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Abstract 

Ever since my time in middle school band, I have known I wanted to be a music educator. I 
believe a music classroom is the perfect environment to explore what a collaborative 
atmosphere truly entails. What I find so amazing about music making is that we are all able to 
come together as diverse individuals with different backgrounds, ideas, and interests to create a 
communicative and accepting ensemble ready to share our uniqueness with the world. Music is 
one of the most powerful mediums for learning life lessons and gaining lifetime memories and 
friendships, all while exploring and learning through a music curriculum. My love of music first 
started when I began playing the oboe, and now I have a passion for teaching and discovering 
more about music.   

I have learned, developed, and improved my skills and abilities as an oboist and musician over 
the past four years at Ball State University. Through classes, ensembles, and field experiences, I 
have progressed in my abilities as an educator in diverse musical settings. Learning how to 
become an experienced professional educator does not only happen in discussions, listenings, 
readings, and writings for classes and coursework. It also comes from life experiences and the 
application of knowledge in the field. I knew that performing a solo recital would benefit me as 
a future educator because of the opportunity to put into practice what I have learned and what I 
would be learning over the course of preparing for a recital. The goal of my Honors creative 
project is to not only share my love of music making through a performance, but to also share 
the journey of preparing for my recital. It is through sharing my journey that I can reflect on the 
experience and articulate why it has given me the opportunity to grow as an educator and be a 
better resource for my students. By providing a behind the scenes look into my preparation, 
thought process, and presentation I can better express how this experience has expanded my 
musical “toolbox.” 
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Process Analysis Statement 

 The choice to perform a solo recital for my Honors creative project was not taken lightly. 

Choosing to embark on this serious endeavor made me wonder if this was going to be something 

that I would be able to achieve successfully. I had never performed a solo recital before, and I 

had never prepared four solo pieces at once during a single semester. Last year, my junior recital 

was, unfortunately, canceled due to the COVID-19 pandemic shutdown an event that not only 

affected me deeply, but also altered the course of so many lives. It would be easy to admit that I 

did not have the prior experience necessary to accomplish such a daunting and challenging task, 

but personal experience is not gained until a leap of faith and reassurance in your abilities can be 

accepted. When it comes to knowledge in general sense, there are three processes that can occur. 

There is the knowledge one knows (intelligence), the knowledge one applies (action), and the 

knowledge one shares with others (wisdom). Often, people believe that they must know 

everything before they can begin to apply their knowledge. This means that even less 

information is shared with others. This can be depicted with the bar graph below.  
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I knew that presenting and performing a solo recital was an opportunity I wanted to take 

advantage of. I needed to be confident in the knowledge that I possessed so that I could apply it 

to music that I would prepare, and finally share my results in performance, ultimately to 

communicate with others a culmination of the experience I had and what I learned along the 

way. Related to the idea of knowing, applying, and sharing one’s knowledge, this thought 

process can be depicted with the following bar graph.   

 

 This acceptance and willingness to pursue something where I could absorb vast amounts 

of information and be able to apply and share my knowledge and learning is also an important 

aspect of teaching. I am soon approaching the beginning of my teaching career. It can be an 

overwhelming experience as college cannot prepare someone for every unique situation. 

However, during my four years at BSU, I have been given the tools to apply and share my 

knowledge — I just must be willing to do it. This is easier said than done, but seizing this 
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opportunity to perform a recital was a step in the right direction for me to achieve the same 

confidence in my career.  

 Choosing the repertoire was the next step in my recital preparation. One of the first pieces 

I chose to play was 2nd Solo de Concert by Stanislas Verroust. This was a piece that I was 

preparing for my junior recital that I did not get the chance to perform. At the end of the spring 

2020 semester, I was not satisfied with my progress on this piece and decided that I wanted to 

continue working on it during the fall semester. Another piece that I chose to play was “Élégie,” 

from the Sonata for oboe and piano by Francis Poulenc. I became keenly interested in this piece 

in my sophomore year of college. I even had the chance to hear it performed by a colleague of 

mine in the oboe studio during my junior year of college. I admired the contrasting styles in this 

movement and how beautiful the melodic line is shaped. The next piece that I wanted to perform 

was Soliloquy by Sir Edward Elgar. I discovered this piece when researching and listening to 

some of my favorite oboists. Albrecht Mayer, the principal oboist of the Berlin Philharmonic, 

has been an inspiration, especially, after listening to his recording of the Flower Clock by Jean 

Françaix. I found an album of Albrecht Mayer on YouTube and after listening to his beautiful 

interpretation of Elgar’s Soliloquy, I knew it was a piece I wanted to play and include on my 

recital. Its style reminded me of the English composer named Vaughan Williams and his Oboe 

Concerto, a piece I learned and enjoyed playing during my sophomore year of college. I also 

chose the piece Four Personalities by Alyssa Morris. I first heard this piece performed by a 

compatriot and fellow oboist in the BSU Oboe Studio during my junior year of college. I often 

associate colors with music when I am working, practicing, and preparing a solo piece, etude, or 

orchestral excerpt. I often use colored pencils on my parts to help me better understand the mood 

and sound quality of a work. Different personalities represented by colors is how Alyssa Morris’ 
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piece depicts various moods. I enjoyed the contrasting styles that the different movements of the 

composition depicted. Alyssa Morris (Professor of Oboe at Kansas State University and principal 

oboist of the Topeka Symphony) is also a well-known (to oboists’) and respected composer. 

Including a piece by an active female composer that contrasted other works that I would be 

playing would not only show diversity in programming, benefit my learning as a musician, but 

would also serve to be an enjoyable piece for an audience. The final piece I chose to play on my 

recital was “Quodlibet” from Aria and Quodlibet by Arne Running. This piece is a duet that 

parodies orchestral oboe and English horn excerpts in a fun and delightful way.  Performing the 

English horn on my recital was a wonderful opportunity as it was during my four years at Ball 

State that I learned and discover more about this instrument through lessons and in ensembles. I 

played this duet with my friend and fellow oboist, Rachel Gripp. This piece has a sentimental 

value for the two of us as it comes full circle of our time together at Ball State University in the 

oboe studio. During our freshmen year, two other members of the oboe studio played this duet 

together. Rachel and I held up signs during their performance that named the excerpts being 

played for the audience to recognize. These signs brought another level of comedy to the 

performance. Rachel and I were now going to play this duet together during our senior year and 

two freshmen oboists, Janie Arseneaux and Quincy Carr, would hold up the same signs.  

When selecting pieces, there was more involved than sentimental value or personal 

preference. Choosing repertoire that would make for a well-rounded program was also a 

consideration. I needed to prepare works that would be an attainable goal for my level of playing 

that would also serve to challenge me as an aspiring musician. Listening to compositions, 

researching composers and other oboists, and deciding on a program that would be a mix of 
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lyrical and technical playing, various styles and genres, and represent different time periods were 

all part of my decision-making process.  

 The selection of repertoire as a music educator requires many of the same considerations 

when it comes to identifying what will be a suitable work for your ensemble. Each band, 

orchestra, or chamber group will have unique qualities and different challenges because of the 

diverse students and various instrumentations encountered. When programming a concert, I 

consider three aspects: One piece should encapsulate and highlight the skills that students have 

already established, which can always be improved upon through applying and practicing these 

skills. These requisite skills can bring out the intricacies of a piece that is not as challenging but 

allow the opportunity to show fewer tangible elements like style, phrasing, melodic contour, 

emotion, and other musical qualities. Many students’ need attainable goals, and to that end I 

would choose a piece that is up to their current level of playing. Another piece should challenge 

the ensemble by motivating students to learn a new skill or concept or give them the chance to 

perform skills introduced at a higher level. This selection of how to consider repertoire relates to 

the Zone of Proximal Development (ZPD), introduced by the Russian psychologist Lev Vygotsky 

in the late 1930s. In current educational pedagogy, ZPD is known as the disparity between what 

a learner can do on their own (autonomously) and what they can do with the guidance of an 

educator or someone with more profound knowledge or expertise. By choosing my own selection 

of pieces for my recital, I had the experience of practicing this ZPD. I found “Red,” from Alyssa 

Morris’ Four Personalities to be one of the most challenging movements to prepare as it 

required much technical work and tempo discipline. In the end, I did not play this movement on 

the recital. I was not entirely disappointed as I learned so much from practicing and 

implementing techniques and strategies that guided me in my preparation of the movement. The 
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repertoire I select will not always be a good match for the ensemble I am working with. I may 

choose a piece that is too difficult and challenging, and the ensemble and I will need to work on 

certain skills before attempting to play the piece again, either in a rehearsal or performance. 

Another scenario might entail choosing a piece that is too easy for an ensemble where students 

will be bored and not motivated to play it. There is great value in taking chances and attempting 

to play new works. Recognizing when these attempts are successful or unsuccessful is an 

important part of the educational process and a good lesson to be learned. Of course, rarely will 

the first reading or rehearsal be perfect. Anywhere in the process of learning, changes can be 

made to best address students’ day-to-day and long-term needs. It was a week before my recital 

that it was discussed that playing “Red,” from Four Personalities would not be in my best 

interest. When playing a solo recital, it is important to feel confident about the music you are 

going to perform and share with the audience. Combined with the other pieces I would be 

playing, it was unnecessary to be stressed by the final movement of Four Personalities. From my 

own experiences as a student in ensembles, I have experienced what happens when students are 

unmotivated to practice, rehearse, and perform a work because it is too challenging or too easy. 

As an educator, it is important to make wise decisions regarding the needs of students and 

whether the repertoire is serving their learning goals and engagement in the classroom. Coming 

face-to-face with these challenges during my recital preparation reinforced this concept to me.  

 Throughout my recital preparation, I learned many pedagogical strategies and techniques 

that I will use with students for years to come; some of them I already have. In the 2021 spring 

semester, I worked with 6th through 12th graders while student teaching. I learned so much 

related to instrument pedagogy and rehearsal technique during this time. I was also able to put 

into practice strategies with students that I found helpful during my recital preparation.  
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Understanding the concepts of rhythm and tempo can be difficult for many students. I 

certainly encountered this difficulty when I was in high school, and it is a weakness of mine to 

this day. That said, I do believe I have shown marked improvement over the past four years and 

through practice, hard work, and determination have now armed myself with the tools that enable 

me to be confident. I find writing (or marking) directions, reminders, cues, and other salient 

remarks in one’s music to be an invaluable resource to help focus and incorporate what I have 

learned or need to be aware of as I play, perform, or practice a piece. I encourage this with 

students and will continue to do so throughout my teaching career. For example, marking and 

identifying the downbeats and beats within measures has been a strategy that has helped me as a 

musician, and I have seen it benefit students I have taught as well.  

Using words to describe how a piece sounds or what emotions it evokes is a valuable 

teaching tool for feedback and discussion. Using and marking descriptive words on my recital 

music not only helped me understand the various moods and styles of the pieces better, but it 

also served as a valuable tool for student engagement, critical thinking, and listening skills. 

Social Emotional Learning (SEL) is a learning practice that is encouraged and largely supported 

by many schools and educators. SEL is the process of developing social and emotional skills in a 

school setting. This skillset helps students learn how to understand and process their feelings, 

manage their emotions, and feel and show empathy while setting personal and collaborative 

goals in developing a healthy self-identity. Human beings are not born with an intuitive 

understanding of how to manage their emotions, or to talk about them in a positive and healthy 

way. SEL gives students the opportunity to discuss their feelings and emotions, and music is a 

great facilitator in helping them communicate. Identifying words and characteristics, defining 

moods, and drawing upon what students feel as they are listening to music can be a collaborative 
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activity involving social emotional learning. One of my goals, as it pertained to my recital, was 

to experience the flow of music as a cathartic experience. Mihaly Csikszentmihalyi defines this 

experience in his book, Flow, with, “Flow is the positive aspects of human experience– joy 

creativity, the process of total involvement with life.”1 I was surprised in the moments before 

and during my recital performance at the total lack of nervousness and stage fright that normally 

plagues me. Nervousness (or more likely the adrenaline rush associated with fear), while 

beneficial for others before and during a performance, is an annoying hinderance for me. I 

believe that this ability to truly enjoy the flow of music I was about to perform occurred because 

of my thoughtful preparation, love for the music I was playing, and excitement to share it with 

others. I hope to share these moments of letting go of one’s negative feelings and being in the 

“zone” to enjoying the ecstatic feeling of making music with my future students. For many 

people, music can help create a safe space where they can be themselves and express what they 

are feeling. As an educator, it is my responsibility to create and foster these secure environments 

where students feel comfortable to explore their emotions and process their feelings to facilitate 

the letting go of negative emotions and nurturing positive ones. I experienced this myself by 

overcoming an obstacle that would have made a past version of myself an apprehensive and 

devastated mess. I want to foster positive experiences for my students by helping them prepare 

and implement strategies for success. It is vital that we enjoy life’s greatest experiences of joy 

and creativity through music making. 

A phrase I learned at a music camp that I attended before my senior year of high school 

read, “You are not a certain type of person. You choose the kind of person you want to be.” 

 
1 Mihály Csíkszentmihályi, Flow: The Psychology of Optimal Experience (New York: Harper & 
Row, 1990), IX. 
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Through my experiences at Ball State University and performing this recital, I had the chance to 

explore the true meaning of this message. Growing up, I was always labeled as a shy, quiet student. 

At 21 years old, I performed a solo recital in front of friends and families whose views and opinions 

I greatly value. I have chosen to be a musician and educator. I have decided to dedicate my life to 

teaching others the joy of music-making while learning life lessons between all the notes they are 

playing. This is a life lesson I want to pass on to students discovering who they are and who they 

want to be. I have so much more to learn throughout my teaching career, but I already have so 

much I want to share. My top priority as an educator is to build a working and positive relationship 

with all students. Just like preparing for a recital, this is not a task that can be achieved “overnight,” 

as it will take time to develop. None of what I want to accomplish musically can be achieved unless 

I strive to build positive and engaging experiences with my students. I can create these positive 

relationships by presenting myself as a helpful resource and compassionate human being. One 

attribute that I believe is unarguably necessary for being an effective educator is empathy. I worked 

hard to document my preparation process, the feelings that I experienced, and discovered what I 

needed to do musically. It was important to me to convey the moods and intentions of the Poulenc, 

Elgar, Verroust, Morris, and Running works that I performed. 

I wanted the audience to feel this music come alive as I endeavored to explore the emotional 

depths of empathy through my playing. As an educator, I am prepared to open myself to 

discussions and conversations about my life and experiences. I will make myself available to my 

students as a resource and mentor. The creation of great music comes from great relationships and 

collaborations with others, whether within the ensemble itself or at an individual level. I want to 

mold and guide life-long learners and life-long lovers and appreciators of music by celebrating 

community and individuality. I can only know, apply, and share my knowledge with others. 
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Entering this profession, I know that I do not have the answer to everything – nor should I - but it 

is my responsibility as an educator to seek out those answers because I, too, am a fearless musician 

with an insatiable quest for knowledge and life-long learning. The past four years have brought 

me the confidence and passion to succeed in this, my chosen profession. 
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LESSON ON AUGUST 30, 2020 

I had my first lesson with Dr. Kozenko for this fall semester. The recital piece I played 
for her during this lesson was “Élégie” from Sonata for oboe and piano by Poulenc. I had the 
chance to play through the whole movement. It was not a continuous run through as I stopped 
to receive notes from Dr. Kozenko who wrote these down in my music. Comments I received 
were about making sure to connect notes through the entirety of a phrase. This movement has 
many instances of sixteenth and eighth note rests. This does not necessarily mean that I 
should breathe during those rests, but that I should make sure I am allowing a brief pause. I 
have circled these rests to showcase below. A recording is also provided.  

 

Another aspect that was discussed in my lesson was the style of the piece. I have 
circled the composer to who this piece is in memory of, Sergei Prokofiev, at the top of my 
music. This piece is in memory of Prokofiev and similar to his style of composing. There 
was intention to the way this piece was composed, and I have a responsibility as a performer 
to portray this mood and style. We also discussed some areas to be mindful of intonation. I 
marked these areas with a down arrow above the note in my part as a reminder to keep the 
pitch from going sharp. When playing a pitch that is out of relation to its surrounding pitches, 
it sticks out as an out of tune note and will skew the intonation of following notes.  

Below shows an excerpt in my music. After playing the third octave E before circle 
10, I need to make sure my first octave G is not too high. Thinking of playing into the floor 
of this note and the following low notes will help convey the large contrast in range between 
the two measures.  

 

Third octave E 
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LESSON ON SEPTEMBER 6 AND 7, 2020 

In these two lessons, the piece I was Soliloquy by Sir Edward Elgar. The first lesson was 
spent on the first page of the piece. The second lesson was spent on reviewing sections from the 
first half and then finishing the piece to the end.  

Starting in the third measure, I was advised to make a more logical connection between 
each note grouping, and to clearly articulate each downbeat. I need to use more air and spin my 
air faster to make this part of the introduction come alive and jump off the page. To help me 
remember this, I have each note that begins that note grouping circled along with the words 
“Sound quality!” written in my part. Starting in measure six, I was advised that I should make my 
notes that are marked with a staccato articulation lighter as I was playing them with a connected, 
legato style of articulation previously. This was the incorrect articulation to be using because the 
music notates a staccato articulation.   

 The next section that Dr. Kozenko and I worked on involved defining and 
understanding the melodic phrasing and rhythm. I will eventually rehearse this piece with my 
pianist. Putting the correct emphasis on certain notes will help us understand each other in our 
collaboration. To help me with this, I put a line going through the second beat in measure 26, 
a legato marking on the low D# in measure 27, and a line going through the second beat on 
measure 28. Again, I have a down arrow on the third octave C to remind myself to keep the 
pitch down on that high note in measure 27. The image below showcases these markings I 
have written in with pencil.  

 

Staccato articulations 

First note grouping 

Second note 
grouping 

Third note grouping 
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Measure 30 was giving me some trouble. I worked on this measure in both lessons. I 
had to change the idea of how I was playing this cadenza measure to another way that made 
more sense. I was influenced by a recording I listened to the European oboist Albrecht Mayer. 
In trying to imitate how he played this measure, I was making certain notes stick out that 
should not have been emphasized. It was losing momentum. We eventually worked out that I 
should think of this measure in three note groupings. These groupings are from the first G# to 
the next G#, the G# to the F, and the F to the high D. I have a note written to myself that I 
have the tendency to play softer as I am ascending through notes. Having this tendency 
written in my music reminds me not to make this the case as I am playing. The image above 
showcases my markings that I have written in to help me in my future practicing.  

The next section of this piece that I played in my lesson was at letter D in my music. I 
played through these measures several times to decide the best places to put in needed breath 
marks. I notated the breath marks with an apostrophe. We chose two places. One of the breath 
marks is enclosed in parenthesis to show that I do not have to take a breath at that point, but I 
can if it is needed. Sometimes when performing, there is a lot going through your mind. 
Having courtesy breath marks in your music can help in those situations where you are 
nervous or are feeling tired and winded. The end of this piece is much like the music at 
measures 26 through 30. My goal for the next week’s lesson is when practicing this piece on 
my own, to play along with a recording and to mark in my music important cues from the 
piano. I do not believe that this piece is technically challenging, but at the onset it may be 
difficult to put together with my pianist. I want to make sure I am as prepared as I can be for 
our first meeting.  
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LESSON ON SEPTEMBER 14TH   

In this lesson, I played through the beginning half of “Blue” from Four Personalities 
by Alyssa Morris. An important aspect I took away from this lesson was to think about the 
quality of a high note when being played and how my embouchure may need to change to 
keep a note from becoming “too wide.” When a note is “too wide,” it does not have a focused 
sound, the tone may be spread, and it does not have any resonance. There are two occurrences 
in this piece one after another where a high A is approached by a larger dynamic change. One 
strategy I can use to adjust these notes are to bring the corners of my embouchure in towards 
the center to create a rounder embouchure shape. I can also try experimenting with a  

    

                 
               
                

At the beginning of this lesson, I played through measures 30-31 of Soliloquy. This 
was an area of music that was addressed in a previous lesson. I played it again for Dr. 
Kozenko to clarify what we had talked about in the past lesson.  

Another piece that I focused on in this lesson was the movement “White,” from Four 
Personalities by Alyssa Morris. We discussed what the piano plays in the first two measures 
of this piece. I need be aware that the piano has a rest on beat six of these first two measures. 
This will help ensure that I will come in correctly at measure five. There are several different 
time signatures throughout the piece. An aspect that is unique about the 5/4 measures is that 
they can either be felt as 12,123 or 123,12. There is different emphasis on certain notes 
depending on how a certain rhythm in the measure is felt. We went through deciphering the 
first few beginning 5/4 measures of this piece. Each movement of this piece is based on a 
different color, and each color has certain characteristics. Words that I have marked on the top 
of my music that describe the color white are peacekeeper, indecisiveness (as seen with the 
unique 5/4 meters and the later octave displacements), calm, clouds, lilt and lightness, easy 
and open, and jazz style. Having these words at the top of my music helps me understand the 
mood and style I should have when approaching this movement. We used and discussed these 
characteristics as I worked through sections of this movement with Dr. Kozenko. My overall 
goal is to let the rhythm and my air fill out the measures to keep it light, easy, and buoyant.   

 

 

 

LESSON ON SEPTEMBER 14, 2020 

 

LESSON ON SEPTEMBER 10, 2020 
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In this lesson, I played alongside my friend and colleague Rachel Gripp, who is also a 
senior oboe student of Dr. Kozenko. This semester we are both playing the first movement of 
Sonata by Poulenc. During this lesson, we took turns playing either two or four measure 
phrases one after another. The goal of this exercise was to convey how the phrases lead 
seamlessly into each other to convey an easy flow. For example, one of us would play 
measures one and two. After the first person had finished, the other would play measures 
three through six. The first person to play would pick up again in the music at measure seven. 
Shown below is a visual representation of how this process worked. This was an enjoyable 
exercise passing off and playing a piece together with a good friend and oboist. We also 
began picking up on each other’s sense of time, tone, and style to make it sound like was one 
oboist playing. In this lesson, Rachel and I began our first read through of our duet piece, 
Quodlibet by Arne Running. This piece will be the concluding piece of my recital. Reading 
through Quodlibet the first time, we both realized that this piece will need methodical practice 
with a metronome to line up each other’s part with one another while being able to convey 
appropriate style and articulation.  

     

harmonic fingering for the high A. Experimenting with harmonic fingerings can help a player 
hear the difference in tone color between the two fingerings. With this, I can use my aural 
skills to work on adjusting the tone quality of that high note to have a warmer sound. Below 
is a recording of me playing a harmonic fingering A and then the normal fingering A. A 
listener can hear the difference in tone color between the two fingerings.  

 

I have provided an image where one can see these A’s circled in red in my music. The 
large contrast of dynamic changes makes it a challenge for producing the best tone quality on 
the higher notes. These dynamics changes are vital to truly express the emotion of this 
movement. The dynamic changes are underlined in blue to showcase how much I need to 
expand and spin faster air throughout these measures to achieve the desired effect.  

 

 

 
LESSON ON SEPTEMBER 20, 2020 
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In this lesson, I played through part of the first movement of the 2nd Solo de Concert 
by Verroust. After I had played through a portion of the beginning, Dr. Kozenko and I then 
discussed the need to keep the support up in my sound while I am playing. In the beginning of 
this piece, I am playing the same repeated pitch of D three times. The note length value is 
getting shorter as the melody goes on. I have this circled in red below. While I was playing, I 
was letting my air support down through these faster subdivisions of the beat which is the 
opposite effect of what I need to do. The musical line needs to grow in this instance rather 
than diminish. Dr. Kozenko compared this to pearls on a string where one wants to keep the 
tension in the string to support the pearls. While playing, I imagined that I was connected to a 
string and that I had to support and keep the tension in the string while I was playing before 
spinning faster and more air through my instrument. This can also be thought to directing 
one’s air to a focus point of a room that is aimed far away. By sending one’s sound to that one 
point in the distance, you are supporting with your air keep the energy of the musical line. I 
now have this written at the top of my music. I also have an arrow to showcase that I need to 
keep the momentum going while I am playing these measures.  

 

 

LESSON ON SEPTEMBER 24, 2020   

Keeping a steady tempo at the beginning of this piece is something that I need to work 
on improving. The piano accompaniment to the beginning of this piece essentially serves as a 
metronome by playing three groups of three eight notes. I need to hear the piano part in my 
head while playing so that I am not moving too soon on the longer notes instead of holding 
them for their full value.  
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In this lesson we also discussed the mood changes of the beginning. It starts out in G 
minor as I begin playing. When I get to measure eighteen, there is a harmonic change that 
creates a more hopeful mood. Being more aware of this mood change from a harmonic 
standpoint will help me better be able to portray emotion and feelings while I am playing.  

These visual strategies and discussions of how music portrays mood and emotion will 
help me be able to experiment with how I want to express phrases and notes as I continue 
working on this piece.  

 

LESSON ON SEPTEMBER 28, 2020 

In this lesson, I played through Sonata for oboe and piano by Poulenc. I focused on 
understanding the purpose of the eighth note rests. The rests are short and should not be 
elongated, but they should act as time to reflect the silence being created by these pauses. The 
use of silence is an important aspect of music. There is purpose in composers’ decisions of 
where to include and place rests. Rests help portray what should be heard and felt in the 
musical line. I need to make sure I am not overlooking these rests and playing them properly 
to show how measures flow into one another. We discussed specific notes that need to have 
vibrato on them. We also discussed some dynamic choices to be made. For example, at circle 
three, the dynamic marking is mezzo forte. This should be a stark contrast because of the 
dynamic marking two measures before in the pianissimo. I have these dynamic markings 
underlined in blue. The same four sixteenth notes are heard again at circle three as they were 
five measures after circle two. I have circled both of these sixteenth note groupings in red. 
The second time should be stronger than the first because it is followed by a different set of 
notes afterwards. I need to showcase that something is developing and growing through a 
change in dynamic contrast with a progressing and developing melody.      
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In this lesson, I played the beginning of “Red” from Alyssa Morris’ Four 
Personalities. I have been working on the first forty measures slowly with a metronome. I am 
still not the most comfortable with the notes. I find that it seems that I have to refamiliarize 
myself with the notes every time I go to play and practice this movement. This was the case 
during my lesson. I was making many mistakes and was not able to play it at the same level I 
had been the last time I practiced. I feel frustration in that I am unable to make strides forward 
where it feels that I am taking steps backwards. In my lesson, it was discussed that I need to 
keep my air moving and supported through all the notes even if I do not feel the most 
comfortable with them yet. My air support falters when I am focusing too much on fingerings. 
This is something that I need to work on where my tone and air support should not be reliant 
on the familiarization of notes. To avoid learning a bad habit, I need to make air support the 
top priority when learning new music. I wrote in a few phrases above the measures to help 
remind of this while I am playing. They are showcased below.  

 

LESSON ON OCTOBER 8, 2020  
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During this lesson I played “Yellow” from Alyssa Morris’ Four Personalities. This is 
one of the first pieces I have ever played on the oboe that is in a fast-swing style. This 
movement is written to depict the yellow personality type. It includes characteristics of 
someone who is fun, loving, and finds joy in doing something just for the sake of doing it. In 
my lesson, we discussed the rhythm that occurs in measure seven and fifteen. I was finding it 
difficult to play the correct articulations with these eighth note triplets and I would often play 
a wrong note. These notes happen in quick succession and I found it to be difficult to focus on 
articulations in the context of playing. Dr. Kozenko suggested saying and thinking the 
numbers, “1 2 3, 1 2, 1 2, 1.” This helps clarify the articulation by making sure to articulate on 
the 1. This helps also convey the style in which these two measures are supposed to be played 
with. With this rhythm in measure 7, the first three notes, G, Bb, and C are grouped together 
under a slur. This is the 1 2 3. The following notes Eb and C are grouped together under a slur 
as well. This is the 1 2. The next 1 2 is the Bb and G that are slurred together. The final 1 is 
the C on the upbeat of count four. Having this in my head while playing and assigning these 
note groupings, I can portray more of a scatting style when I am playing those measures. This 
helps convey the fun, loving, and joyful personality of yellow. Below is an image showcasing 
the measures mentioned above.  

 

We also discussed that measures 22 through 30 of this piece can be described as 
“riffing.” Riffing is a repeated chord progression that is used to develop a piece of music. 
This occurs in these measures as the oboe part builds off the long-held G and begins soloing 
using neighboring and passing tones before landing again on another long-held G. 
Neighboring tones and passing tones move by a half steps or whole steps above or below a 
given pitch. A neighboring tone goes back to the pitch it moved from. It is just like how when 
you visit your neighbor, you go back to your own house afterwards. In these few measures, 
notes are repeated and sequenced. By being aware that this is occurring, I am now able to 
convey the style in my expression of playing.  

 

LESSON ON OCTOBER 12, 2020 
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During this lesson, we discussed the difference between the various types of 
articulations at the beginning of the movement “Yellow.” There are legato, staccato, accented, 
and marcato articulations in the beginning of this movement. There are even notes that have 
staccato underneath a marcato articulation. I need to be able to convey the contrasts between 
all these different articulations in my playing. Dr. Kozenko me gave the advice to use the 
syllable “dah,” when articulating a marcato note and the syllable “teem,” when articulating an 
accented note. Having these different contrasts of articulations in my playing will help 
communicate a scatting, jazzy, and joyful quality to the music. The articulations change in 
quick succession in the riffing section. Below shows an excerpt of these various articulations 
that occur in the beginning portion of the movement.  

 

 
LESSON ON OCTOBER 15, 2020 

Passing tones 

Neighboring tones 

The first three notes of this piece each 
have a different articulation. The first note 
is legato, the second note is marcato, 
and the third note is accented. If I were 
to play all three notes with the same 
articulation, it would not be the same 
music that the composer has asked the 
oboist to play. 

Accented 

Legato 

Staccato and Marcato Staccato 

Marcato 

Quick succession of articulation changes 
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HEARING ON OCTOBER 18, 2020 
On this Sunday, I performed my recital hearing with my pianist, Stacey Edwards. I 

have been meeting with Stacey on Thursday mornings for an hour this past month. In our 
rehearsals, we play through my recital music. It can be a challenge collaborating with others on 
a piece when someone is still learning the music. This is the case for me, and I often will make 
rhythmic mistakes. I truly enjoy collaborating with Stacey because she is a talented and 
wonderful pianist. She is willing to run through specific parts of pieces multiple times and 
gives me advice to how we can better create and express the music together. During these 
rehearsals, I am also learning how the piano accompaniment sounds while I am playing. While 
I can listen to recordings of my pieces again and again, I learn the most through playing with 
Stacey of how to put my part and her part together in context.  

Dr. Kozenko was present at my recital hearing along with two fellow senior oboists, 
Rachel Gripp and Noah Connolly. The purpose of this performance is to serve as a check-in on 
my progress of my recital pieces. My recital is almost a month away and I am glad to have the 
opportunity to play in front of my peers because I do sometimes struggle with performance 
anxiety. Ever since my freshmen year of high school, there have been moments where nerves 
have left me unable to play because I become too physically shaky and find it hard to control 
my embouchure and hands. Over the years, I do believe that I have found strategies to help 
with performance stage-fright. One strategy involves trying to relax as much as possible. 
Sometimes when I am shaky, there is a tendency to want to stop the shakes by tensing up my 
hands and embouchure. This is not good for my body or anyone else’s. Trying to relax and let 
the nerves essentially “ride through,” has been something that I have found success with. This 
is an easier strategy to do sitting than it is while standing for me. In my recital, I will be 
standing. Standing while playing gives me more confidence than sitting. Another strategy to 
help performance nerves is to feel confident while playing even if I do not actually feel it. The 
truest way to showcase and be confident in playing is to practice and own the music you are 
playing. The more prepared I am, there is a far less chance that I will be nervous.  

The order of pieces for my recital is as follows; Sonata for oboe and piano by Poulenc, 
Soliloquy by Elgar, 2nd Solo de Concert by Verroust, Four Personalities by Morris, and 
Quodlibet by Running. I played my pieces in this same order for my recital hearing. During 
this hearing, I also practiced the process of how I will enter and exit the stage. Backstage I will 
have my English horn ready for the final piece which is a duet that I am playing with Rachel 
Gripp. I will also have my water cup to soak my reed, my swab to remove any condensation 
inside my instrument that can be heard while playing, and a water to drink so my mouth does 
not get dry beforehand. I will have all my music set up on my stand on stage. I will switch my 
music to the next piece when I enter back on stage to play that next piece. I have included my 
thoughts of areas for improvement after my recital hearing. 

The first note of my recital will be a third octave D. This is not an easy note to start a 
piece with. I need to work on my approach of how I will make sure that this note speaks right 
away with a clear articulation and tone. I have the tendency to let air be heard before I actually  
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articulate a note. This is a bad habit of mine that I am trying to be more aware of. Having the 
tongue set on the reed, engaging air support, and then releasing the tongue is how a note 
should properly be articulated. At the beginning of that process, I start blowing air before 
setting my tongue on the reed. To have the high D speak and not crack, I need to make sure I 
practice the correct approach.  

 I did not pick the best reed for this recital hearing. I picked a reed that was flat and had 
less resistance so that it was easier to play. I picked this reed because I wanted to make sure I 
made it through all my pieces without my embouchure giving out. Because the oboe has a lot 
of resistance to counteract to produce sound, a player’s embouchure can fail to support the 
reed after playing for a long period of time. The way to overcome this challenge is to practice 
like one would for a marathon. You cannot expect to be able to run a marathon without 
training for incremental longer amounts of time while preparing. To be able to play through 
all my repertoire, I need to practice running through all the pieces on my recital without 
stopping (like I would in a performance.) When practicing, it can be easy to stop playing after 
making a mistake because you want to correct the mistake. In a performance, mistakes cannot 
be corrected because the piece must continue. I have the expectation that I will make mistakes 
during my final performance. By having lessons and practicing, I am preparing to play the 
best I can at my recital and leave with a performance that I am proud of. In the week leading 
up to my recital, I will need to make sure I have chosen the proper reed so that I am familiar 
and enjoy playing on the reed.  

 The two areas in most need of practice are the final page of 2nd Solo de Concert by 
Verroust and the movement “Red,” in Four Personalities by Alyssa Morris. These are the 
most technically challenging parts of my recital program. I often lose my place with Stacey 
because I am currently unable to play what the music demands. I know that these are the 

                
              

LESSON ON OCTOBER 19, 2020 

 In this lesson, I played through the last page of the second movement of 2nd Solo de 
Concert by Verroust. This is a challenging section of music due to technical requirements. In 
this lesson, I practiced changing the rhythms from what is notated on the page. I played 
through the same notes but using the rhythm of a dotted eighth note sixteenth note. This puts 
an emphasis on the notes that land on the dotted eighth note, which would be the first, third, 
fifth, seventh, etc. I then switched around the rhythm to play a sixteenth note dotted eighth 
note. This still puts an emphasis on the notes that land on the dotted eighth note, but it 
changes to the second, fourth, sixth, eighth, etc. By using these dotted rhythms and practicing 
putting emphasis on different notes, I am teaching my fingers how to quickly move between 
all note combinations. Dr. Kozenko suggested another strategy that will help me become 
more confident during this passage by practicing this section with the metronome on the off 
beats. These strategies will help me keep the continuous flow of sixteenth notes when I play 
this section as it is written. We also discussed what notes in these last 20 measures of music I 
can use as anchor notes to send my air towards and emphasize. I have marked these notes in 
my music to measures repeats twice and I need to make the second time even more dramatic  
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and exciting. I need to not let my air support down but rather keep pushing through these 
flows of notes by spinning to show that these notes should carry excitement and importance. 
The same melodic passage of four more air. Measures 101 and 103 have the same sequence 
of notes. Again, I need to make a larger emphasis out of it being heard a second time. By 
playing it stronger the second time it will help me in the following measure of continuous 
sixteenth notes. In order to better portray and understand the progression that is occurring at 
the end of this movement, in my lesson I played just the first beat of the sixteenth note 
groupings. I played these with a legato articulation because when in context, these notes need 
to float in order for the progression to be heard, rather than just being squeezed out as I was 
doing before. I have marked these articulations in my part along with other notations that 
were discussed that can be seen below.   
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We also discussed the mood change that occurs at measure 61. This movement so far 
has included jazzy rhythms and notes with varying articulations to create an energetic feel. 
At measure 61, we first encounter quarter note triplets along with straight eighth notes rather 
than swinging eighths. I tend to play through these quarter note triplets too quickly. Dr. 
Kozenko advised me to fill up and grow through the quarter note triplets. This involves 
spinning more air through my instrument while increasing the air speed to create a larger 
melodic line. I was playing measure 64 too straight. Dr. Kozenko suggested writing 
“melodic,” over that measure to remind myself to include that measure as part of the larger 
melodic line. I also need to send my air forward and down into those descending intervals 
which will help connect to the following measure. In measure 65, I need to play the  

During this lesson, I played through the movement “Yellow,” in Four Personalities. I 
played the later half of this movement. In measure 46, I play the note C for a total of ten and a 
half beats before playing eighth note triplets in one measure and syncopated alternating notes 
in another measure. I often lose my place counting when playing this long C and then rush 
through the eighth note triplets in the next measure, and then have no luck playing the correct 
rhythms in the following measure. I marked vertical downbeats on the long C to have a visual 
to help me keep track of the beats. I am also thinking of creating a brief space between the 
long C, and then the repeated eighth note C that is then followed by the eighth note triplets. 
This was an area that was of concern in my recital hearing. I have marked under the last two 
eighth note triplets in measure 49 two sets of eighth note because this is what is notated in the 
piano part. While playing, if I am able to line up and hear those eighth notes, I can then have a 
better chance of landing on the correct down beat to play the syncopations in the following 
measures. Being more familiar with the notes in measure 48 will help me play them more 
confidently rather than rushing through them. By rushing through them, I am not keeping a 
steady tempo, and this ultimately throws off my collaborating with my pianist. I have a down 
arrow notated on the down beat of measure 50 as another visual to help me land solidly and 
confidently on that measure. I have also marked in my music which type of fingering I want 
to use for the note F (that appears a few times.) There are three different ways to play the note 
F that depend on the notes preceding or following it. I mark when I need to use the forked F 
fingering with an “F,” and the left F fingering with an “L.”  

 

Syncopated measures 

 

LESSON ON OCTOBER 22, 2020 
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First time melody is heard, all in same octave 

 We addressed the style in a section of the movement “White.” Starting at measure 13, 
the same melody is heard at it was previously played at the beginning of the movement, 
except that it jumps through higher and lower octaves. A strategy Dr. Kozenko shared that I 
can use to help with these larger intervals is to play a chunk of measures one at a time all in 
the same octave and then switching it back to how it is written. With doing this, I am working 
on keeping the same flow in the jumping octaves as when it is written in the same octave. 
When playing the melody with these large intervals, it does create a different mood. It is 
chirpier, and I still need to be able to portray the various feeling of the 5/4 measures.  

 

Second time melody is heard, but with the large 
leaps from jumping octaves 

articulated notes of the quarter note triplets with a firmer articulation as I am reaching the 
crescendo and louder dynamic marking. Below I these reminders and markings showcased in 
my music. the crescendo and louder dynamic marking. Below shows these reminders and 
markings showcased in my music.  

 

First time melody is heard, all in the same octave 
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https://www.youtube.com/watch?v=DSstzVOy0Fo&t=3024s 

  

 

LESSON WITH MATTHEW COOPERMAN ON 
OCTOBER 23, 2020 

On this Friday evening, I had lesson with Matthew Cooperman on Zoom. Matthew 
Cooperman is a previous member of the Ball State Oboe Studio who graduated in 2018. He 
was one of the conducting graduate assistants in the orchestra program. Matthew suggested to 
Dr. Kozenko in Fall of 2019 that 2nd Solo de Concert would be a piece that I would enjoy 
playing. I set up this lesson with Matthew to hear what advice and suggestions he could offer 
me. I greatly value Matthew’s musical knowledge and what he can share from his learned 
experiences. Hearing his interpretations of the music and his advice about what I can do 
differently serves me well as I am in the final month of preparation for my recital. Below is 
the Zoom recording of my lesson where we discussed and reviewed both movements of 2nd 
Solo de Concert by Verroust.  

 In this lesson, I played through the movement “Blue,” from Four Personalities. After 
I played through the entire movement, we addressed and discussed the last 10 measures. At 
measure 25, there is an expression marking of, “subdued.” At measure 29, there is an 
expression marking of, “mourning.” I need to better portray these moods through my use of 
dynamic contrast and support of the notes. The last 10 measures of this movement can be 
broken down into two bar phrases. The apex of these phrases needs to be all the way to beat 
one of the second measure. I have marked these with red arrows in the image below where 
the top of the crescendo needs to reach full volume. I tend to let the volume and intensity 
diminish before reaching where the top of the phrase line needs to be. I have words written 
above these last few phrases as reminders of how what I should do and need to feel to portray 
this intimacy and sincerity. 

 
LESSON ON OCTOBER 26, 2020 

https://www.youtube.com/embed/DSstzVOy0Fo?feature=oembed


29 

 

 

 

  

I also played parts from 2nd Solo de Concert by Verroust to review areas that Matthew 
had spoken to me about and to play them for Dr. Kozenko. I find that slowing down the 
cadenza like figure in measure 32 and finding the anchor notes helps that measure feel less 
frantic and more melodic. I am still working on keeping a consistent tempo as I am playing 
through the first movement and not rushing through any rhythms. I feel that I have improved 
upon this with my rehearsals with Stacey as I am getting a better feel of the repeating three 
eighth note pattern that serves and can hear and anticipate it when I am playing. There is 
always work to be done practicing with the metronome so that I can feel confident and secure 
in my playing. The second movement can also benefit with a few run throughs with a 
metronome to keep myself honest to a consistent tempo while I am practicing on my own.  

 

LESSON ON OCTOBER 29, 2020 
 In this lesson, I played the movement “Red,” from Four Personalities. One section of 
the music we focused on was measure 81. These large leaps that are quickly passing by are a 
challenge for me to keep track of and to not lose momentum while I am playing because of 
the syncopation. A strategy that we used in my lesson was to play the bottom notes of each 
slur in succession, leaving out the leap above. These notes creating a descending line. Next, I 
played the upper notes of the slur in succession leaving out the note that starts the slur. The 
notes create a descending line as well. Breaking up and understanding the purpose of these 
figures helps me better understanding and keep track of what is occurring while I am playing. 
I have the word “calm” written above measure 81 to remind myself not become frantic, but to 
play these notes at their full value. The purpose of these eight measures is to bring out two 
descending lines that are interrupted by leaps between them. The same can then be seen in 
measures 91 and 92, but these all fall under a slur where I can send my air downwards to 
build up intensity to then set up the following measures of continuous sixteenth notes. I have 
a big arrow written on the downbeat of 81 to indicate that I must hear the piano’s downbeat 
before I start playing.  
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 Dr. Kozenko and I then went through the following measures of sixteenth notes where 
I need to make sure I am holding notes that are not sixteenth notes to their full value rather 
than rushing over them. I wrote down slashes through these notes to indicate where the 
downbeats are in the measure. This helps me keep track of the beat while I am playing. I also 
have written under a few measures throughout this movement what rhythm the piano has. The 
goal of having this written in my music is to help me when I am collaborating with my 
pianist, so that I am as aware of her part as she is of mine.  

 When playing through this movement, I have the tendency to not allow my air column 
to be as full as it needs to be to support all notes so that notes, lines, and phrases connect 
through to make a complete idea. This tendency comes from an insecurity of not being able to 
play the technical aspects that this movement calls for. I am experiencing and learning from 
this movement to break that bad habit because it is impossible to play technical passages 
when air is not supporting the notes.  

 

LESSON ON NOVEMBER 2, 2020  
 During this lesson, I utilized a few practices strategies for the middle of the movement 
“Red,” from Alyssa Morris’ Four Personalities. In this passage, there are many notes written 
in the third octave range of the oboe. Between needing to play the notes accurately, spinning 
the air fast enough to get these syncopated notes to speak, and having places to breathe I was 
having a hard time playing this together with my pianist. One strategy that we utilized in my 
lesson was to mark in the downbeats so that I have a visual representation of where the beats 
are at while I am playing. I then played these 18 measures down an octave where note 
accuracy would be more successful so I could focus on playing the correct rhythms with the 
metronome. In my music, I have marked the rhythms that are heard in the piano 
accompaniment. My intention in doing this is to give myself something to anchor onto while I 
am collaborating with my pianist. I have underlined these rhythms in blue on the image 
below. To work on the third octave note transitions, I isolated some measures at a slow tempo 
while being sure to use quality air support and speed. This is the slow practice I need to 
implement to be able to play this section at the proper tempo. I have the letter “T” marked 
above a few of the measures to remind me to articulate certain notes. Even though these 
measures are under a broad phrase marking, I am articulating certain notes to ensure that they  

 



31 

 

  

speak with a clear tone. Notes like the third octave E-flat and D are difficult for me to slur 
into from other notes without it cracking. Since the composer did not write any rests where a 
player could breathe during this section, Dr. Kozenko and I discussed where the breath marks 
should occur and how they need to be a part of practicing. I have circled the breath mark and 
articulation markings in red shown below.  

               

 

LESSON ON NOVEMBER 5, 2020  

 In this lesson, I played the end of the movement “White,” from Four Personalities. To 
work on the flow and clarity of this section, I played measures 37 to 47 down an octave to be 
in the middle range of the oboe. This section is written where the melody jumps around the 
three different octaves of the instrument. The effect portrays indecisiveness, which is a 
characteristic of the “white,” personality. I played these ten measures in two measure chunks 
and identified anchor notes in these note groupings. In the first four measures, the anchor note 
is A because the phrase leads and comes back often to an A. In measure 42, I am aiming for 
the notes D and C#. In measure 43, I am using the note C as an anchor. I have these note 
anchors written in my music. I have also written in arrows in this section as a reminder to 
keep my air moving forward through all the large intervals. Above notes of a longer note 
duration, I have written in a few “loopy,” lines as a reminder to spin my vibrato on these 
notes, which also helps keeping a forward momentum. With the octave jumping, it can be 
easy for this section to come off as choppy when the original melody is not recognized. With 
these practice strategies and markings in my part, I am working on expressing the shape of a 
phrase, so the melodic line is connected rather than just playing “the notes on the page.” 
Below showcases the marking in my music, along with a recording on the originally melody 
heard at the beginning of the movement in contrast to the indecisive version of the melody at 
the end of the movement.  
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LESSON ON NOVEMBER 9, 2020  

                      

    

 During this lesson, I played through Soliloquy by Elgar. One aspect of the piece that 
we discussed was the ending five measures and what notes I can emphasize to create a 
moving line. In measure 55, I underlined the low C and the middle octave C as notes to aim 
for to lead me into the top line F. I have circled and put an arrow on the downbeat as measure 
57 to make sure that the previous 32nd notes are played to arrive at that note. I added a 
crescendo underneath measure 57 and wrote the word “Go,” at the end of this measure to 
properly set up the third octave E that I play. Reviewing these final measures of the piece and 
adding these subtleties helps express the mood of the ending of the piece. I have included a 
recording of these measures below.  





33 

 

 

 

 

 

  

                I also played through the movements of Four Personalities in my lesson. One area of 
focus was the end of the movement “Red.” Starting at measure 105, there is a race to the end 
as subdivisions, note groupings, and tempo gets significantly faster. In measures 105 and 106, 
there are groups of three notes ascending. In measures 107 and 108, there are groups of four 
notes descending. In measures 109 and 110, there are grouping of three notes again, but the 
groupings ascend higher than the first time. In measures 118 to 124, the subdivisions go from 
eighth notes, to triplets, to sixteenth notes. This gives the impression of an aggressive and 
assertive ending, just as the characteristics describing the “red,” personality portray. I have 
been working on the end of this movement by practicing this passage slowly and 
methodically with a metronome, but it is still a challenge for me. (Especially the long-held B 
and B trill in measures 111 through 117.) I find it hard to keep track of the beat when playing 
with my accompanist. In measure 117, I have written in the rhythm from the piano part for 
something that can cue me in for measure 118. I plan to continue practicing this section under 
tempo and at a performing tempo with a metronome. I then plan to practice this section 
without a metronome, record it, and listen back to see if I played it correctly and if it lines up 
with the piano accompaniment.  

 

 

Eighth notes  Triplets  

Sixteenth notes 
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LESSON ON NOVEMBER 12, 2020  

 When playing through my recital pieces during this lesson, one area that was 
discussed was the middle of the second movement of 2nd Solo de Concert. At measure 49, 
there is a noticeable color change as the piano plays cascading falling sequences of notes that 
the oboe soars over. We discussed the progression that occurs in measures 49 to 58 and how 
the oboe part should sound calm, easy, and accompany the piano part. We broke up this 
section into two bar phrases with noticeable “hairpins,” or a measure of crescendo and a 
measure of decrescendo. In the second half of measure 53, there should be a noticeable retake 
between the two octave D’s where there is a decay on the third beat, and an emphasis on the 
low D on beat four. I have also written in some of the rhythms that the piano plays during 
these measures so that I am more aware of what is occurring between the oboe and piano 
parts. Below I have a recording of these 10 measures to showcase these dynamics.  

 Retake 

Crescendos and decrescendos  

 After my rehearsal with Stacey this week, we decided that it is in my best interest to not 
play the last movement of Four Personalities, “Red.” Since this piece will be second to last on 
my recital, I will be feeling tired by the time this technical movement would be played. The 
third movement of this piece, “Blue,” will be a suitable and beautiful end to the solo pieces that 
I will be playing before the final piece; a duet where I will be playing English horn. The fourth 
movement of Four Personalities is not up to the same level of playing as the other pieces that I 
am playing. I want to feel confident about all the music that I am going to be performing in just 
a week’s time. I will play this movement on my final hearing for this semester, just not on my 
recital. It is honestly a big relief to cut out this movement and to know that my hard work on it 
has not gone to waste as I will be playing again in the near future. I am now feeling confident 
about all the pieces that I will be playing and am excited for the week ahead.   
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LESSON ON NOVEMBER 16, 2020  

 

REHEARSALS WITH RACHEL GRIPP  

 For the final lesson before my dress rehearsal, I played through different areas of my 
music on the reed that I have selected to play my recital on. This semester I had many 
successes and many failures when it came to reed making. I bought a reed from another 
oboist in the studio and a reed from an online retailer to have as back-ups for my recital. 
Luckily, I am glad to have the opportunity to perform my senior recital on a reed that I made. 
My reed making journey started my freshmen year of college. It was this semester that I made 
the switch to playing only on reeds I made. Sometimes this involved playing on quite a few 
bad reeds, as well as long hours of reed making and the joys and frustrations that accompany 
the process. Before my dress rehearsal, I will continue practicing my pieces and playing 
through them in their entirety like I will during my dress rehearsal and recital.  

 Over the course of this semester, I had many rehearsals and lessons with Rachel Gripp 
who will also be playing on my recital. We will be playing the oboe and English horn duet, 
Quodlibet from Prelude and Quodlibet by Arne Running. I will be playing English horn and 
Rachel will be playing the oboe. This piece is a humorous parody on orchestral oboe and 
English horn excerpts. This piece comes full circle of our time together at Ball State in the 
oboe studio. During our freshmen year, two other members of the oboe studio played this 
duet. Rachel and I held signs that named the excerpts being played for the audience to 
recognize. These signs brought another level of comedy to the performance.  Rachel and I 
will now be playing this duet together, and two freshmen oboists, Janie Arseneaux and 
Quincy Carr, will be the sign-holders.   

 Finding places to rehearse together was a challenge in the preparation of this piece. 
Because of coronavirus, only one person can be in a practice room at a time in the School of 
Music building. Most of our rehearsals and practices together occurred at Rachel’s apartment. 
Sierra Watson, Rachel’s roommate and bassoonist often listened to us rehearse and gave us 
feedback. We first began preparing for this piece by identifying where the classical excerpts 
of both parts occurred and wrote this in our music. By doing this, we became more aware of 
when our accompanying roles were to occur. We also began practicing this piece together 
slowly with a metronome to find beats where our parts lined up with each, how we 
transitioned together between excerpts, and places we needed to specifically listen to each 
other in order to line up the music. We were then able to add on the stylistic characteristics 
needed for each excerpt. For example, at measure 108, Rachel plays the oboe excerpt from 
Samson and Delilah, Op. 47. While she is playing, I need to play my staccato eighth notes in 
a pizzicato manner. This is a different style of playing than what follows when I play the 
“Boogie Woogie.” This is what makes the piece comedic and fun, but also a challenge to 
correctly play these different styles throughout the work. We had Zoom lessons with Dr. 
Kozenko where she would help guide us through the stylistic and dynamic changes need for 
its successful performance.  
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  As Rachel and I were able to play the piece in its entirety, we then began practicing 
with Janie Arseneaux and Quincy Carr who would be holding the signs during the 
performance. I gave them scores of the music with the different excerpts notated for them to 
follow along and begin aurally recognizing. They will not have the scores with them to follow 
at the final performance, so it was important to help Janie and Quincy recognize what the 
excerpts were and when they would change to the next one. I then split up the stack of signs 
between the two assisting oboists so that it would go back and forth between the two of them 
when the signs change to show the next excerpt. 

               
               
                

   

 
Above measure 16, I have written the word, “Bob.” This is to signal for Rachel and I to 

slightly move or bob our heads up and down. This helps each other know where the 
downbeats are in this section in order to stay together. Many musicians move while they play 
to be expressive. In small chamber groups, musicians also move together to show the tempo. 

 
During my two measures of rests, I have written in small dots that showcase the contour of 

the line that Rachel is playing. This is so I can easily track the notes that she is playing. When 
only counting my rests, I found it slightly difficult to do as the lowest note she plays has the 

most emphasis, but it is on an upbeat in the first measure. By having this visual, I can see and 
feel the down beat of measure 38 and be more confident when I come in at measure 39.  
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DRESS REHEARSAL ON NOVEMBER 18, 
2020  
 My dress rehearsal occurred from 7:00pm to 9:00pm in Hahn Hall on Wednesday 
night. I felt that it went very well, and I felt confident about my upcoming performance on 
Saturday. The dress rehearsal was formatted the same as my recital hearing. I played through 
all my pieces in order that they will occur on Saturday. I went on and off the stage to emulate 
the changes of pieces and what I would do between the pieces such as swabbing out my oboe, 
drinking water, and warming up the English horn. We also adjusted what sound panels to 
have open or left closed for the best sound environment on Saturday. For the final piece on 
my recital, I will be playing a duet with Rachel Gripp, a good friend and oboist in the studio. 
Accompanying this piece will be Janie Arseneaux and Quincy Carr, also members of the oboe 
studio. This final piece is a parody of classical oboe and English horn excerpts. Janie and 
Quincy will be holding up signs with names of the excerpts being played for the audience to 
know and recognize. This piece is going to serve as a light-hearted and comedic finale to my 

In measure 98, I have the word “circus,” written above as a reminder of the style and 
mood that needs to be portrayed in my playing where the eighth notes are light and emphasized 

in the correct places. Above measure 105 and 106, I have a pair of glasses, an arrow, and the 
word “Bobbing,” written. These are all to help line up the downbeat in measure 106. This is a 
tricky transition section that Rachel and I practiced. I have her part written over my rests to 

help me reenter at the correct time.    

 
I have the word, “teem,” written below measure 169. This is the syllable I should be thinking 
and forming when articulating beat two of that measure so a forward motion is heard through 

the following sixteenth notes. Above the last two measures, I have the syllables, “hee ha,” 
written. This is to emulate a laugh that should be heard when Rachel and I both play these 
two notes together. Before, we played these last two notes very heavy. While they have a 

marcato articulation, there is also a staccato articulation. Staccato means to use a light 
articulation. Having these syllables written above these measures is to help remind me of the 

correct style of articulation for these different measures. 
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recital with the collaboration between several members of the oboe studio who I have loved 
experiencing music and college with these past four years. I played through my dress 
rehearsal in heels that I thought I would be wearing on Saturday. I am glad I experienced 
playing in these shoes because I have made the decision not to play my recital in the heels 
that I was wearing. I have only worn heels a few times in my life. When playing in heels, I 
did not feel as grounded as I do when performing in flats. I want to be as comfortable and 
confident as I can be for my recital. There have been many trials and errors throughout my 
recital preparation to prepare myself to give the best performance I can to share my love of 
music and discovery with other. I am thankful for the time and effort my fellow studio 
members, Dr. Kozenko, Stacey Edwards, friends, and family have given to help me prepare. I 
am excited to share this experience of my first solo recital with those who I care so much for.  

 
 

LESSON ON NOVEMBER 19, 2020  

For the final lesson before my recital, I rehearsed in Hahn Hall with Dr. Kozenko and 
played through different areas of my recital music. I was thrilled that the hall was open for me 
to play in again before my recital. Playing in Hahn Hall is much different than playing in my 
dorm room, a practice room, or Dr. Kozenko’s office. Hahn Hall allows a musician’s sound to 
resonate more fully and fill up the entire room. It was also another chance to play on the reed 
that I selected as my recital reed to make sure I was comfortable and relaxed. I do not plan to 
play too much in the next two days in order to not wear out my embouchure or reed. I have a 
studio class and an ensemble rehearsal that I will be playing in. On Friday, I plan to play 
through my recital music and touch on spots such as the last page of the second movement of 
2nd Solo de Concert and the ending of the movement “White.” On Saturday, to ensure that I 
do not wear out my embouchure before the performance, I will warm-up around 7:00pm. 
Getting a good night’s sleep and eating a small meal early in the day Saturday are things that 
will help me feel my best at 7:30pm. I have learned that I do not like to eat right before or 
have a large meal on the day of a performance. I will print out my program and program notes 
for audience members to have. Besides properly taking care of myself, there is not much left 
to do to prepare for my final performance. I feel confident about the music I am playing, and I 
am excited to share my hard work and efforts for others to enjoy.  
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A strategy that I implement while I am learning and practicing music is to mark 
vertical lines in my music on the down beats of measures. This keeps me honest to playing 
correct rhythms and tempo. Rhythm has never been my strong suit of mine, but over the years 
I have learned that this strategy has immensely helped as it serves a visual metronome for 
myself.  

 

 

STRATEGIES  

During a practice session where I was reading through the end of the Soliloquy, I was 
having trouble playing a sequence of three notes: A, Bb, and C#. I was having trouble seeing 
the notes on the page and connecting them to the right fingers. What I used to solve this 
disconnect is to draw a triangle around those three notes. For me, the combination of those 
fingers equals a triangle. By grouping these notes together in a triangle, I am to isolate and 
associate these note fingerings together. I have used this strategy in the past with fast 
combinations of notes that often involve a combination of Bb and Db (C#). I have also 
implemented this strategy in a few measures in the movement “Red,” from Four 
Personalities.  

 

 
From Soliloquy m.56 From “Red” m. 99-101 

 

From “Élégie” Sonata for Oboe and Piano 
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 To help remind myself to articulate specific notes, and to firmly articulate these notes, 
I will write the syllable “ti,” under a given note. When one says the syllable “ti,” out loud, it 
has a defined and clear start. This is the syllable I am essentially saying when I am 
articulating on my reed. Articulations are important and defining what syllable to use with 
certain articulations can be helpful to notate in one’s music.  

 

From the second movement of 2nd Solo de Concert m. 44-46 

From the first movement of 2nd Solo de Concert m. 14-15 and m.19 
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I played this reed for the first two weeks 
of the fall semester. I made this reed 
back in May and did not play on it 
much during the summer. 
Unfortunately, I had a bad experience 
with this reed as it became oversoaked 
in a masterclass. I personally do not 
want to play this reed again as I now 
know I have better reeds I can choose 
from.  

I made this reed during the second 
week of the fall semester. I then let 
it sit for a week without playing it. 
I am gradually working this reed 
in, just like one would do with a 
new pair of shoes. On a rainy day, I 
did scrape on the reed because it 
was too stuffy and I needed it to 
perform better. Because of my 
scraping on a less-than-optimal 
day, this reed does not project as 
much as it used to. I prefer to use it 
as a practice reed.  

 

REEDS  
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As of September 21st, 2020 I am 
very much enjoying this reed. 
There are a lot of layers of 
dimension in the tip of this reed. It 
is a little hard and sharp, but I 
know that it will relax and loosen 
up as I keep playing on it. I do not 
want to scrape on it because I do 
not want it to lose its tone and 
stability. It is currently my top pick 
as it projects well, has stable pitch, 
and I enjoy the tone I have while 
playing this reed. 

This is a reed that I made this semester 
that I enjoyed the tone quality, but only 
for a short amount of time. It has a 
good tip dimension and spine in the 
heart, but the reed was tied on a bit 
crooked. This affected its ability to seal 
over a long period of time.  
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This reed was also a success from 
the semester. With this reed, I 
experimented with not making a 
defined transition between the heart 
of a reed and the back. Often, I will 
create “windows,” in the back of my 
reed where the cane will be thinner 
towards the back of the reed versus 
the middle of the reed where the 
heart is. By eliminating the 
windows, there is no thinner section 
behind the heart.  

This is a reed that I purchased 
from MKL reeds. I have bought 
reeds from this website for two 
years and have enjoyed the 
quality of reeds that I receive. 
This reed is much shorter than 
the reeds I make and has a 
shorter heart. One aspect that I 
admire about this reed that I 
sometimes struggle with when 
scrapping on my own reeds is 
the layering in the tip of the 
reed with helps with producing 
a good tone quality.  
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During studio class on September 14th, 2020 the oboe studio discussed and identified 
steps of preparing cane to later scrape and make reeds to play on. This is the first full semester 
that I have made the transition to playing on my own reeds. These notes that I took will be 
helpful over the course of my oboe and teaching career as I will later buy this equipment for 
myself and educate future oboe student that I may have who may be starting the journey to 
begin reed making. The notes are shown below.  

Names of gougers: Ross, Graf, RDG, Innoledy  

• Cane is the best right after the bark of the cane.  
• Purpose of gouging is to get the best piece of cane from the tube. You throw away a 

lot of cane. Do not feel that you must try to save all the cane – it is not worth it. 
 

Proper diameter 10-10.5 (10.5 preferred by Dr. Kozenko)  

• Diameter is measured by a micrometer gauge.  
           
            

 

 

NOTES, RESOURCES, AND RESEARCH 

This is my recital reed. I started this reed about 
two weeks before my recital. I started scrapping 
on it one day, and then left it alone for about a 
week before coming back to it. I have the 
tendency to want to finish a reed in a day or two 
days. The best reeds that I have made happen 
after I leave the reed alone for a few days before 
coming back to scrape on it more. This reed has 
a nice, stable spine that will keep the reed open 
and provide a good sound. There is not much 
definition between the back of the reed and the 
heart. There is a nice housetop shape to the top 
of the heart leading into the tip. Because I have 
the tendency to want to finish a reed quickly, I 
will sometimes over scrape a reed to get sound 
on the first day. Since I left this reed alone for a 
period of time, it has a good quality of thickness 
in the appropriate places while being in tune 
and comfortable to play.  
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• Place the cane in and see where the cane sits. 

• The cane diameter is whatever half circle it sits best in. 

Before Pre-gouging: Soak tube cane for two hours in hot water 

• Splitting cane into three pieces – ignore curved parts, find the flattest section within a 
third.  

• Put on hard surface and tap other side of splitter, cuts into three pieces. 
• Guillotine before pre-gouging, may save cane. (Guillotine is on the actual gouger). 
• Put slip mat underneath the pre-gouger. Allow handle to hang off edge of hard 

surface. The piece of cane should fit flat on the bed. Push it down into the blade 
carefully. 

• The piece of cane only goes so far into pre-gouger, will have to push another one 
through 
into right side.  

• Gouger should be reserved for best pieces of cane. 
• Center: .80 Side: .50 

 
Gouging 

• Use sponge to protect blade in the box. 
• Place cane in the bed. Put cane up to the ridge on bed on spring-loaded side. Then 

close arm on the other side.  
• Start at center of cane. Take off cane until no more cane comes off. Then rotate and do 

a couple more strokes (Probably two strokes until no more cane comes off) Barely 
have to push on cane.  

• Center: .58-.60 Side:.48  

 

 

Shaper Tips 

• Gilbert -1 
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• Mack +  
• Make sure while shaping you are not digging into cane. Use sharp, new razor blade 

 

Sharpening knives 

• Sharpening ceramic sticks 
• Different types of stones 
• Shapton whet stones: 1500 (medium) and 5000 (fine) (they are different colors!) 
• Test how sharp your knife is on the back of your nail  
• When sharpening, you are taking off metal 
• The Jende Book of Sharpening 
• Dime and nickel to reference how far your knife angle should be off the stone 
• Use “W” motion 
• Coins are used to set the angle 
• Pass One: Dime- underneath back of knife to set angle. (20 passes) 
• Pass Two: Nickel- underneath back of knife to set angle, same side as before. (20 

passes) 
• Pass Three: Dime on far end of stone, now working other side of knife (10 passes) 
• Pass Four: Nickel back on first side. One swipe away from you.  
• Final honing to create burr 
• Burr: a curve, acts to grab and take the cane off. 
• Sharpening steel: final honing - Jende 
• Arrows help you set the angle -- Twice on right side perpendicular to ground. Twice on 

left side perpendicular to ground. Once of right side, angled into right side.  
 

English horn (EH) reeds 

• English horn reeds need their own shaper tips 
• English horn mandrel to fit EH tube. If you do not have one, use two EH staples on 

oboe mandrel 
• Putting on wire: 26 gauge brass wire. Crossover on lower lip. Generous amount. Twirl 

twice. Close together. Tight from middle to bottom. Take pliers and turn to tighten, not 
choking. Let it ride up a little bit. Go back and keep turning. Move up and cut wire. 
Wire has play to move.  

• Rubber tubing to put on EH staples. Make personal decisions.  
• Mark Chudnow makes EH staples with rubber ring.   
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Since the beginning of 2020, I have had challenges with my right hand and wrist that 
supports most of the weight of the oboe. My ring finger will lock up while I am playing, and I 
also have a lot of wrist pain associated while performing on the oboe. In October, I began 
physical therapy at the student health center on Ball State’s campus. This has been a 
frustrating experience for me. I knew that I finally had to go seek out help when I was playing 
during a Monday studio class and could not finish my piece because my hand and wrist were 
in so much pain. I felt embarrassed and frustrated with myself over something I could not 
control. I attended physical therapy where I learned and implemented a series of exercises 
along with Augmented Soft Tissue Mobilization (ASTYM) therapy provided by the therapists 
there to aid in my ability to keep playing the oboe. Many musicians experience physical pain 
at some point in their careers. I can help future students who may be experiencing some type 
of physical pain by empathizing with their situation and doing what I can to assist them in 
their treatment to get better. I now have knowledge of some ulnar nerve glides and exercises 
that I will continue to use and be able to suggest to others. From my conversations with my 
physical therapists, I have also learned what not to do when experiencing pain such as 
continuing to play or violently shaking out my wrist or hand. Physical pain is not something 
to take lightly. Because I had the means to go seek out help, I was able to perform my senior 
honors recital. I do not believe that I would have been able to do so had I not made the 
decision to go the health center. While my pain has not fully gone away or been solved, I do 
not dread picking up the oboe and now know my limitations. It is hard to admit when you 
need the help of others in situations that you cannot fix yourself. This experience, while 
frustrating, has taught me valuable life lessons.   

I did further research into what may be causing my hand and wrist pain by reading 
through a book provided to me by a peer titled, “Oboemotions: What Every Oboe Player 
Needs to Know about the Body,” by Stephen Caplan. It gave detailed descriptions of the 
range of motion for certain joints and ligaments and how oboe playing often causes stress on 
the body. Many oboe players deal with physical pain because of the nature of the instrument. 
One topic discussed in this book that resonated with me in finding relief from pain was 
understanding pronation. On page 43, Caplan writes, “Understanding pronation helps us have 
freer fingers when we play.” Ulnar deviation is the hand position in which the thumb is 
aligned with the forearm rather than the pinky. With the correct relationship, the pinky should 
be aligned with the forearm. When practicing and preparing for a recital, I found that I held a 
lot of tension in my right hand and wrist while playing and holding the oboe. I have quite long 
fingers and this can be awkward when trying to keep curved fingers while playing the oboe.  

 

 

On November 6th, I met with another senior oboist, Noah Connolly, to receive some 
advice on reed making. I have been struggling with the quality of my own reed making and 
wanted to know his thoughts on my reeds and how I can improve. A helpful tip that I learned 
is that I tend to scrape too much off the spine of the reed which causes it to lose stability and 
its ability to project. I also learned his process for taking a blank reed to a finished reed. Some 
changes in my scraping routine I plan to make is to take more out of the tip if I feel that reed is 
not responding rather than the back. I am also going to try not making windows in the back of 
the reed like I would normally do. 
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Shown below is the culmination of my research about the pieces and the composers 
of the pieces that served as my program notes for my recital. 

 
 

Senior Honors Recital 

November 21st, 2020  

Hahn Hall, Ball State University  

Francis Poulenc 
Born: January 7th, 1899 in Paris, France 
Died: January 30th, 1963 in Paris, France 
 
Élégie from Sonata for oboe and piano (1962) 
Francis Poulenc was born into a wealthy bourgeois family. His father was the director of a 
family pharmaceutical business and his mother was from a family of artist-craftsman. He 
regarded his Parisian and Aveyronais heritage to be a key part of his musical personality. 
Introduced to the piano at age five by his mother, he showed great talent and skill. When 
Poulenc was sixteen his mother died; his father died two years after. Poulenc studied music 
with the niece of César Franck and later with Spanish virtuoso Ricardo Viñes. Poulenc was a 
conscript in the French army in the last months of the World War I and the immediate post-
war period.  During the war, Poulenc remained in German-occupied France where he 
composed music of antiwar sentiments and songs based on text’s by banned authors. Poulenc 
was a founding member of Les Six, a group of French composers’ that included Darius 
Milhaud, Francis Poulenc, Arthur Honegger, Georges Auric, Louis Durey, and Germaine 
Tailleferre. Their work is often seen as a reaction against impressionism, formality, and 
intellectualism, specifically the compositional style of Richard Wagner and the music 
of Claude Debussy and Maurice Ravel. 
 
Poulenc composed in a direct and tuneful way. The juxtaposition of passages that are “witty 
and ironic” against moments of sentimentality or melancholy are a feature of his style. He 
favored diatonic and modal textures over chromatic writing. The Sonata for Oboe and Piano 
is dedicated to the memory of Serge Prokofiev. (Poulenc and Prokofiev were both very fond 
of bridge. When Prokofiev was living in Paris in the 1920s, they would meet periodically for 
an evening.)  
 
 

Over the course of the semester, I adjusted and experimented with the height of my thumb 
rest to see if I could find a more comfortable relationship between my thumb, fingers, wrist, 
and forearm. I still have more to discover in reading all the way through “Oboemotions.” 
Like fixing an embouchure, it can be hard to change something that I have been doing my 
entire oboe career. I plan to keep these ideas related to proper alignment of fingers to the 
forearm in the forefront of my mind and see what changes I can implement to help further 
relieve my hand and wrist pain. This experience for me emphasized the need to teach and 
make sure that students learn proper technique, posture, and see the need of having a relaxed 
approach to playing their instrument to avoid stress, pain, or improper technique. 
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  The first movement, Élégie is slow and peaceful. Marked “paisiblement”, (peacefully) the 
movement begins with a four-note motif that recurs throughout the movement. A prolonged 
held note is followed by short notes ties transforming the peaceful motifs into agitated themes 
that occur later in the movement. This gives the work both cohesion and direction. This piece 
was Poulenc's last major work before his death in 1963.  
 
Sir Edward Elgar 
Born: June 2nd, 1858 in Broadheath, England 
Died: February 23rd, 1934 in Worcestershire, England 
 
Soliloquy for Oboe and Piano (1930) 
Edward Elgar was an English composer, the son of a music dealer and church organist. His 
father taught him music history, piano, and violin. Besides the instruction from his father, 
Elgar was mostly self-taught. He received limited recognition as a violinist when playing in 
Worcester and Birmingham festivals. Elgar was introverted and conscious of his “outsider” 
background. He was Catholic and born into a relatively poor family. At the time, this 
background created an outsider perception because it was different than the established social 
background in British society. Elgar enjoyed nature and the countryside. He said that it 
inspired most of his music. In 1889, he married Alice Roberts, the daughter of a Major-
General in the army. She was older and from a higher social class. She supported Elgar both 
musically, financially, and emotionally. In 1899, Elgar reached a musical breakthrough with 
his first major orchestral work, Enigma Variations. In 1909, August Jaeger, immortalized in 
the famous ninth variation "Nimrod" from the Enigma Variations passed away. This was a 
devastating blow to Elgar and his productivity dropped off after his friend’s death. Coupled 
with the events of World War I, his music became more intimate and anguished. His wife 
passed away in 1920 and he did little composing afterwards. Soliloquy was originally 
projected to be part of a three-movement suite for oboe and piano. It was to be played by 
Leon Goossens, the principal oboist of the London Philharmonic Orchestra. This was the only 
movement that Elgar completed. Goossens entrusted composer Gordon Jacob with arranging 
the rest of the existing music.  
 
Stanislas Verroust 
Born: May 10th, 1814 in Hazebrouck, France 
Died: April 11th, 1863 in Hazebrouck, France 
 
2nd Solo de Concert (c. 1865) 
Stanislas Verroust was a French composer, oboist, and violinist who was born into a musical 
family. Verroust’s father was head of the Music of the National Guard of Hazebrouck. 
Verroust showed great musical ability at a young age. In 1831, he joined Gustave Vogt's oboe 
class at the Paris Conservatory. Students at the Paris Conservatory would compete in the 
annual concours (contests) after having become proficient on their instruments. They would 
perform a piece of music written explicitly for the concours and they would compete for the 
right to graduate. Verroust received second prize in oboe at the Paris Conservatory in 1833 
and first prize in 1834. After graduating, Verroust held positions in the Palais Royal, the 
Porte-St.-Martin, the Théâtre-Italien, and the Opéra. Vogt retired as the Conservatory’s oboe 
professor in 1853. Verroust replaced him and served as professor of oboe at the Conservatory  
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from 1853 to 1863. During this time, Verroust wrote twelve solos de concert that would serve 
as pieces to play for the annual concours.  
 
Verroust’s 2nd Solo de Concert is formatted as a cabaletta (usually cited in relation to19th 
century Italian opera, it refers to a livelier section of an aria followed by a songlike cantabile.) 
It begins with a slow, smooth singing style movement that is followed by a fast, animated 
movement. The beginning of the first movement in the key in G minor later modulates to Bb 
melody in the second movement is exciting and heroic. With a Maria Callas like bel canto 
flair, the oboe plays music that flows up and down the instrument’s register. This gives the 
performer a chance to display their musicality and virtuosity.  
 
 
Alyssa Morris 
Born: 1984 
 
Four Personalities (2007) 
Alyssa Morris currently serves as the Assistant Professor of Oboe and Music Theory at 
Kansas State University. She also holds the position of principal oboist with the Topeka 
Symphony Orchestra and Wichita Grand Opera. She has performed at the 2014 and 2016 
International Double Reed Society Conferences as a recitalist. She is an award-winning oboist 
and composer. In 2016, Morris was a PEO scholar, and was selected as the Idagrace Guy 
Endowed Scholar. The PEO serves to provide substantial merit-based awards for women in 
the United States and Canada who are pursuing a doctoral level degree at an accredited 
college or university. Morris was the only music major in 2016 to receive a top ten position in 
this competition amongst the hundreds of applicants. She was awarded $15,000 in support of 
her research. Her chamber music works have been presented at five IDRS Conventions, the 
National Flute Association Convention, and the Society of Composers Inc. National 
Convention. Morris’ piece, Four Personalities, is based on the Hartman Personality Test, 
which divides personality types into four colors. The first movement, “Yellow,” is described 
as, “Yellow is fun loving. The joy that comes from doing something just for the sake of doing 
it is what motivates and drives yellow.” The second movement, “White,” is described as, 
“White is a peacekeeper. White is kind, adaptable, and a good listener. Though motivated by 
peace, white struggles with indecisiveness.” The third movement, “Blue,” is described as, 
“Blue brings great gifts of service, loyalty, sincerity, and thoughtfulness. Intimacy, creating 
relationships, and having purpose is what motivates and drives blue.”  
 
Arne Running 
Born: 1943 in Moorhead, Minnesota 
Died: March 17th, 2016 in Philadelphia, Pennsylvania 
 
Quodlibet from Prelude and Quodlibet (2007) 
Arne Running began studying the clarinet at the age of eleven, remarkably, six years later he 
performed the Mozart Clarinet Concerto with the Minnesota Orchestra. Running composed 
several works in his high school years. He then entered Boston's New England Conservatory 
of Music where the demands of performing left little time to work on composing. The style of 
music during the 1960’s was also vastly different than his own tonality-based style of  
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composing. After receiving his Bachelor of Music, he attended Temple University in 
Philadelphia where he began his master’s degree. Running then began his career as a 
freelance artist in Philadelphia. He performed as principal clarinetist with the Pennsylvania 
Ballet, the Concerto Soloists Chamber Orchestra, and the Philly Pops Orchestra, as well as 
substituting with the Philadelphia Orchestra. He was also a member of several contemporary 
music ensembles that included the Penn Contemporary Players, Network for New Music, and 
Orchestra 2001. He worked with many youth, community, university, and professional 
ensembles as a conductor. He took a seventeen-year long break from composing because of 
his busy performing career. Running was intentional with his writing and wanted to produce 
pieces that truthfully told the story in what he wanted to convey.  
 
The Quodlibet for oboe and English horn is a fun piece that humorously quotes over twenty 
well-known (mostly) orchestral excerpts. Each instrument gets plenty of chances to shine. 
Everyone will enjoy this madcap march, a whimsical and joyful conversation between the 
two double-reed instruments. Audiences are invited to laugh out-loud.  
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I was fortunate to have my recital livestreamed and recorded by the School of Music. 
Below is the link to my recital that serves as the culmination of my practice, collaborations, 
resources, and efforts over the fall semester. 

 

 

RECITAL PERFORMANCE 

https://www.youtube.com/watch?v=0TA7a0cKcCw  

https://www.youtube.com/embed/0TA7a0cKcCw?feature=oembed
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