) This movement is pretty much straightforward. The toughest part is 
before 62. From mm. 58-62, you gotta’ get that accelerando again. You have threes against fours 
again, but the nice part is that you’re coming back to that same tempo. It’s almost embedded in 
your head.  
 
IC: That makes it a bit easier to approach. 
 
RG: Going on, at 94, getting the triplets back to duplets was tough. It seems natural, but with the 
piu mosso, it moves, and this becomes a faster tonguing section for the trombones. Typically, 
trumpets are little bit better with that. I wonder why he didn’t start with trumpets there. He adds 
them later, but I just wonder why he didn’t add them at 94. That would’ve been my preference, 
just to add some help in that particular area. Now take a look at the flutes; you gotta get them to 
cut that off on one.  
 
IC: I see it. 
 
RG: They have to release the tie on beat one. (Sings the figure with releases seen at mm. 105-106 
in piccolo, flutes, and oboes) This area took a lot of work. So, we had have lot of snare 
drumming to keep tempos in line. On top of all of this, the solo euphonium has this theme, and 
the soloist has been playing a lot. That’s a huge balance concern here.  
 
IC: Yes. It’s tutti here. 
 
RG: Right. That's a challenge to pull all of that together. 
 
IC: I just have a couple questions for you. Do you have a favorite movement? And why?  
 
RG: I’m partial to how the euphonium sounds. I love the sonorities in Movement III, but the 
excitement in, you know, I really don't. I’m always impressed with the virtuosity and the 
demands that are required of the instrument. (Sings the “Bird Call Theme”) I’m really impressed 
with that. I love how he scores to the top of the tessitura for the instrument. He writes so 
beautifully for the instrument, and shows off the range for the euphonium. It’s great to show off 
that high register, you know. I really like how he shows off what the euphonium can do. It’s also 
neat for the band accompaniment. It’s not an easy accompaniment, either. The tenacity that the 
soloist has to have; the horn is on your face the whole time. It’s simply amazing.  
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Appendix D 

 
Transcript of Interview between Adam Frey (AF) and Ishbah Cox (IC) Questions sent to Frey via 

email and received on December 23, 2015, at 9:32 AM Eastern Standard Time. 
 

IC: Could you talk about the premiere in Singapore of UFO? Who did you perform the work 
with? Who conducted the work? When and what venue did the performance take place? Was it 
for a special event? Why did you choose to perform this piece?  
 
AF: I was invited to take part in the 2014 Singapore Trombone Festival hosted by Music 
Elements.  As part of the event, the Gala Concert would feature Orchestra Collective with Mr. 
Boon Hua Lien as conductor. The organizer specifically wanted to have a premiere of some sort 
as well as a major concerto, and so the UFO was a very logical choice because of its recent 
commission.    
 
IC: Did you have any interactions with the composer, before, during, after the premiere?    
 
AF: I have actually known Johan for many years and knew of the concerto and had seen some 
sketches. At the point of this performance, it had already been premiered and so there weren’t 
many questions about the parts.   
 
IC: What kind of interaction did you have with the conductor? How much time did you spend 
together before rehearsing with the ensemble?   
 
AF: I communicated with the conductor via email a few times and we discussed tempi. Our face-
to-face time was limited to only about ten minutes before the first rehearsal. 
 
IC: Did you meet with other key musicians before or after a rehearsal regarding any specific 
excerpts within the concerto? Could you specify which excerpt(s) and which instrumentalist(s)?  
 
AF: One that comes to mind is the euphoniums in movement III. We actually didn’t have time 
for this before rehearsal but it would certainly make good sense to have a small sectional or 
discussion of style. The conductor just had them listen to me play it once and we adjusted the 
style and phrasing to be in sync. 
 
IC: Could you share 1-2 highlights or memorable moments within each movement?  
 
AF: For me, the highlights almost always align with the dynamic and range summits in each 
movement. Certainly 62 in the first movement is the first time the euphonium really “sings” out 
with a great intensity. In the 2nd movement, it is all really intense throughout with the interactions 
between euphonium and the band. Of course, the moto perpetuo section has its charm, especially 
with the cool syncopations created by the articulations. Certainly the long sweeping 
countermelody in the stratosphere at 180 was an amazing moment as well. In the 3rd movement, 
the time that features not just the euphonium soloist but the euphonium section really defines the 
movement and the collaboration between band and soloist. In the 4th movement, I feel like the 
jovial nature of the 6/8 is the memorable moment for me. I realize it happens for most of the 
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movement, but I remember the faces of some of the audience members while we performed this 
and they really had a wonderful time listening and moving their head in agreement with the 
music. For the finale, my memorable moment involves the culmination of so many ideas 
between the syncopated solo part and the florid clarinet motives.   
 
IC: What was your process in preparing the work? Were there particular exercises/techniques 
you needed to focus on or would recommend in preparing this work?   
 
AF: Lots of practice!! I spent a fair bit of time working on building endurance due to the length 
and extended range. I also practiced lots of descending slur patterns to make sure the motive at 
62 in the last movement (and the similar place in movement 2) would feel light and not drag and 
feel invigorating.   
 
IC: In terms of requiring virtuosity and demand, how does this work compare to any others 
you’ve performed? Are you willing to name any of these works?    
 
AF: This work is certainly one of the most challenging in the repertoire when you look at its 
rhythmic complexity, range demands, and extended length. Some works that remain as some of 
the most demanding include the concerti by Linkola, Feinstein, Ellerby, and Aagard-Nilsen.  
 
IC: How long did it take you to prepare this concerto?   
 
AF: I spent about 2-3 weeks before the performance getting ready. I did have to manage the 
challenge that the Singapore performance was at the end of an Asian tour that lasted fifteen days.     
 
IC: If you had to describe and label the overall scope of the form, what would it be?   
 
AF: I have not really thought much about the form of the work. There are certainly some ABA 
elements but, sometimes, I feel it has some through-composed sections also. For me personally, I 
don’t necessarily make formal analysis a top priority, but I do try to graph the intensity and 
growth of a large-scale work.   
 
IC: Talk about your personal preparation or recommendations for approaching Movement II. 
Example: mm. 47-55, 63-90? What exercises do you recommend to practice these kinds of 
passages?   
 
AF: I spent some time designing exercises that addressed the groove and syncopations in some 
scales to make the rhythms more comfortable. I also spent some extensive time practicing scales 
extending into the highest ranges. For the extreme extended melody, I practiced slower than 
marked, and sometimes transposing it up a whole step. For the final section, I also practiced the 
section significantly above the written tempo so that I would hopefully feel more comfortable 
and relaxed in the performance. It seemed to work well in the performance.   
 
IC: How many times have you performed the piece? Do you have any future performances 
upcoming of this work?  
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AF: I have only performed it once. I don’t have any performances in the future but look forward 
to the next chance!! 
 
IC: How would you phrase the melody in Movement III? I realize that there could be multiple 
options, but I wanted to know your approach.  
 
AF: This is a great question and one that will vary by the performance situation and tempo. If I 
were playing it with piano, I would phrase after the tie in m. 22 and the G in 29. With a band 
where you need a little more sound and it is likely to be a little slower, I would breathe after beat 
one in mm. 19, 22, and 27. I also like it to have a slight feeling in 1 (or in 3 with some forward 
momentum).   
 
IC: What other concerns do you have in the third movement?  
 
AF: I think the challenge is to keep the sound relaxed even though it is quite high and sustained.   
 
IC: In Movement IV, what concerns and challenges do have in this movement, specifically: mm. 
72-78,102-121.   
 
AF: Overall, the requirements in this movement involve the need to not just pop up to the high 
range, but to have to navigate scalar passages and be moving around the passages. By practicing 
different scales and rhythms where the top note is NOT the end of the phrase and it ends on a 
note other than the tonic. We are used to this being the case in many solos and so this is slightly 
different enough. This is a way to help shape notes and to adjust to really help with the technique 
that is necessary in this work.    
 
IC: In Movement V, are there any concerns regarding technique?   
 
AF: I think the concerns involve the speed and wide intervals and slurs in the melody at m. 62. 
The difference from this work versus others is the repetitive nature and constant use of this 
particular technique. So, if you have any trouble with it, then it will slow down the intensity. In 
many ways, navigating this technique is a mainstay for the work and if you don’t spend time 
working through the challenges, it will make a performance very stressful. 
 
IC: Are there other points that you would like to share regarding the solo of the concerto?   
 
AF: I don’t think so. It is a great new work and has significant appeal to audiences, band 
members, and the soloist. I certainly feel like it is a superb addition to the repertoire. 
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