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ABSTRACT 

 

The standard recital and collegiate trombone repertoire have remained the same for 

decades. While this standardized repertoire features a range of accessibility, style, and technical 

challenges, one thing that it has not featured is diversity. In today’s world, anyone can train to 

become a musician and a trombonist, but until very recently, the repertoire has only included 

works by white, male composers. This manuscript will serve as a resource for educators, students 

and professionals seeking to add works by minority composers, specifically by women and black 

composers, into their library of repertoire, and will discuss their historical background, 

pedagogical value, and implementation into the standard trombone repertoire. Five pieces for 

trombone are discussed: Elizabeth Raum’s Fantasy, Red Sky by Anthony Barfield, Ida 

Gotkovsky’s Concerto, Romance by William Grant Still and Lauren Bernofsky’s Two Latin 

Dances.  
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INTRODUCTION 

 A standardized solo repertoire serves as a valuable resource in an instrumentalist’s 

development. The reason that these pieces are often the most included in an instrument’s 

repertoire is because they are written by prominent composers or feature idiomatic writing that 

suits the instrument. Before the late 20th century, a majority, if not all, popular solo trombone 

music was composed by white men. In the recent past, the introduction of diversity into classical 

music programming has been a growing trend, particularly in prominent orchestral institutions. 

This trend has permeated many fields, social environments, and educational settings. 

Highlighting and prioritizing diversity is an ongoing process in classical music and higher 

education.  

This project explores five solo trombone compositions by prominent women and black 

composers from the past century, along with a discussion of the benefits of incorporating and 

standardizing these pieces into a course of study. The pieces discussed are only a few examples 

of those written by women and African American composers that can be used effectively as 

vehicles of learning or as recital repertoire. These idiomatically written pieces for the trombone 

have amassed popularity and belong in a standardized course of study of trombone repertoire. 

The benefits of incorporating compositions by minority composers into a standard course of 

trombone study are exponential, especially when these compositions can develop the same skills 

as current ‘standards’ in the repertoire.  Beyond teaching the same technical and musical skills, 

the incorporation of diversity and inclusivity into a player’s musical repertoire helps bridge the 
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disparity gap by providing representation to underrepresented students. This document 

serves as a first step for teachers and instructors looking to incorporate diversity into their course 

of study or performance repertoire. 

 This manuscript will explore the historical background, pedagogical value, and strategies 

for implementation into standard repertoire of the following pieces: Elizabeth Raum’s Fantasy, 

Red Sky by Anthony Barfield, Ida Gotkovsky’s Concerto, William Grant Still’s Romance, and 

Lauren Bernofsky’s Two Latin Dances. 
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CHAPTER 1: FANTASY BY ELIZABETH RAUM 

Historical Background: Born in 1945 and raised in New Hampshire, Elizabeth Raum began her 

musical career as an oboist, but from a very early point composition was a central part of her 

musical life. She received a bachelor’s degree and a performer’s certificate from the Eastman 

School of Music in 1966. She initially moved to Canada to perform with the Atlantic Symphony 

in Halifax but would move to Regina to play second oboe in the Regina Symphony, winning the 

Principal Oboe position in 1986. Raum became a naturalized Canadian citizen in 1985 and has 

gone on to become one of Canada’s most prolific composers. 

Raum attended the University of Regina, studying Music Composition from 1983 to 1985 

with Thomas Schudel. Raum’s thesis was her first opera, The Garden of Alice.1 She has received 

commissions from popular Canadian institutions including the Royal Winnipeg Ballet, the 

Calgary Philharmonic, the Canadian Broadcasting Corporation, the Saskatoon Symphony 

Orchestra, the Regina Symphony, and many others. Raum’s compositional output consists of 

several operas, chamber pieces, vocal works, symphonic works, and solo pieces. On her 

professional website, Raum states, “She enjoys a reputation of being one of Canada’s most 

‘accessible’ composers, writing for varied mediums and in remarkably diverse styles.”2 

While she has written in many different genres and styles, Raum’s music is described by 

many as neo-romantic. In her entry in the Canadian Encyclopedia, Kevin Bazzana writes that her 

 
1 Bazzana, Kevin. "Elizabeth Raum." The Canadian Encyclopedia. Historica Canada. Article published July 03, 

2007; Last Edited November 13, 2014. 
2 Raum, Elizabeth. "Biography." Elizabeth Raum Composer. Accessed January 06, 2022. 

https://elizabethraum.com/bio/ 
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music is “tonal, tuneful, often light-hearted, at times frankly programmatic, drawing eclectically 

on traditional vocabularies and sonorities.”3 In the article on the composer in Grove Music, 

Elaine Keillor states, “Raum’s music is neo-romantic in style and has been described as well-

crafted, sophisticated, and expressive. Her lyrical expressiveness and sophisticated command of 

idiomatic writing- particularly for string and wind instruments…”4  

In an interview with Kiirsi Maunula, Raum stated that she is “…primarily influenced by 

Romantic composers (and these days that place has been taken by video game and movie 

composers), and the Russian composers, like Shostakovich and Prokofiev.”5 This neo-

romanticism can be seen in the piece selected for this project, Fantasy for trombone and piano. 

In this work, Raum references developing melodic content in the manner of Brahms, where she 

split up the contrasting sections as a declamatory “masculine” theme, and a contrasting 

“feminine” theme. In addition to this, she relies on creative uses of form to structure the work 

and finds a way to marry several contrasting sections in to one cohesive concert piece, featuring 

an ABA form, with the B section having its own self-contained AABA form. 

Fantasy for trombone and piano was composed in 1981. It was written as a Christmas gift 

for her husband Richard Raum, who was the Principal Trombonist of the Regina Symphony. 

This piece has been recorded by artists such as Achilles Liarmokopoulos, Gordon Wolfe, Ava 

Ordman, and Thomas Zuggar. It has been programmed in several youth trombone competitions, 

such as the 2015 American Trombone Workshop Solo Competition. The following are program 

notes written by the composer about the piece. 

 
3C Bazzana, Kevin. "Elizabeth Raum." The Canadian Encyclopedia. Historica Canada. Article published July 03, 

2007; Last Edited November 13, 2014. 
4 Keillor, Elaine. "Raum [née Hodges], Elizabeth." Grove Music Online. 2001; Accessed 6 Jan. 2022. 
5 Maunula, Kiirsi. "Canadian Works for Horn by Michael Conway Baker, Malcolm Forsyth and Elizabeth Raum." 

Order No. 10195459, The Florida State University, 2016.  
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I wrote the Fantasy as a surprise Christmas present for my husband, Richard. That’s 

about all there is to say about it. Maybe you could make something about the form as its 

ABA, and the A part is masculine theme, somewhat angst ridden as he is consumed with 

passion for the subject of the second theme, the feminine B theme (much the way Brahms 

divided his themes). He is obviously successful as the two unite passionately and 

triumphantly in the end at the Largamente.6  

In the context of this piece, I believe Raum’s descriptors “masculine” and “feminine” 

describe the sections that musically personify her and her husband, rather than giving gender-

based qualities to the different sections. As Raum mentions, the Fantasy employs an ABA form. 

The A sections, defined by the composer as “masculine” frequently shifts in and out of F minor. 

The piano part in this section is sparse, filled with single flowing lines and countermelodies. The 

solo trombone part consists of long flowing lines, that weave in and out of several key centers. 

The “angst ridden” character comes from the constant shifting between the music being in one or 

three, as well as the different resolutions brought on by the trombone and piano’s weaving 

eighth-note lines.  

The B section is in a song form, AABA, and contrasts with the A section in several ways. 

It is in A-major, and only deviates to C-sharp minor for the B section. The piano part is largely 

chordal but is still being utilized for melodic development. The solo trombone part contains a 

beautiful melodic line that fits neatly into the mentioned key-centers. After a reprise of the A 

material, the piece concludes with a section that is an amalgamation of both characters. The solo 

line is presenting the material of the “feminine” theme while the piano resembles a slower 

version of material presented at the beginning of the piece.  

Pedagogical Value:  Raum’s Fantasy has several qualities that make it a valuable resource, 

whether this piece is being used for recital repertoire, or for individual study. The Fantasy’s 

 
6 Ibid, 49 
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value can best be defined through its contrasting sections presented. In the A sections of this 

work, a trombonist is presented with key centers and pitch collections not commonly seen in 

standard repertoire, as well as utilizing a wide range in many phrases, from either low to high or 

high to low, as seen in Figure 1.1. 

Figure 1.1 mm. 13-17 of Fantasy 

 

The AABA song form of the B section features opportunities to work on legato and lyricism. 

The performer must also be prepared to cycle through the stylistic changes between the two 

themes, which recur several times. 

Figure 1.2 shows Raum’s “masculine” theme from the A section, this is characterized by 

the composer as “angst ridden” and “consumed with passion.” 7 This example highlights Raum’s 

use of the whole-tone scales. 

Figure 1.2 mm. 1-2 of Fantasy 

 

 
7 Ibid, 50 



 

7 

 

In many popular pieces utilized in a younger student’s course of study, the A section, or 

contrasting sections to the lyrical material employs melodic material that is articulated, faster, 

and more energetic. The Fantasy provides an A section that embodies these qualities, but with a 

unique approach to rhythm and harmony. Kiirsi Maunula writes, “…rhythmic alternation occurs 

quickly between triplets, eighth notes, dotted rhythms, and sixteenth notes. There are also some 

larger leaps, including ninths through twelfths, which require a high level of accuracy.”8 These 

rhythmic alterations are made much more challenging by the tempo and meter, marked Allegro 

agitato and in common triple time. Depending on the phrase, this creates a feeling of switching 

back and forth between three small beats to a bar, or one big beat.  

While the A section is predominantly in F-minor, the melodic content cycles between 

three different types of melodic figures in different phrases: those in the key, those made up of 

whole-tone pitch collections, and those created from more complex harmonic ideas. The melodic 

material that is not made of the whole-tone scales features more unfamiliar intervallic movement. 

In addition to the 9ths and 12s by Maunula, there are minor seconds, major seconds, perfect 

fourths, tritones and perfect fifths, without being rooted in a specific key center. The melodies 

and musical lines that use these intervals serve as an excellent vehicle to develop a student’s 

aural skills. This section is also very specifically marked regarding articulation. The performer is 

challenged to understand and differentiate these markings in quick succession, with legato, 

tenuto, and accented note all being utilized in individual phrases. 

 
8 Ibid, 36 
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The lyrical material and B section of this work offers the student an opportunity to play a 

beautiful “lullaby-like” melody.9 The opening melody of this section is shown in Figure 1.3 

highlights the opening themes tonally rooted melody.  

Figure 1.3 mm. 75-77 of Fantasy 

 

This tranquillo section that interrupts the A themes provides the student an opportunity to play 

mostly tonal material in A major. This lyrical section in common-time is harmonically 

reminiscent of the etudes of Marco Bordogni or Jaroslav Cimera, which trombonists across the 

world commonly use to work on legato and lyricism.  

The climax of this section draws parallels to one of the most popular pieces for trombone 

and piano, Alexandre Guilmant’s Morceau Symphonique. Here, as seen in Figure 1.4, the 

performer must gradually pace a long crescendo to fortissimo and work upwards into the high 

register to a C-sharp above the tenor clef staff, well into the high register of the tenor trombone. 

 

 

 

 

 

 

 

 

 

 

 
9 Ibid, 35 
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Figure 1.4 mm. 100-102 of Fantasy 

 

Musical passages like this, or from a piece such as Frank Martin’s Ballade, challenges a 

trombonist to work on endurance and overall healthy playing. It is challenging to maintain a 

great sound in the high register after playing for minutes leading up to it when bad habits are in 

place, such as not taking in deep enough breaths, or using too much mouthpiece pressure. This 

section gives a musical vehicle to work on a student’s endurance and plan out strategies and 

mental cues for playing these phrases well.  

Implementation into Standard Repertoire: Elizabeth Raum’s Fantasy fits in to a collection of 

concert pieces suitable for an advanced high school or early collegiate student. There are several 

categories of solos that contribute to healthy rates of development by being musically satisfying 

and challenging but not so challenging that tension or frustration work their way in to practice 

and playing. Some of these categories include but are not limited to vocal transcriptions, baroque 

sonatas, and concert pieces. Many concert pieces in this category of difficulty consist of a lyrical 

and technical section, if not several different contrasting sections.  

 The contrasting nature and level of difficulty of Elizabeth Raum’s Fantasy for trombone 

and piano make it a great option for any trombonist looking for a concert piece such as those 

already standardized in the repertoire. There are several immensely popular concert pieces for 

11th-12th grade students, or first and second year college students. These standard pieces include 

Alexandre Guilmant’s Morceau Symphonique, Philippe Gaubert’s Morceau Symphonique, J.E. 
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Barat’s Andante et Allegro, Guy Ropartz’s Andante et Allegro, Arthur Frackenpohl’s Variation 

on a Theme by Shostakovich, Camille Saint-Säens Cavatine. More difficult works in this same 

category would be Joseph Jongen’s Aria and Polonaise and Eugene Bozza’s Ballade. There are 

several different reasons for this, including, but not limited to the range and technical demands, 

tonal centers and melodic cells, and contrasting material. 
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CHAPTER 2: RED SKY BY ANTHONY BARFIELD 

Historical Background: African American composer Anthony Barfield is the youngest 

composer discussed in this document, born in Collinsville, Mississippi in 1983. He would begin 

his musical journey as a trombonist, studying at The University of Alabama with Dan Drill 

before transferring and completing his bachelor’s at The Juilliard School in 2008. After this, 

Barfield would receive a master’s degree from The Manhattan School of Music.10 

 As a trombonist, Barfield freelanced in New York City until 2012. In his career he 

performed with the Alabama Symphony, The Malaysian Philharmonic Orchestra, and the Mobile 

Symphony. In an interview with the Juilliard Journal, Anthony shared that he put the instrument 

down in 2012 to focus on his career in composition. He stated, “I was a very good trombonist, 

but I feel like it was the best decision of my life.”11 Barfield would begin working for The 

Juilliard School’s recording department, where he mastered and archived all recorded concerts 

happening in association with the school.12 

 Currently, Barfield is the executive director of Velocity Music, a New York City based 

production company. On the company’s website, they state,  

  

 
10 "Anthony Barfield." Wind Repertory Project. Accessed January 06, 2022. 

https://www.windrep.org/Anthony_Barfield. 
11 "Anthony Barfield." The Juilliard School. January 31, 2014. Accessed January 06, 2022. 

http://journal.juilliard.edu/journal/1402/anthony-barfield. 
12 Ibid. 
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Velocity Music has recently brokered a record deal with Pologrounds Music, a subsidiary 

of RCA Records (SONY). While working in the field of mainstream music, Velocity has 

worked with artists ranging from Chris Brown, Trippie Redd, Lil Wayne Young M.A. 

and Melii to name a few. Velocity Music has also scored for two feature films directed by 

Monte Bezell, St. Nicholas and El Gallo as well as composed classical works of which 

have been performed throughout the United States, Asia and Europe.13 

 

As a composer, Barfield has been commissioned by world renowned brass musicians to 

compose concerti or other concert works. In 2007, he composed Meditations of Sound and Light 

for Joseph Alessi, Principal Trombonist of the New York Philharmonic. The following year, the 

Stentorian Consort would commission him to write a solo for trombone and trombone quartet, 

“Soliloquy” was written and dedicated to Joseph Alessi and the Stentorian Consort. In 2014, 

Demondrae Thurman and Don Winston would commission “Heritage” Concerto, a popular 

euphonium concerto that is based on ancient Egyptian culture. Other popular concerti and 

ensemble pieces have been written by Barfield, with some being commissioned by prominent 

soloists or band programs around the United States. 

 Red Sky was commissioned by Brad Kerns and the University of Kentucky Wind 

Symphony in 2012. A reduction for trombone and piano was made several years later by 

Christian Paarup, a Texas-based freelancing trombonist, copyist, arranger, composer, and 

educator. Since its premiere, the piece has become very popular. It has been recorded by 

universities and artists such as The University of Kentucky Wind Symphony and Brad Kerns, 

The University of Alabama and Dr. Jonathan Whitaker, The University of North Texas Wind 

Symphony and Tony Baker, and Colin Williams, associate Principal Trombone of the New York 

Philharmonic on his first solo CD. As a competition selection, it was asked for in the recorded 

round of the 2021 International Trombone Association Robert Marsteller Solo Competition. In 

the program notes, the composer writes,  

 
13 "TEAM." Velocity Music. Accessed January 06, 2022. https://www.velocitymusicnyc.com/team. 
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According to the theories of physics, if we were to look at the universe one second after 

the Big Bang, the scientific explanation of how our universe started, what we would see 

is a 10-billion-degree sea of neutrons, protons electrons, anti-electrons (positrons), 

photons and neutrinos. Red Sky paints a picture of the big bang theory and space, matter 

and energy but it also has a deeper meaning: that we are all the same as human beings, 

and to realize that wherever we are in the world, in the large universe, that we’re all 

connected.14  

 

Red Sky is not separated into movements and is very similar to a concertino, where the 

movements or sections meld together rather than having complete breaks. The form of this work 

is ABA, with the A sections consisting of slow lyrical music in C minor, with melodic emphasis 

being placed on a minor third in the piano and initial solo trombone part. The B section features 

a much faster and upbeat contrasting section, which presents many different rhythmic motifs and 

features exciting and technically challenging writing for both instruments.  

Pedagogical Value: There are several reasons why Red Sky serves as a great resource and 

addition to other prominent concerti in the trombone’s repertoire. In the slow sections, lyrical 

and idiomatic writing provides a student the opportunity to work on music written by a trombone 

player for trombone players. In the contrasting B section, titled “Brisk”, Barfield challenges a 

student’s technical coordination, rhythmic integrity, and functional range. Regarding technical 

coordination, there are many different and challenging lines in the faster section.  

There are extreme high and low register demands, spanning from a D-flat below the bass 

clef staff, to a D above the tenor clef staff, calling for the soloist to be working within three 

octaves in any given line. While there are melodic cells that are frequently reused, each 

individual phrase or iteration of that cell could be asking for different intervallic or stepwise 

motion, often in different registers. While these are difficult, the writing is not acrobatic or 

“pyrotechnic” in nature, allowing for it to be quite accessible for many well-developed students. 

 
14""Red Sky" Premier- Brad Kerns and The UK Wind Ensemble." SoundCloud. Accessed January 06, 2022. 

https://soundcloud.com/anthony-barfield/red-sky-premier-brad-kerns-and. 
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 The slow movements of this piece focus thematically on a minor third, with many of the 

first statements in the accompaniment and the solo part including the interval C to E-flat. 

Throughout the sections, Barfield often indicates that repeated notes be played in alternate 

positions (see Figure 2.1), creating a particular timbral effect. This extended technique holds the 

soloist’s intonation to a high standard. 

Figure 2.1 mm. 13-14 from Red Sky 

 

 The fast movement, or B section of this work, titled “Brisk,” is filled with rhythmic and 

technical coordination challenges. Throughout this section, it is helpful to approach these 

syncopated lines as drawing inspiration from work in popular or hip-hop music, keeping in mind 

Barfield’s background with Velocity music.  In addition to rhythmic accentuation, there are a lot 

of opportunities to reinforce rhythmic integrity and good subdivision in this movement, with 

many different uses of a quarter notes tied to eighth notes, such as Figure 2.2.  

Figure 2.2 mm. 107-110 from Red Sky 

 

These rhythmic values are made more difficult if students view these accents as weight, 

rather than markings to emphasize the strong beats of a groove, especially with these complex 

rhythms happening in different parts of the measure in most phrases. There are also several meter 
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changes from simple duple to triple and multiple occasions where quarter note triplets are used in 

the middle of eighth note filled lines, as shown in Figure 2.3 

 

Figure 2.3 mm. 140-142 from Red Sky 

 

Having to change frequently between duple and triple meter so frequently, while in a fast 

four or even stately two, will be uncomfortable without a lot of slow practice with a metronome. 

A popular method for mastering such passages, used in the teachings of Joseph Alessi, the 

Principal Trombonist of the New York Philharmonic, as well as ear training courses, is having 

the student conduct or snap: the student sings and conducts a melody, but snaps a subdivision of 

every beat not already subdivided by the music. This places space in the emptiness and 

reinforces internal rhythm. 

Implementation into Standard Repertoire: Red Sky is a programmatic concerto that is about 

14 minutes. This piece fits in with several other concerti of similar difficulty and provides the 

opportunity for a student to work on a longer work that is programmatic in nature, but not so 

difficult where the length or demands puts strain on a student or performer.  

 Although there are standard concerti that belong in every student’s course of study due to 

their popularity on audition lists, Red Sky can replace pieces such as Ferdinand David’s 

Concertino and Launy Grøndahl’s Concerto in a recital. Other concerti of similar difficulty are 

by composers such as Nikolai Rimsky-Korsakov, Ernst Sachse, Friedebald Gräfe, Lars-Erik 
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Larsson, and Vladizlav Blazhevich. Other longer works at this difficulty and in a similar style 

would be Eric Ewazen’s Sonata, Paul Hindemith’s Sonata, and Jacque Castérède’s Sonatine. Red 

Sky’s contrasting lyrical and technical sections, range, rhythmic features, and programmatic 

writing make the piece valuable for performance and study. 
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CHAPTER 3: CONCERTO POUR TROMBONE ET ORCHESTRA BY IDA GOTKOVSKY 

 

Historical Background Ida Gotkovsky was a female composer born in Calais, France, in 1933. 

Her family background was enriched in music, her father, a violinist, her mother, a pianist. 

Gotkovsky began studying composition at the early age of 8 and would study at the 

Conservatoire National Supérierue de Musique et de Danse de Paris (CNSMDP). She would 

study under great French composers such as Nadia Boulanger and Oliver Messiaen.15 While 

studying at the CNSMDP, Gotkovsky won several composition competitions, including the First 

Prize of the PASDELOUP Referedum, the Lily Boulanger Prize, the Prix Blumenthal, and the 

International Prize of Divonne-Les-Bains, to name a few.16  

 There are several stylistic points to make about Gotkovsky’s style and language before 

moving on to her Concerto and collaboration with the Concours du Conservatoire. On her 

website, there is a personal creed written by the composer that states, “Create a universal work 

and ensure by a contemporary language, with vigorous structures, the unity of musical 

expression through all times.”17 This quote gives a perspective on the composer’s compositional 

style but can also be specifically described in several ways.

 

 
15 Surman, Patricia. "Gotkovsky, Ida." Grove Music Online. 29 Oct. 2020; Accessed 6 Jan. 2022.  
16 Gotkovsky, Etienne Guillou. Ida GOTKOVSKY : Distinctions Honorifiques. Accessed January 06, 2022. 

http://www.gotkovsky.com/textes_versionFR/txt_distinctions.html. 
17 Gotkovsky, Etienne Guillou. IDA GOTKOVSKY - Biographie D'une Artiste. Accessed January 06, 2022. 

http://www.gotkovsky.com/textes_versionFR/txt_biographie-Ida_Gotkovsky.html. 
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Gotkovsky’s melodic writing, like many French composers, is rooted in creative use of 

basic pitch collections such as modal or pentatonic, in part to reference music outside the 

Western canon. In his dissertation on Gotkovsky, Wacykk notes that 

Often several of these scales are used in vertical combination, or in quick succession. 

This plurality of styles produces an overall atmosphere of chromaticism. Yet, there 

remains clarity of texture, direction of phrase, and a firmly established melodic and 

harmonic framework. This is primarily achieved through her adoption of Messiaen’s 

techniques, predominantly his Modes of Limited Transposition.18 

 

Harmonically, Gotkovsky remains in the realm of late 20th century French composers, using 

harmony outside of functional contexts. Under the of Debussy and Messiaen, non-functional 

harmony was used to create new colors or soundscapes. Throughout her evolution as a composer, 

she moved from stricter adherence to form to more free-form writing. As can be seen in the 

concerto, complex rhythmic figures also contribute strongly to the composer’s style. In the third 

movement of her Concerto, several motifs are formed from passages of three or five 16th notes 

per beat rather than the typical four. 

 Ida Gotkovsky composed her Concerto pour trombone et orchestra in 1978 for the 

Concours du Conservatoire Nationa Supérieur de Musique de Paris. Each year, this competition 

commissioned a prominent French composer annually to write a piece for the student 

performance competition. This tradition began in 1842.19 Gotkovsky was the third woman to 

compose a piece for the competition, the first being Yvonne Desportes in 1932, the second, Édith 

Lejet in 1973.  

 This piece has been used in several competitions, as recently as the 2018 American 

Trombone Workshop solo competition. It has been recorded by Dr. JoDee Davis, Professor of 

 
18 Wacyk, D. M. (2019). Powerful structures: The wind music of ida gotkovsky in theory and practice (Order No. 

13858741). Available from ProQuest Dissertations & Theses Global. (2268676763). 
19 LEMKE, J. J. (1983). French Tenor Trombone Solo Literature And Pedagogy Since 1836 (Order No. 8315294).  
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Trombone at the University of Missouri at Kansas City and Timothy Higgins, Principal 

Trombone of the San Francisco Symphony. The following was translated from Ida Gotkovsky’s 

personal website about the piece: 

Lyrique: In order to serve the instrument in all its expressive range, a large legato,  

agitato and tumultuous phrase composes this first movement. Dolcisimo: The second 

linear movement will use all the subtle colors of the Trombone and its halftones which 

are extended into the orchestral instrumentation. It is a movement of sounds par 

excellence. Final: As its name suggests, the obstinate character of this third movement is 

of great technical virtuosity which will end this concerto with strength and dynamism.20 

 

 As the composer indicates, the concerto features three heavily contrasting movements. 

The first movement tests the expressive and technical limits of the trombone with several 

contrasting sections that each challenge the trombonist rhythmically, harmonically, and 

technically. The second is a slow movement in ternary form focusing on the lyrical aspects of the 

trombone. The A sections of this movement feature minor-pentatonic melodies (B-flat minor), 

with occasional references to the blues scale. The B section is a contrasting long-form crescendo 

and accelerando, utilizing the high register of the trombone and featuring wide intervallic 

movement. The third movement features several complex rhythmic motifs and virtuosic lines, 

with a short cadenza and lyrical section in the middle of the movement. This concerto demands a 

lot from a trombonist in terms of technical prowess, as well as musical awareness in respect to 

advanced harmonic concepts (intonation and melodic lines) and rhythmic integrity. 

Pedagogical Value: If assigned to a student before they are ready, this could be a frustrating 

piece. Not only does a healthy approach to playing need to be established, but this piece should 

come after the student has mastered the instrument’s technical facets by regular practice from 

Georg Kopprasch’s Sixty Selected Studies for Trombone, Brad Edwards’ Patterns and Snippets 

 
20 Fiche CONCERTO TROMBONE. Accessed January 06, 2022. 

http://www.gotkovsky.com/textes_versionFR/txt_fiches_des_oeuvres/ff_concertotromb.htm. 
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for Trombone, Simone Mantia’s The Virtuoso Trombone, André Lafosse’s Complete Method, 

and most importantly Jean-Baptiste Arban’s Complete Method for Trombone and Euphonium is 

a part of that healthy diet. According to Joseph Alessi’s preface of the Arban Complete Method 

for Trombone, “If you are looking to have great technique, especially the kind that will allow you 

to play difficult solos, i.e. Creston Fantasy, the Pryor repertoire, or any other pyrotechnic solos-

the Arban book should be included in your daily routine.”21 This concerto belongs in this 

category of more difficult or virtuosic repertoire. 

The Concerto challenges a musician in the context of dynamic contrast, command of high 

and low register, slide, and tongue coordination, as well as an understanding of rhythm and 

harmony. The first movement is an amalgamation of many different aspects of proficiency in the 

techniques associated with trombone playing, the second movement, another opportunity to work 

on lyricism, and the third movement, an exciting technical and rhythmic challenge for trombone 

and piano alike. As lyrical material has already been discussed in this document, only the first 

and third movements will be dealt with here. 

The first movement challenges a student’s comfort in the upper register, slide and tongue 

coordination, and rhythmic integrity. Another main challenge of this movement is applying these 

techniques to different styles of playing. This movement begins and ends with the same melodic 

material with slightly altered approaches to dynamics, articulation, and rhythm. This creates an 

opportunity to work on technical complex lines in a bombastic articulated sense, as well as a soft 

lyrical approach. In between these sections, the trombonist’s technique is challenged along with 

more complex rhythms. These passages consist of creative use of smaller intervals, mainly from 

a minor 2nd to major 3rd, but the last passage additionally utilizes tritones. Gotkovsky’s creative 

 
21 Alessi, Joseph and Brian Bowman. Arban’s Complete Method for Trombone and Euphonium. Maple City: Encore 

Music Publishers. 2000. 
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use of rhythm keeps this from seeming overtly technical, there are lines comprised of mainly 

stepwise motion, leaps/chordal patterns, and triple tongued fanfare figures. An example of one of 

these can be seen in Figure 3.1 

 

Figure 3.1 mm. 70-72 from Concerto pour Trombone et Orchestra  

 

 

 

The third movement of this work highlights a characteristic of Gotkovsky’s 

compositional style. Gotkovsky has been known to reuse melodic materials and use them as 

inspiration for new music, with the main thematic material of the third movement later being 

used for her Concerto pour Grand Orchestra: Obsiné.22 This is a valuable resource, as listening 

and researching that piece and Gotkovsky’s other music will inspire stylistic interpretation. This 

movement contains technical demands similar to the first movement, including slide and tongue 

coordination, as well as being comfortable with rhythm and subdivision. What is different about 

this movement, is Gotkovksy’s creative attention given to creative rhythmic figures. The initial 

melodic cell is the one used throughout the movement and in other pieces, but in many groupings 

of threes and fives that are unique to this piece, as demonstrated in Figure 3.2. The musician 

should be prepared to work on subdivision and accurate execution of complex rhythms involving 

ties incorporating movement on different parts of the beat. 

. 

 
22 Hunter, Steven K. "The Instrumental Music of Ida Gotkovsky: Finding Intertextual Meaning." Order No. 

3448587, University of North Texas, 2010. 
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Figure 3.2 mm. 71-73 from Concerto pour Trombone et Orchestra  

 

 

 

Implementation into Standard Repertoire: There are two main categories of solo repertoire in 

which this work fits. The first is French music, mainly music curated through the Concours du 

Conservatoire Nationa Supérieur de Musique de Paris. While the role of the trombone in the 

orchestra in French music is lighter and texturally based, the solo compositions were written 

idiomatically well for the trombone. In the 20th century, works that are similar in difficulty would 

be Chorale, Cadence et Fugato by Henri Dutilleux, Concerto pour Trombone et Orchestra by 

Henri Tomasi, Capriccio and Concerto by Roger Boutry, Marcel Bitsch’s Ricercare, and Jean-

Michel Defaye’s Movement.  

 While this piece is longer and more difficult than other French solo and competition 

pieces, a movement (the second) or two could be used instead of the following pieces: Eugene 

Bozza’s Ballade, Carlos Salzedo’s Piece Concertante, Philippe Gaubert and Alexandre 

Guilmant’s Morceau Symphonique, and J.E. Barat’s Andante et Allegro. These pieces vary in 

difficulty, but programmatically are similar, using multiple movements would be a simple way to 

have French music in a diverse recital program. 

 The second category that this piece would fit neatly in to is a difficult concerto or 

substantial work. This piece highlights virtuosity, has beautiful melodies, and is contrasting in 

many ways. There are many pieces that are accessible to an advanced undergraduate or graduate 
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student. Concerti for these students come from Henri Tomasi, Nino Rota, Gordon Jacob, Frank 

Martin, Paul Creston, Darius Milhaud, and Eric Ewazen. While Gotkovsky’s Concerto is 

exceedingly difficult, it contains a lot of the qualities that contribute to a popular and well-

written concerto. It is filled with beautiful melodies, while also demanding technical prowess, 

rhythmic integrity, lyricism, and extremes in range, favoring the high register. 
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CHAPTER 4: ROMANCE BY WILLIAM GRANT STILL 

Historical Background: William Grant Still was an African American composer, born in 

Woodville, Mississippi in 1895. Raised by a single mother who was an educator, Still would 

grow up in Little Rock, Arkansas, where he would be taken to see operetta and amassed a large 

record collection of opera. The composer would go on to earn a Bachelor’s of Science at 

Wilberforce University. While attending university, Still would study conducting and 

arrangement and conduct the college band.  

Between this degree and schooling, Still would learn the violin, cello, and oboe to better 

his orchestration skills. He freelanced until attending Oberlin Conservatory and would then 

attend the New England Conservatory on scholarship. After this, Still would go on to study with 

Edgard Varése from 1923-25. This relationship launched Still into his professional career. While 

writing commercial music throughout his career, Still was grappling with himself to find his 

unique voice. He would spend some time exploring organized dissonance before finding his 

personal harmonic and musical language.  

 The compositional style of Still was unique but has several similarities to other American 

composers at the time. According to Josephine R.B. Wright, academically trained African 

American composers “came under the influence of the musical nationalism espoused by the 

Czechoslovakian composer Antonin Dvorak...he advocated building a national school of 
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American music based upon use of slave plantation songs and the music of Native Americans.”23 

In addition to a post-World War II nationalism, Still also employed the language of spirituals, the 

blues and other commercially influenced styles in his writing. While referencing spirituals and 

other folk songs, Still’s melodies can be “characterized by a free use of rhythmic repetition, 

sequential repetition, and thematic fragmentation.”24 

Still’s Romance was originally written for alto saxophone in 1954. This was the last solo 

composition he would complete before his passing in 1978.25 It was written for Sigurd Raschér, a 

prominent saxophone soloist from the 1930s to his death in 2001. In his dissertation, Andy 

Austin Peeks noted that although the saxophonist this piece was written for was renowned for his 

technical prowess, the piece itself is “very idiomatic to the instrument and not technically 

demanding.”26  

As noted above, this piece is melodically oriented with little technical demand. While it 

was well written for the saxophone, the piece works with many different instruments. An edition 

for trombone was made by Douglas Yeo, retired bass trombonist of the Boston Symphony 

Orchestra. Yeo also writes frequently in academic settings, he is well known for having popular 

articles in the International Trombone Association Journal, as well as his two websites. Yeo was 

also the informal inspiration for the John Williams Concerto for Tuba/Bass Trombone and 

Orchestra. 

 
23Mellonee V. Burnim and Portia K. Maultsby, African American Music: An Introduction, 2nd ed. (New York, NY: 

Routledge, 2015), 144.   
24Everette Thompson, Leon. “A Historical and Stylistic Analysis of the Music of William Grant Still and a Thematic 

Catalog of His Works” (D.M.A. diss., University of Southern California, 1966). 
25 Judith Anne Still, William Grant Still and the Fusion of Cultures in American Music, 2nd ed. (Flagstaff: Master 

Player Library, 1995), 286-87 
26 Peeks, Andy Austin, and Connie Frigo. "William Grant Stills Violin Music Transcribed for Saxophone." PhD 

diss. 
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The Romance is in three parts, the A section comprising of the same melody stated twice. 

The B section holds a miniature ABA within itself, with the piece closing with a close copy of 

the first A section. The form of these piece is very clear and not much is left to debate formally. 

Harmonically, the A material at the beginning and the end of the piece is in E-flat major, with 

little to no deviation from that key center. The B section is in C minor and consists of calls and 

responses, with cadenza-like passages. The melodies in the A sections fit very neatly into the 

harmony provided in the piano, they are mainly diatonic, move by steps, or leaps by third or 

sixth. A contrasting component of the B section overall is the addition of slightly more complex 

harmonies. 

Pedagogical Value: While this solo was written for the saxophone and has been performed on 

several other instruments, the edition by Doug Yeo showcases a beautiful and comfortable range 

of the trombone. This piece provides several pedagogical concepts to a student or performer 

preparing it. It has song-like style, which requires several different styles of legato and is simple 

enough harmonically to encourage an in depth look in to score study. Additionally, there are 

several recorded performances that utilize octave displacement, utilizing more of the upper 

register. 

The study of vocal music and melodies remains at the forefront of trombone pedagogy. 

The trombone, like other brass instruments, is like the voice in that the vibration being made to 

create sound is coming from the body. Via the pedagogy of Arnold Jacobs and Charles Vernon, 

many players and teachers advocate a “singing approach” to the instrument. This is best voiced 

in Bruce Nelson’s Also Sprach Arnold Jacobs which summarizes the pedagogue’s concept as 

follows, “Make song dominant over physical maneuvers. 85% of your thinking should be song, 
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15% wind. Lyricism, connected with vibrato, is basic to brass playing, since it is the most easy 

and efficient form of tone production27.” 

Many courses of studies or syllabi require books like “Melodious Etudes for the 

Trombone” by Marco Bordogni or “55 Phrasing Studies” by Jaroslav Cimera, however, there are 

few opportunities to exercise a purely singing style throughout an entire solo piece with piano. It 

is much more common for a piece to have lyrical content, but also contrasting technical or more 

exciting material. To better focus on pedagogical concepts surrounding lyrical playing, students 

are often encouraged to study art songs or lieder. Through preparation of vocal music, the main 

goal is for the student to study phrase architecture. This is a term coined by Toby Oft, the current 

Principal Trombone of the Boston Symphony Orchestra. Phrase Architecture refers to the care a 

musician takes in understanding where every note belongs in line. The Romance provides the 

student an opportunity to study an instrumental work that highlights these same concepts.  

The books mentioned above are also used frequently, if not extensively as studies in 

legato. The trombone is unique from other brass instruments in that the slide does not create an 

articulation like the valves would on an instrument like the tuba or euphonium (or any other 

brass). While the overtone series is the same, the trombone utilizes a slide on every partial, rather 

than different valve combinations. If no articulation is made when playing two notes on the same 

partial, then a glissando occurs. To combat this, the trombonist lightly articulates to hide the 

glissandi. This light tongue stroke is held to the standard or a valved instrument with a legato 

marking. Connections between two notes on different partials can be made using a natural slur, 

where no tongue is necessary. This gives the trombonist a unique situation where the musician 

must plan where they plan to natural slur and where they have to legato tongue.  

 
27 Nelson, Bruce, Arnold Jacobs, and Brian Frederiksen. Also Sprach Arnold Jacobs: A Developmental Guide for 

Brass Wind Musicians. Mindelheim, Germany: Polymnia Press, 2017. 
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The challenge presented in context to coordination on the instrument is that these two 

articulations need to sound the same, they are both a slur, they are just executed differently. 

These connections can sound different if not executed well. This piece, while idiomatically 

written for the saxophone, gives the impression that it was also idiomatically written for the 

trombone. It is in a very comfortable range for a tenor or bass trombonist, but also one that 

requires a lot of mixing of legato articulation. If it were any higher, the piece would mainly 

consist natural slurs, if it were lower, mostly legato tonguing. 

 The third main component is incorporating score study into the practice of an instrument. 

While many teachers advocate score study, it is an activity that is usually swept under the rug. 

This piece contains a lot of accessible formal and theoretical content for a first or second-year 

university student. It should be even more accessible for a student that has completed their basic 

theory coursework.  

Implementation into Standard Repertoire: There are several opportunities to incorporate this 

piece either into a degree recital or a student’s regular study. There are several song cycles and 

composers that are favorites in the field. Songs by composers such as Johannes Brahms, Gustav 

Mahler, Richard Strauss, Robert Schumann, Franz Schubert, and Alban Berg have been seen in 

recitals in the past few years. Most commonly, Brahms’ four Serious Songs and Mahler’s Songs 

of a Wayfarer.  

There are several pieces for trombone originally that this piece could replace. The most 

popular is Axel Jorgensen’s Romance. This piece has a similar if not identical range and is 

exclusively in a lyrical style, the Still is a similar length and difficulty level, which is well suited 

for younger students. Another shorter piece with a very reasonable range, lyrical style, and song 

form would be Jan Sandstrom’s Sång Til Lotta. This piece would also be great to use in place of 
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study of Bordogni or Cimera. Not all students need to study regularly out of etude books to 

improve consistently. It can be very beneficial to leave books in place of small projects that 

tackle the same values, with Still’s Romance being an excellent example for approaching lyrical 

playing. 
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CHAPTER 5: TWO LATIN DANCES BY LAUREN BERNOFSKY 

  

Historical Background: Dr. Lauren Bernofsky, a female American composer and violinist born 

in Rochester, MN in 1967, was raised, educated, and musically trained in New Orleans, 

Louisiana. She received three degrees in music composition: a bachelor’s from the Hartt School 

in Connecticut, a master’s from the New England Conservatory, and a Doctor of Music from 

Boston University. Her primary teachers at these institutions included Robert Carl, William 

Thomas McKinley, Hankus Netsky, and Lukas Foss. In an interview discussing her 

compositional influences, in addition to her mentors, Bernofsky referenced the music of Bach, 

Beethoven, Mozart, Tchaikovsky, and Ravel.  

In his document about Bernofsky’s Trio for Brass, Cory John Driscoll wrote “In some of 

her music she has firmly rooted herself in the classical style but is willing to deviate from this 

convention seamlessly as well. Her music strives to capture the unique expressive potential of 

each instrument, an approach that has made her work popular with musicians looking for new 

compositions to display their ability.”28 She would also state in an interview; “My Philosophy 

about composing is simply this: music should be a joy to hear as well as play. That’s all. When I 

listen to a piece of music, I have no interest in the process (if any) behind it; I’m just interested in 

how it sounds.”29

 
28 Driscoll, Cory John. "Lauren Bernofsky's 0RW1S34RfeSDcfkexd09rT2Trio for 

Brass1RW1S34RfeSDcfkexd09rT2: A Descriptive Analysis and Performer's Guide." Order No. 22619967, The 

University of Arizona, 2019. 
29 Thornton, Mary Leita. "Concerto for Trumpet and Orchestra by Lauren Bernofsky: Conversation and Analysis." 

Order No. 3061477, The University of Wisconsin - Madison, 2002. 
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 In an extended interview with Bernofsky for a dissertation written about her trumpet 

concerto, she was asked to describe her compositional style, to which she replied:  

I try to let my composing come from my subconscious as much as possible. I write in a 

basically tonal style because that is what I “hear.” Foss put it nicely: “Write what you 

love.” I’ve never written atonal music. It’s just not in me. I don’t care where (or if) I fit 

into the history books, though I think that’s where a lot of composers today have gone 

wrong. They’re looking over their shoulder to see that what they do fits in with the 

“progression” of musical development. I think theory should come after the music, not 

before. I see myself as a performer’s composer (and not a composer’s composer.)30 

 

 Two Latin Dances for trombone and piano was written in 2015. It was commissioned by 

Natalie Mannix, currently an associate professor of trombone at the University of North Texas, 

who also plays trombone with the Stiletto Brass Quintet and Lantana Trio. She was previously 

the Principal Trombone of the Delaware Symphony, and a member of the United States Navy 

Band in Washington, DC. This piece was recorded on Mannix’s debut album Breaking Ground: 

A Celebration of Women Composers in 2016. It was used as the final round piece used in the 

2022 International Trombone Association’s Gilberto Gagliardi 18 and under Tenor Trombone 

competition. Bernofsky writes,  

Two Latin Dances is a beautifully evocative and sizzling work based on Bossa Nova and 

Tango rhythms. While at first sounding as two distinct movements, the characteristic 

dances gradually intertwine to create a uniquely integrated whole. Natalie Mannix 

introduced Two Latin Dances at the 2016 International Trombone Festival…31  

The composer labels the movements as Bossa Nova and Tango. The Bossa Nova is a 

relaxed and lyrical selection in D minor. The piano part is sparse, featuring a rhythmic ostinato 

along with counter melody or even trading off and becoming the melodic voice with the 

trombone accompanying. The trombone part is very smooth, with simple melodies that float over 

 
30 Ibid 
31 Bernofsky, Lauren. Two Latin Dances. Pennsylvania: Theodore Presser Company. 2015 
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the piano texture. The Tango is in G minor, with a B section that revisits material from the first 

movement in D minor. This movement is much more energetic and exciting, with the same 

overarching uses of solo trombone and piano as the first movement. 

Pedagogical Value: When a musician learns and performs lieder or other vocal works, several 

levels of study are required for them to truly absorb and be prepared to perform a work. This 

includes translating and understanding the text, studying the piano part, harmonic, and melodic 

analysis, listening to great vocalists, listening to more music by that composer. When students 

perform a Bach cello suite, they are encouraged to research the specific dance style that 

influenced the movements of the suite, such as the allemande or courante, to better understand 

and convey its form, rhythmic emphasis, and other characteristics. 

When it is time to prepare a piece that is rooted in two Latin dances, specifically the 

bossa nova and the tango, it is imperative to understand the heritage and musical style that is 

distinctive to these genres. Very few resources or pieces exist for a classical trombonist to learn 

about these. Learning music in this style will diversify a student as well as heavily reinforce their 

sense of rhythm. Two Latin Dances provides music set to these Latin American themes, while 

also featuring a solo trombone part that is not too technically advanced. 

 The bossa nova originated in the 1950s and 60s. This form of Brazilian popular music 

stemmed from Brazil’s musicians looking to combine nationalism and modernity. In their 

dissertation on world music, Erin Putnam theorizes that: 

This nationalistic embrace of a more “roots” culture tied into Brazil’s early twentieth 

century move to join Europe on the world stage, but on their own terms and showcasing 

their own qualities. Thus, in order to move away from that which seemed antiquated, but 

also that which seemed foreign (especially European), cultural and artistic innovators 

were experimenting with new aesthetics, as well with distinctively Brazilian ones.32  

 
32 Putnam, Erin. "World Music and the Individual: The Negotiation of Cultural Capital and Identity through Bossa 

Nova in the United States." Order No. 1519482, University of California, Santa Barbara, 2012. 
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This new song form was introduced in an album titled Chega de Saudade, released in 1959 by 

Brazilian composer Antônio Carlos Jobim and singer/instrumentalist João Gilberto, who 

collaborated to present a new innovative style with “melodic and harmonic complexity.”33 While 

Jobim referred to bossa nova as “sad joy,” Bernofsky characterizes her piece as “Introspective.” 

 The first dance of this work, the bossa nova features contrasting long and beautiful legato 

lines contrasted by syncopated rhythms. The piano is rooted in a common 3-2 bossa nova 

pattern. This is a two-bar pattern that repeats throughout the movement. In a 3-2 bossa nova, the 

“clave” is placed on beat one, the upbeat of two, beat four, beat two of the next measure, and the 

upbeat of three.34 This rhythmic ostinato can be seen in Figure 5.1. 

Figure 5.1 mm. 1-2 from 2 Latin Dances 

 

 

Drum loop apps such as Drumbeats+ and Clave make for some of the best resources 

when practicing a piece like this. However, the most beneficial way to learn to embody this 

would be to practice with a metronome, clapping the clave, and singing the melody line. While 

singing and conducting music is one of the most basic and impactful ways to learn and 

internalize music, adding the layer of the clave will develop rhythmic security and help shape 

musical decisions. This method of practice would also be great for the bossa nova.  

 
33 Béhague, Gerard. "Bossa nova." Grove Music Online. 2001; Accessed 6 Jan. 2022. 
34 "Drum Beats – The Bossa Nova." Drum Beats | The Bossa Nova. Accessed January 06, 2022. 

http://www.rockdrummingsystem.com/underground/drum-lessons/bossa-nova.php. 
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 The “tango” has a diverse history that reaches back to the mid 19th century. It is most 

used in reference to Argentinian culture. It was developed in Buenos Aires in the 1870s, which at 

the time, was the home of immigrants from Africa, Spain, Great Britain, Poland, Russia, as well 

as Argentinian natives. Betancur-Bedoya notes, “More specifically, it includes a mix of 

European sounds such as traditional polkas, waltzes and mazurkas, as well as popular Cuban 

habanera, and African candombe rhythm.”35 Initially used as an artform for those to express their 

longing for old homes before they immigrated, it would make its way to the U.S. and France by 

way of radio in the 1940s, branded as Argentina’s music. After the 1950s, Astor Piazzolla would 

change the art form with his body of compositional work. 

 The tango written by Bernofsky would be considered a Tango Milonga, which is 

moderate tempo tango with an A-B-A form. From the 1950s onward, the A section would focus 

on rhythmic ideas, with the B section being more lyrical.36 The ostinato rhythmic pattern 

highlighted in this movement would be called a Bordoneos, with the rhythmic emphasis of each 

bar being on one, the upbeat of two, and four.37 An example of this groove is provided in Figure 

5.2. 

 

 

 

 

 

 
35 Betancur-Bedoya, Nadiana. "Studying Music of Latin America: A World Music Curriculum Approach for 

Presenting Four Representative Styles of Latin American Cultures." Order No. 10841788, Tennessee State 

University, 2018. 
36 Tsai, I-C. "The Evolution of the Tango and Astor Piazzolla's Tango Nuevo." Order No. 3192293, The Claremont 

Graduate University, 2005. 
37 Betancur-Bedoya, Nadiana. "Studying Music of Latin America: A World Music Curriculum Approach for 

Presenting Four Representative Styles of Latin American Cultures." 
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Figure 5.2 mm. 108-109 from 2 Latin Dances 

 

The A sections of the work feature more diverse articulations and syncopation then the first 

movement, allowing for a much lighter and more playful sounding solo line. The B section is 

comprised of material from the first of the two dances.  

Implementation into Standard Repertoire: Unlike the other pieces mentioned in this 

document, there are little to no pieces like this piece in the standardized repertoire.  Most, if not 

all, of standardized trombone repertoire is from Western Europe, Russia, or the United States of 

America. Although Bernofsky is an American composer, this music is heavily rooted in Latin 

American genres. Only recently has Latin American music been introduced into “Classical” 

Music and recorded music for trombone. Many new recordings and commissioned works by 

trombonist Achilles Liarmokopoulos have brought more Latin American music to the trombone 

in this context. 

 Born in 1985, Liarmakopoulos is currently the trombonist of the prolific brass quintet, 

The Canadian Brass. As a trombonist, he has won prizes for the Pasadena Showcase House 

Instrumental Competition, the Christian Lindberg International Competition, the Yamaha Music 

Foundation of Europe, and the International Trombone Festival’s Robert Masterller and Larry 
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Wiehe solo Competitions.38 Stated on his biography, “His discography includes six solo albums - 

"Volar" with the Venezuelan group "Cuatrombon" with Venezuelan Music, "Obvious" with 

French Harp Soloist Coline-Marie Orliac,  “Ethereal” with 20th and 21st-century lyrical works 

from around the world, “Trombone Atrevido” dedicated to Choro music from Brazil, 

“Discoveries” with contemporary compositions on the ODEG label, “Tango Distinto” with Astor 

Piazzolla’s music on the NAXOS label  - dozens recordings with the  Canadian Brass and 

numerous appearances on classical, pop, Latin, and other albums.”39 

 One popular piece that came from one of these recordings is Trombonsillo, written by 

Carolina Calvache. Calvache is a Columbian composer based in New York City. This piece was 

written for Liarmokopoulos’ album “Ethereal.” Calvache writes, “The piece is crafted especially 

for Achilles in a traditional Colombian ‘Pasillo’ rhythm.”40 Along with this piece, it is becoming 

more common for Astor Piazzolla transcriptions to be performed in recital settings. These pieces, 

along with Bernofsky’s Two Latin Dances, are great vehicles for teaching students about Latin 

American music altogether. 

   

 

 
38"BIO." Achillestrombone. Accessed January 06, 2022. https://www.achillestrombone.com/bio. 
39 Ibid 
40 "BIO." Carolinacalvache. Accessed January 06, 2022. https://www.carolinacalvache.com/about. 
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CONCLUSION 

 Standardized solo repertoire for the trombone has remained the same for decades, 

although these pieces all have educational and musical value, they are all composed by white 

men. Even though the trend in higher education is to better incorporate inclusion and diversity 

into core curriculum values, this trend is not reflected in standardized trombone repertoire for 

high school and collegiate study. The five pieces discussed in this document are the first look at a 

wealth of existing repertoire written by underrepresented composers that is not yet popularized. 

While these pieces are being recorded or asked for in solo competitions, they are still rarely seen 

in educational settings or stand-alone recitals. It is the responsibility of modern-day performers 

and educators to not only highlight music written by underrepresented composers, but to 

integrate that music into an educational setting, so it can be passed on through generations of 

musical study.  
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