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The guide ﬁantalns suggestlans far the selectlan,

7fega;r. and care of woodwind instruments and equipment; goals ani
' procedures for beginning, intermediate, and advanced levels of study;

“*and specific annotated reference lists. The book is. arranged into.

five major -sections by type of instrument: flute, oboe, clarinet,

saxophone and bassoon. Each section contains (1) an :introduction
]ﬁ;scusslng historical background of the instrument,

“selection, care,
and turing procedures; (2). method cr;teria;v(B) ‘teaching - and

: pair,
c 1Eafn;ng téchniques for beginning, intarmediate, and advanced leve}g-

- and (u) .annotated bibliographies of relevant book$, methods,

perio. cals, recordings, and filns and filmstrips. The longest
sectibn on teaching techniques focuses on breath .control, fingering,

ftane gquality, articulation, range, and style. A1l sections emphasize

the need for students™o clean instruments regularly and properly,
and to practice in groups as well as aldne. A’ flnal section contains

"a bibliography of 59 general resources such as instrument repa;r

manuals, other teaching guides, ana iniexes of muslcal wind
instrument makers. (AV) :
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-T em:hing Wagdmfnds is one af a series Df instructional
uides. for, both generalists and ¥pecialists in music education. .
nded ‘as a basic resource,. it contains suggestions for ‘the
election; care; and repair of woodwind instruments .and
uipment; gtlals and procedures for beginning, intermediate,

-and -advanced levels of study; and specific,. annotated™ refer- -
em:e lists. .The projéct was initiated by A. Theodore.
o rmerly chief of the Bureau of Mugic Education; -

now. executive director of the- Music Educators National Con-
nce, and will ultimately include individual pubhcaﬁnns for
;tgaf:hing strings, woodwinds, brass, percussmn keyboard in-
struments, and voice. ,
_«..The: manuscript for this puhlmatmn was written by Mary
. Anne Bennink, flute specialist and instrumental” music teachet -
in the Jamestown public ‘school system:; Philip. R. MacArthur, .

_ - principal oboist with the Syracuse Symphony. Orchestra, first
*- oboist of the Center Orchestra of Lake Plicid, and a: '
,¥mu~m‘. at Svrm:use University; Thomas Nazara, clarinet. spe-
" eialist and. chairfhan of the: music dgpartment in the .
» Salamanca, public school system; Domald C. Cantwell, ‘
!ulxDPhOnE‘ 5pEtldhst ;md dlrELtm' uf l!’l'itl‘lllﬂi:‘nt;ll music at‘

P L

. $oonist of the Tri- Cltv D[)I’;‘l';l and the Bmghdmmn Symphgny ‘
and director nf the Bmghamtﬂn Lentral High School Or-

K chestra, * *

© ... Edited by Bﬂmett Renm:r prnfessm’ of music at Case-
‘Western Reserve University, the ‘material was puhlnhed in
tentative form and distributed for tryout in .200 public schools -
“throughout the :State:. The manuscript was then revised by
_Mrs. -Bennink, author of the section on flute, in accordance -
with the suggestions from the. teachers in- the tryout schools
‘and the fulluwmg' speulllnts . : ‘

e Virginia Cm\enm Atherton of W'llmmgtnn, Delaware,
- Donald Hartman of the State University College at Fre-
donia, John Oberbrunner of the Syracuse Symphony Or-
chestra, apd’ James Pellerite of Indiana University, .who

.- rE\lewedaé})i chapter on teaching flute; ' o
e Donald E. \I(Cathren of Dudquesne University, Harold
Sachs of FO!’E st Hills High School, and William C. Willett-

«. - of:the Hartt College of \Imm J who reviewed the clarinet

tion; . . .




gress: Kenneth M. peims of the University of Georgﬁ{,
“James Houlik‘of East Carolina. University, - Lee Patrick of
the University of Kenfucky Sigurd Rasclier of Shushan;

at Potsdam, I:.awrence Teal of the’ University of Michigan,

‘e~ The fﬂllowmg mm?(lbf"—rs of the Wurld.Saxophcme Con-

‘New" ‘York;: James: Stoltie of the State. 'Umversnty College

- .andLawrence Wyman of the State University College at, -

_“Fredonia;. and Balph Rasmusson of Falconer Central

SﬂxﬂphﬂnE;

" William' J. Scribner of the American Symphony Or-
. chestra, whc: reviewed the chapter on bassoon; and

@ Eugene J. Cunnmgham ‘associate in music education,
: g(;hs:les J. Trupia, tEn associate in music education

now supervisor of
Arts Unit, who re¥iewed the entire manuscript at various
‘ stagg-s of its development. - ; Ly

Teaching Woodwinds was written under the careful. super- -

‘\nsmn of John A. Quatraro, dssociate in music education (now
* deceased), and prepared for press by- Richard G. Decker (how
deceased) and Rita A. Sator, associates’ in secdndary cur-
riculum development.. Special recognition belongs to Richird
Lsﬂ‘n a student at Ddrtmﬂuth Cn]legi, for his rem: U’kdhr&‘

-lllustratmns - , ) .

-HERBERT BOTHAMLEY
:Chief. Bureau of General
Edugatmn Curriculum De mlﬂpnu nt

GORDON E. VAN HOOFT -
Director, Division for \
Curriculum Services - . i

Humanities and Performing

. -School,. who .reviewed. the suggestmns for teaching ©. -

—
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THE FLUTE ©
.,Intmduetmn S e e
HISTDBJ(:AL BACKGROUND

eﬂute is-a_hollow eylmder w;th -one closed ggm an-em-
* bouchure plate and aperture at that end, and a series of cov--:
“.ered and/or open'tone holes along its length. It produces % -
“."variety of tones when thie player vibrates the enclosed column -

" of air by hlowing at an angle against the Edge, manlgulahng .

: 's""keys, and covering some of the tone-holes:” - .

“Today most flutes are made of metal; but thasf: used by the

~ and clay—as well as metal. Flutes ‘of the 17th-and 188h cen-
_ turies were conical instruments caf‘ved from wood and having
fewer tone holes than\their mcdéfn counterparts. The: first

..people of ancient civilizations were shaped from reeds; wood,"

.cylmdrlcal flute was made from .metal in 1846 by Theobald -

- Boehm, who also designed a systér that ‘made it possible to
place the openings more accurately. and ‘therefore improve the -

intonation. To this day, flute ‘manufacturers still utilize- the

‘ _pnm:lples of what has come to be known as the Bashm Sys:-

tem. ’

3

«  names derive from the manner in” which the mstrument is
- held as it is played. e

¥ e The vertical flute generally has a “whistle- -type” -chirnber

with a mouthpiece into.which the player blows against an

- edgg. Some Arab tribés still use -an -early form of the in-

strument called the Egyptian nay. .A later type, the re-

corder, was a standar(% member of European orchestras

and. ch"tmber groups, until the middle of the 18th century

. and has recently become popular,witlr college students as.

~well as chambei‘players because of its mellow tone, ease
" of blowing, and elatively low cost. ' .

AT e The horizontal flute has an embouchure plate and aper?
' ture_in the cylinder itself. The player blows across thé

'S

. forms of the horizontal flute had cumbersome tone holes
and, kéy mechanisms which created both: technical and
amushcal mblg'ns, ‘but Boehm’s- cylindrical-bore metal
flute and his rearranged fingering systém did much to”

L. solve thern , 5 ,

intonation, and dynamics of the sound he produces. Early

blow11 model and the horlzontal or tfms‘.verse model The"

¥

.- apérture at variou$ angles and thus controls the timbre;
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The mgtr’umental music t t*hg;,,_ﬁfﬂl probably be most con-
~ cerned .with the C flute, although other.menibers of the fam-
'1ly are also worthy of note. The C flute has @ practical range
"of c* to c? and is.a standard member of the- wgndmef Section_
in a band or orcbesjra The C piccolo, which- has a practical .~ =
srange of d* to ¢4, sounds an octave higher and adds brilliance

. to the ensemble; but it is_ not equipped with luw ‘C and C#
*keys. The instrument comes-in wood, metal, and plasti¢.
Some professional musicians prefe the wooden piccolo be-
-cause of its mellow tone, although the. instrument- is sensitive
to sudden changes in temperature and tends to develop water |

. ‘bubbles if the bore is not well oiled. Others find that piccolos
made of_silver are more responsive. In general,” plastic or
metal piccolos are the ones most dften used in schools. For a
number of years, the Db piccolo was preferred for bands be-
cause it dﬂurﬁed a greater facility in some keys and had a
somewhat brighter tone; but durmjﬁ the last few decades, it
has been_almost completely replaced by the C piceolo. Some

. teaihéra have uscd the hb flute ssfully with very young

‘minor thn(l l' 'Er tlmn the

£

-

mﬂlv th&re are two H
. plti;h the alto Hute i’ G dnd thg hdss ﬂutt in C. Alt]mu;,h.
some professional performers use the bass or contrabass flute
.in solo and ensemble plaving, the instrument is rarely nsed in
Elementdn dm] secgndan sc]muls 'lhe .dtu ﬂute is ;L]H(‘ u&.t’d

5trumt'nt are hc;ﬁmnlng to d[‘)pt ar more hre qm nt] in. mnlu e
tml repm toire.

[ s

S LECTTC)N CARE, AND REPAIR
Advanced students and pmie ssional musicians © ;l.tH‘ pr
_attist model flutes and piccolos with sterling sitver bodies,
white gold springs, and—on instrumients m.ulc‘ by hrnd-—
silver-soldered tone holes. In selecting an instrument for high
school use, “the following specifications should theretore be
considered as minimum réquirements. The flute should have:

e A nickel or German silver body \\gth silver plating.
Ribbed construction; ™ . . ,
Rolled or beveled tone holes; 7 - e
Stainless steel—or more recently, nylon—serews and
rods; - ’
anaphoruus bronze sprm;;s

o . 2 13
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" Drawn tone hole sockets; - . .
“e Bladder pads; . .
" @ -Forged'keys; ; ‘. o
: e Aclosed G# key; | : R T
i e Keys and/or rings of even height; .un:l v
; s A seal;l]ess body, construction. oot E

1+ In addijtign,” if the piccolo has a slight bro: ldt‘ﬂllu% in the hore,-
- it will produce. a mellower tone with ﬁlt‘ilt(‘ hl(;ndmg power

HZJD if the bore is ktl‘l(‘tl\’ evlindrical. :

: Manufacturers list a number of options for the flute, some
of yhich are detailed here: ‘
Ye A low B LE\' S - _ .

» - This is recommended for 'ﬂ”mu*d students and.pro-

“fessional musicians because, it increases the range of”

. the instrument, gives extra résonance to the lower re-
gister, and adds resistance. .

=7 e An open hole or Freneh model] .

The open hole or French model offers improved into-
nation and response, las been used successtully with be-
- ginners, ind encourages correet hand position from the
B start: \n mwt or in- lmv ( L(\ ;mnthv wise option, is

+ oo alvild

s

The manufactur-
ers also suppl\ p]m,,s llmt can be used tt‘mpm.ml\ at the
discretion of the teacher, hut.most students adjust so’
quickly to the open holes that there ittle ndéed for
plugs. (A n is o valuable aid in developing correct
finger position.) - ’ . .

. e A sterling silver head )mnt e 7

Solid silver produces a richer. more colorful tone; but
it is.also more expensive. This option should be carefully’
evalnated in terms of comparative responsivencss and

cost. : i

Regardless of its p rticular qualities, Thowever, a flute or a
piccolo should always be' tried by an ilr_cumphshf 'd flutist, if
< possible, and—in thv case of seumdh*lml instruments—
further examined by . “before thé pur-

chase is made
: ()ni:(' a sii
ed in pmpm wm]\mj, c(mchtmn The ﬂute» OF [lll;‘
.sh(mld he enclosed in its own case whenever it is not in
In order-to prevent the case from opening and/or being
tlmppud it should be locked and carried by the handle, If it
doesn't have a handle, the case should be placed in”a 'sl!'npl(_
. outer covering that has one. L.nn\.is covers complete with

- id s
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i
i
AL
I
!
,

similar cleaning agents to experie

' | |3

“handles and made to fit over plain cases are Teadily available, .

and well worth the price.” - : ’

In assemblmg and dlsasacmhlm thE matrum&nt each sec-
tion should be gripped about the neck—nm(‘ on thi keys or

rods—and given a gentle twist.” ‘Keeping the joints free of‘

icky grime will facilitate the process and further proteet tlie
ument from lmrrm In dddltl(}'ﬂ the mte:: ior Qf thL ﬂute or

'hbed w1th i stnp (jf 'Imnlmtmgﬁ (lnth or
chamois ‘which has been threaded through the eye of i clean-
_ing ‘rod-and thén wrapped around its length to- prevent any
scratching of the metal surfuces. A piccolo should. be treated
.in the same way, using

- colos. Occasionally, an annoying. bhubble will form under_the B
key; but the moisture can usually be absorbed with a piece ‘of
fine paper or thin cqtton tow lm;ﬁi It it becomes necessi ary to
“remove the, in the head joint, the cap should be un+
screwed and the cork removed Sfrom the body i‘llt[ because of
the parabolic shape of the joint. 'y

It is best to wipe the outér surfuce of the instrument with a
soft, untreated clofh and leave the use of silver polish and
d repairmen. Any sticki-
ness on the pads can usually be removed by drawing a picce
of fine paper or a thin, damp cloth between the depressed
key and the pad; hut stu]lhmn ccases may require alcohol or
lighter fluid as a solvent. It is imperative that both joints be
kept free of grit and dust. Cork grease is designed for use on
_the corked joints of wooden piccolos and is not recommended
" for.metal joints, although it can be helpful in easing a bad fit
until a repairman can make the necessary adjustments. Joint
¢ protector caps are sometimes available— -but these were origi-
nally intended to protect the case (from grease around the
* joints) rather than the instrument, and are no longer provided,
by some manufacturers. Fvnududll\ the instrament will re-
quire oiling; but because too much oil catclies dust and gums
the action, the following cautions should be observed:

e Hold the instrument in a vertical position.

~® Place a miniite drop of oil at the hinge of cach kev. ‘o,

o Carefully remove any excess oil,

Minor maladjustments can usually be repaived with the
sma" tools in a jewelry repair kit. The screws which govern-

I a1 : .

ill strip of thin, nonlinting mate- -
rial attached to a rod specifically designed for swabbing pic-
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the height and scaling of the keys can be adjusted with a
: 4 y s Yo TLow y N y
jeweler’s serewdriver and, il necdssary, held in place by a
drop of clear nail polish. (Nylon screws appear to be less af-

fected. by the vibrations produced’when the instrument is
plaved.) Finally, as the cork- tabs and Jevers inevitably wear
thin, they can be adjusted temporarily by building them up
again with strips of niasking tape, scoteh tape, or gummed
‘envelope stickers, . . :
| TUNING PROCEDURES . ' |
. 7 Before the student attempts to tune . flute or a piceolo,

J ¢/he should warm: the instrument to plaving temperature
4 cither by playing it or by Blowing air throngh it on a silent ¢!
P fingering. Tuning adjustments are made, by pushing or pulling
Lhe head joint iw or out of the body. Because, at its shortest
Tength, ot flute will play slightly above “the a! —440 cps, it is
advisable to extend it about 1/8” to a kst position and then
begin the tuning process. When the head joint is pulled .
slightly,” the instrument tends to be in-better tune with itself;
and the cf? is flattened and improved in resonance.
© I the instrument responds poorly, or i the octavesiare out
of tune. ‘the position of the cork in the head joint should be
P checked, Measure 17 mm. on the handle of a cleaning rod for
flutes (or 9 to 10 mm. on the handle of a cleaning rod for pic-
colos), mark the spot, and-insert the rod into the _,h'nre until
the end touches the cork. In proper adjustment, the mark will
appear 4n the center of the blow hole. If the instrument is not
adjusted properly, loosen the cap and move the cork untjl the,
. distance between it and the center of the blow hole is con-
- sonant with the mark on the cleaniig rod. - o
‘A flute should be tuned to either A or Bh in the lower two
octives, andthe fifths in between. To avoid the student’s
“lipping” the instrument into ‘tune, lrave him/her approach
the tuning hote by moving up and down thesseale.-Oncee the
e e is generallye i tune, minor adjustments can -be made by
< altering: o ’
e The shape and size of the opening between the lips,
‘e The direction of the air columm, and/or ‘
e The velocity and volume of theair supply: ‘ '
but ‘the‘changes must be related to the register and the
. dynamic level being played. R . :
“One br moré of these alterations can also Ie used to correct
the aberrant. piteh tendencies of specific nates on the instru-
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ment,. A djscussion of-these notes, with an accompanying
chait, cain be found in Frederick Wilkins' The Flutist's Guide
(see’ brief annotation in the Selected Resource Materials list-
“ing at the end of this chapter). Changing the direction of the
air dolumn can help to solve another problem as well. ‘Begin-
- ning flutists often play sharp in forte passages and flat at the
© piano level. However, by dropping the lower jaw and blowing
- more into the bottom of the embouchure hole, the student
~can correct the sharpness of his/her tone, and the opposite ac-

~ tivity will avoid flatness, © o, : -
II. Method Criteria
.According to many professionals; the young flutist’s chief

difficulty ‘is ‘inadequate breath support: and this, “in turn,
»cduses a number of problems with tone quality, “intonation,*

'

- and phrasing. For this reason, one of the most important
i items to consi
| of useful material on the mechanics of ¢qrrect breathing and

der in selecting a method book is the inclusion

tion;

| posture, accurate phrasiag, and related detaifs. In addi

. the ideal text for individualized group instruction shonld have:
| 5 : et Bloug ) - ,
i ® A simple, uncluttered f(jn-muggvit.h strong appeal for

students? )

‘@ Accurate and comprehensive fingering charts, photo-
graphs and’ diagrams: of such fundamentals as plaving po-
sition, and othen visual inaterials: - )

® A suitable balance between high quality solos and etudes:
e Clearly presented scales and arpeggios: ’ :

e Ample material for 1 emble playing; o :

& Regular uand effecti o1 ent in such areas as fun-

damentals, special fing and” the achievement of
= good tone; and ) L
Occasional reminders of the virtues of consistent practice
\1ith an analytical approach. _ ‘ N
Because few .method hooks are entirely appropriate for a
given student/teacher combination, it will be nece
supplement almost any choice with other texts, prof
resources, teacher-devised materials, ar

ary to
essional
nd oral directions.

Self-teaching manuals are’ especiallyvaluable in this respect,

because they provide tontinual reinforcement of new -
rhythms, fingerings, etc., through a variety of musical exam-
ples, ‘ -

Instructional muiterials for advanced levels of study should ”
include a fairly extensivg exposure to the standard flute reper- -

5% 7
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At:cnrdmg]y, thx: iﬂat{‘rl.lls should contain representative
selgc,mns from the major types and periods of composition,
m:‘:ludmg solos, ensemhle 3 .md orche str’l] excerpts.

11l Teaching and Learnmg
BEGINNING LEVEL .

5 N ’%\i . . )

A student’s chances for success in” playing a musical instru-
ment are closely related to his or her work habits, scholastic
ability, interest in n ;, aptitude for it, and to some extent,

whatever experience s/he may have had with preband instru-
ments. Performance on a ﬂlltL or piccolo can also be affected
( "buck teeth, a protruding
formation of the upper lip,

by such physical charact
jaw, a teardrop or “Cupid’s bow”
and wrinkled or severely and Arequently cha In gen-
eral, students with one or fhore of these characteristics will
7 prph.ll)]v clivose another indtrument;-but if tihkg. really want to
ot p].u the flute and it they/receive proper instruction, there is
no reason why these plly sical t:nndltmn% should prevent thLm
hum plaving well, :
‘1t is wise to have stfidents begin’ their lessons with the ]16:.1(1
joirit. alone, learning to blow gnd tongue in two registers.
Faur notes ure posfible—two with the end hole covered; and ¢
< . two.with it open —and more ;Al' Jbe produced by pa tially
" covering the hold with a finger, or by sliding a finger in and
out of it: When Ahe student can mltx%!;l,(,tml] - produce” tones on
the head jointy, s/he will be ready to \\mk with the complete -
instrument. :
_ HFTechnical fproblems in ]1&1 vears are nftcn%ln result “of
; Cawkward plwing positions established during the first year.
From the Aery beginning, then, the student should work to-
ward a fldte grip which is natural and well balanced between
contact Hoiuts, If s/he places his/her thumb. .mpmunmte]v
“under Ris/her firsg and second fingers, the fingers will curve
v to touch \he cepter of the kevs. Contact between the
of the right index finger and the key rods should- be
avoided. Proper positioning of the flute” joints will also pro-
mote a correct grip, and this can be accomplished by aligning
. both the embouchure hole and the key rods nf the hmt joint
with the center of the body keys. . .
In addition, he;‘mmng flutists will have a ;,,rt.ltu chance for
success if their music stands are placed nt eye level; if they
Fm\e fuldmg stands for plkutn;mg .1t lmme E;md if there'is

o . ‘ .- . , . v .
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enﬁugh spa@ in ensemble scatm;ﬁ, to enable them to extend
- their flutes without interfering with other players or instru-
. ments ,

Fmgermg ~

Durmg the first vear of study, special attention shmnld be -

gﬂ'gn to such recurrent problems in fingering as:- SN

_e f#tand f$2—which should be played with. the third

- finger of the right hand, not the second;
> . wbbland b bgs-swhlc-h shuu]ﬂ be- learned as a r-and- l fma.
., gering; and __ ‘
| - o d? and eb2—which are often pl.uf-d with hrst octave fin-

B gerings (left index finger down), a situation that can he - -

avoided by ]i‘ftmg the left indéx finger in each case. .

\ * -

*Il‘:' lf — Z D'()ii
N =T E’z — A
S—Hot—————— 11—
®okey: B:BE* B: B
ESAE N Sotut S SR &
E'Key 3. EPE Ef I LF

* This might be taught later as an Althatc hngenng pat-
tern when Bb is nut preceded by {43, b1, or b2,

Additionally,  the student should:

e Guard against the liabit of using second octave fingerings
played -as ]mrmumu in phcc of true third octave finger-
ings:

e Prevent poor qudhtv and intonation on thé f#3 hyereleas-

~ing the left thumb'Bb key; and ]
e Remember to depress the Ep kev wlth tm@er of

the right hang far e!, {1, and f#'—especially when the
are El‘t‘%i’di‘l y el edl ord!

|
S A - i‘

%l | - — Y [ ] : —
. D) B B:B: B: :
Y BT EF§ :
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A taped “X” or some other simple outline drawif' on the of-
fending fin%‘é(—r in the instances degeribed above can serve'as
an effective visual reminder. " o

B Breath i;ﬂzl'tral e . )
o Beginning flutists often find it difficult to sustain phrases of-
reasonable length, “either beécause they inhale through the
nose rather than’ the mouth or because they use a lip opening
that is too large. Explaining that air can be,inhaled mgre effi-
ciently  through the mouth and using the analogy of a.water
fauceB to convince the student that the airstream.must be nar-
‘rowed to avoid “draining” the lungs before the phrase.ends ~
could be helpfyl in solving the- problem. In addition, the
teacher might help the student to'develop more efficient
breathing patterns throtigh specific exercises ‘designed to in-’
crease his/her:” * \ L y N
o . @ Knowledge .of forced expiration volume,.and ways to in- |
crease it; . R -
e Ability to ¢heck his/her own forced expiration volume; .
e Kipesthetic awareness of the difference between breath-
ing with the upper portion of the lungs alone:and breath-
4 ing with the lowérlung areas a$ well: O ~
« Ability to expand and. contract the lower portion of fthe .
- lungs during inhalation and exhalation; - P
Kinesthetic awareness of the ‘proper movements of the
"lungs and abdomen in diaphragrhatic breathing; -
Ahility to breathe di%’:’f)hragmatmally; _ !

E]
'

Ability to prolong and ¢ontrol expiration; and :
Ability to apply more_efficient breathing patterns to;play-
“ing the flute. - '

¥

T -~ = N B * B
- : i = g 4

Articulation ‘ o , !

Another. difficulty 3 :
tongue. As indicated above, the.throat and the mouth cavity
are much like a water pipe with the lips for an opening and
. the tongue for a valve, Accordingly; the proper placement of
- .the tip of the tongue is just behind the upper front tecth at
the gumline. To presefve tonal continuity in articulated pas-
. _sages, the player must supply. a continuous stream of air by
" letting’ pressure build behind the tongue and then releasing .it
slowly (or quickly, when appropriate) by drawing the tongue
’ . back. As it becomes necessary to produce longer, well-. .
' c:onnec:'tegs- phrases, students should be'encouraged to push

S50

dor -beginning flutists is the use of the -

¥
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the ‘air ahead of thei\fingers down the length of the flute or
spin the air through ‘the’ instrument. Verbal descriptions of
this type might help them to grasp the concept of aggressive
projection of tone, and therefore prevent such habits as: .
‘e Tonguing between the lips (except when nceded foi a
rare, sharp attack) and . "
e Constricting thie throat or closing the glottis,
- The syllable tah is normally-used for articulation, but dal
~orlah has a softer sound and is preferable for beginning les-
- sons, It virtually climinates -hard, explosive attacks; produces
 sinoother legato effects; and lends itself to fast virtuoso articu-
+ lations in later~studies, because the speed of the notes gives
_the impression of staceatd whif&- the softness of the syllable re-
/tains most of the tone. For slower staccate. _passages, tah or_
i any other open-vowdled sound will be sufficient. Only rarely
7> should a tongue-stopped stfccato such as taht or daht be
# .used. For even when composers write staccato markings on a
score, they usually envision notes that start with.clean” tongu-
ing and end in a sudden decay of tone, and these effects are
best produced by simultaneously pushing the diaphragm and

releasing the tongue. : /
L ) ﬁ
Tone Quuality : p

" " Helping students to achieve a good quality of tone with
their flutes or piccolos is one of the teacher’'s major
concerns—ifor if the tone is underdeveloped, the notes will be
out of tune, the third octave will be shtill, and the first octave’
“will barely clear the podium. Poor tone, particularly if it is

- localized in a range of notes, may be caused by leaks in the

" instrument. Since the problem often stems .from the ight-
hand keys, it van usuallv-be solved by making screw adjust-
ments which raise or lower connecting ke Replacing a few
of the pads may also help; but complete repadding by a com-
petent repairman is generally a hettes solution—especially
~when the pads are-made of plastic, because they tend ta stick
with age and do not seal well. In, this ins ance, complete re-
placement with a bladder pad is the best altéernative. ‘

Tone quality- can be improved in dther ways as well. For
example, if the tone i6 small and flat in pitch, the student
might turn the instrument out to uncover more of the aper-

. ture and increase his/her breath support. If the tone is loud
yand rough, 's/ht is probably overblowing and should he able to
{CD?FEC( the situation by dropping the jaw a bit and directing

s =,
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"each of the thre

‘¢common rhythmic patterns. Since these principles are closely

e

the airstream more deeply into*the flute. The “breathy” qual-
ity in tone can be lessened by a.careful focus/that adapts to

teeth, and pulling the upper lip down will add more edge to
the low register. The sound of leaking air, a less frequent
symptom of this characteristic. shoyld be elnnmatul experi-

mentally” by having the student watch, his/her .mstr(mm in a

mirror as s/he: 7
@ Raises and lowers the end of thi flute:
e Turns the instrument slizhtly inward: o ) :
e Places the embouclhive =letv higher and then lower on
the*bottom lip: and :
s Moves the ﬂutt i 11%* to Huz lelt
If the student has a Cupi®s bow, or if his/her upper lip points
down a little in the middle, s/he ghould either slide, or rotate

5 -

the flute to the left in order to take advantage of the natural | -

curve of his/lu'r mouth.

\IHHU:‘HHIH}J -

Of equal hinportance to lv;'.nan, the technieal m-.pc(t'-. ()f
plaving the instrument is the (lf,\glupmi‘nt of musicality. To-

avard this end, students should be exposed to fluter literature

during their very first year of study through simple melodies
and folk Tunes, easy s.nlus with piuno dgcnmp.mnm nt, and en-
sembles. The ensemble . material, in ‘particular, will provide
them w
rhythins and of the [lltl(dl nn[pmt ance of tuning and accurate
intonationr.

Within the ﬁlst vear, studcnts should learn. how to tune
their flutes to at or a2 for orchestra and, to bp! or Bbp? for band.
They should also learn how to read kev signatures and
accidentals—and at the same time develop an understanding
of half and whole steps and their relation to major and minor

th lL‘.ll proof of .the crucial 1nt(1dcpcn(lv; nee of

¢ registers. Reducing the size of the em-
bouchure hole, tucking the corners of the n’muﬂ\ hetwe&n the

7t

seiles. In addition, they should grasp the concept of heat and.

understand the rek m(m\lnps of downbeats and upbeats to

related to note values, rhythm, meter, and meter signatures,

_fhey should be de \e]()pcd umcurn‘:ntlv in_each student’s

the task at hand and an intellig

overall learning plan. -

" From the very beginning of their lessons in f]utP students *

should form the habit of practicing daily with full attention to
ent .lppumth to troubleshoot-

22
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_ tonation, and tone quality.

ing in techni(‘allzy difficult pexfts, In other words, thf:.y should

think while doing; and the results will gradually make them
aware_that hard work pays, if that work js done with consis-
tency and care. They should. note and Tollow .all directional

signs. And they will need to “tune in,” analytiéally, @n their

own playing. In this electronic age, tapes and 1ceords can
provide excellent ‘opportunities to analyze both student and
professional performances for musicality, rhythufs, pitches, in-

Most' method books inclide ‘examples of simple rnusical -
forms:- sych as binary forms, ternary forms; rounds, theme-
and-variation forms, ete.' Since musical style generally appeals
to young flutists, the teacher caii easily-discuss mood,and the.
effects of tempo, dynamics, and articulation upon it. And if
the discuisions, are ‘reinforced by the students’ attempts to

- render the composer’s wishes as accurately‘as possible, even

in early practice sessions, they will soon develop a firsthand
knowledge of the effects of.these elements an thé expressive

~ nature of the misic. Beyond this, the students’ natural -intel-
~ lectual curiosity should stimulate' questions and additional ac-
tivities through which they can learn more about the nwusic,

the composers, and the firt of plaving the flute.
INTERMEDIATE LEVEL . . - F 4
Fingering . S )
Alternate fingering patterns can be very effective in helping
students at the intermediate level to meet the demands of

_consistengy and increased facility. Used with discretion, the

second trill key can be a helpful addition to the e? fingering,

particularly at exposed piano dynamic levels. Adding the fin-

gers of the right hand and the third finger of the left hand to

the c#2 will lower the pitch and give it resonance, but stu- ~

dents who have difficulty with this pattern will find that
nearly the same results can be achieved with the-right hand
alone. Using the second finger of the right hand, rathei than
the third, will make the f#! and the 32 more accessible when
they are preceded of followed by ¢ in rapid passages. *gimi-
larly, the double-thumb Bb can be helpful in gaining, 3
in flat keys, althonugh this form is awkward ch‘fci‘nmgcn
auxiliary Bbkey played with the side of the right index, thger:
is useful in chromatics and i such combinations as b b bp
to g. It'is light in agtion, and less demanding of perfect®co -




=

be remmd&d thati fpr ;fLLUI’;ItE m_tmmtmﬂ
are generally reserved for trills. ~

Ar‘tmulatmn

Durmg their s&cnnd or tlnrd year;:
-duced to compound tonguing. Because s
a staccato effect in double or triple téngl .‘_atht m)tes s
» . in fast passages must be played legato.or it 5pllttérln% mund '
will rault The effect can further be .lvmded bv pr tum{.i a
IT:.‘];U{E duh "uiz or tluh ﬂuh cluh :;lawlv { wit

ronome. .
T In order to coordinate the .uhustnle*nt f thta emhom;h
changing notes and registers
tion with regard to s]urlm;ﬁ

ihr' ,;1E -thé

airstream, rather than hlmvm;_, hf:twe

- notes, * . | :

P

-.Vihr’at@ ’ » e

“Since the production of \lhr.ltﬂ involvbs. the proper use of
mus;l;s in the diaphragm and in thc-ﬁhnmt students who

master- the technique generally improve Fh{‘ll‘ tone. They also
~develop their ability to play controlled crescendos, decrescen-
dos, and:dccents by using the diaphragm|to’ pump gusts of air
through the throat in a hufling manner.| For this reason, in-
termediate students should receive the groundwork for vi-
brato whenever their basic tone is secure!

Exactly hoic vibrato should be le.mmfl is still a u].ltte of
discussion among competent flute -instructors, the chief.con-
cern hemgﬁ the .lvuul.uut‘ of either of two results—a fast,
nervous, “nannygoat” sound or a slow, |labored vibrato. Ac-
cordingly, the student. must come to understand that vibrato
evolves from a straight tone to a periodic Ructuation of pitch
and volume that produces the charactggistic sound from whi h{.g
the term vibrato is derived. In order to build a mature vi-
brato with six or seven regular fluctuations per second, s/he
might-begia by using the dlllphrllgm to produce two or three
slow, powerful pulses of air per second—with wide variances
of pitch, and volume. The student should then develop the
iﬂuhty to prodice pulmtmx&s with the n{uscles of the throat.

| '
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- This might be accomplished by coughing into the instrument

.at regular speeds ‘of four, five, or six times per second-—
withaut moving the diaphragm. The result will.he a series .of
brief, choppy sounds in an abrupt on-and.off pattern. Done
properly, the movements will soon seem natural; the specds’
will increasé® and the student will gridually”combine the twe
types of pulsation until the resulting sound is a mature vi-
brato. At some point in his/her learning-dctivity, the-student
should be encouraged. to experiment with the technique in °
easy, lyric solos at two, thxee, or four pulses per 1-beat note.

- Some teachers "have found that a whistling or singing ap-

-.proach of loud/softs on tied notes is useful in helping students

to grasp the concept; and live and/or recorded examples of
fully developed vibrato produced by the teachér, by, fellow
students, or by professional perforicrs-can be very effective
either in and of themselves or in comparison with the
leariier's own attempts. T '

Towe Quality

~The intelligent application of some basie principles of tone

production to the position and feel of thé instrument should

enable students to avoid many of the pittalls of flute-plaving,

For example, the flute should. seem to hang from the plaver’s

lower lip; for if there is too much pressure on the lip, there

will be.a consistent lack of flexibility among the registers. In
ition, cach of the Three octaves has a special embouchure

position and feel: » R " .

e Above ¢ the corners of the mouth should push forward
to form-a small, flat. oval aperture which intensifics the
air-colomn and directs it dpwn toward the opposite qdge
of the tone hole, . = ”

In the middle register, an 0]
lated yawn or aht will prov
~and enlarge the lip opening a hi
@ Below ¢2, the corers of the mouth should be stretehed
and the upper lip pulled down t(‘) form a wider, slitlike
opening which directs the airstream almost horizontally

| acrossi the tone hole, thus creating “edge™ and carrving
power in the weak uppbr partials, '

If the student wears orthodontic corrective braces. s/he will

encounter special problems with the flute. These can be les-
sened by relieving the pressure of the instrument agfinst the
lower lip und attempting to control 'the tone with the upper

L 1

a7 relaxed throat in 4 simu-
B the necessary resonance
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liﬁ) and thé of the mouth. The sensation will be like
“pointing” the llp% to play. In event, students will benefit
most from learning how to prodieedthe best tones with 'their
instrument thxuu;,h their own f!xpenmcnts in handling it.
Suggestions for coping with this plﬁl)lem are included. in (}l=

thodontic

licationdescribed in the General Resource Listing on p. 148,

As(;endmg_, slurs to e®and f#2 are a frequent souzee ‘of frus-
tration, These notes speak more easily if they are plgn ed with
an opén throat (as-in singing awlh) and a wnler opening of. tlm
jaw. Practice 'in harmohics 15 a nseful mmvd\ ¢ ‘Jmples
are available in many teaching texts: t |
is much mor¢ fun, and the activity l)ln\’li]f_‘ a bonns in ak]ll

development as well

Musicianship ' .

. As “the students encounter music which demands greater,

degrees of finger faci they will need special help in order
to improve both dexterity and speed without_dissipating the
qtm];t\’ of toue through <in overconceent tion UJI the hng_,f:ls
The nu_-tmmnm- is a nseful aid in controlling the development

of speed. Tt aan ‘be set at tempos, which are compatible with
the s’tudvntrs level of achievement, and then reset for faster:

speeds in small and uniform gradations: or it can be set to
click in subdivided.tempos, such as 4/4 time conterted to 8/8.

Thus, with the tcacher’s unremitting care about the quality of
“tone, the students can use the metronome to establish their

g . x . .
own goals, to measnre their own progress, uand to motivate

“their own activity, There are other wavs of impmving-st]l-i\;lvré
ity and speed. These include changing accents, changing
crhyvthms (dotted to even or viee vers
~backwards—

a), and practicing
a technique which works especially well with as-
cending scales or passages in the third octave. It is done by
playing the Last two notes of a passage, then the Jast three,
the Last four, cte., until all the notes have heen plived in that
NEnCeT.

Because of technical [l!()l}ll ms and schediiling, the students’

first exposure to ensemble work is often limited to plaving
with groups of fellow flutists. In subsequent years, however,
they should gain experience with mixed woodwind ensembles
and representative solos from the important periods of musical
composition. Fortimately, there is o great deal of appropriate
literature trom which to choose. 1 :

7
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and be able to‘apply the following elements of music: -

° "Major, minor, and*modal’scales and arpeggios;
Chmmatn: scales encompassing the entire prai:tlcal range;

‘. The IBth century triad system.

“.cate beat subdlwsmns The appllcanon of voice- leadmg as it
~ affects the use of the sharp or flat accidentals, the recognition
“and apphcatmn of double flats and double sharps and the sig-
*" nificance of dynamic contrasts* are all pertinent at. this time.

Finally, the students should become familiar with the chief

- forms of classical music (sonata- allegro, concerto, 'symphony,
et¢.) and have some degree of appreciation’ for the use of vi-
brato, tempo, articulation, and ornament in the interpretation

At ﬁ‘lé 1ﬂté1‘*meaiste»lé\fel the students should understand

They shfmld alSD be ready For less common meters and more v

s

of four lTla_]Gf styles: Bamque Classlcal Romsﬁtm and Mod- -

ern. . 4

At some point. in -their work, the - sfudents should be ex--
posed to other flutes, ** both anment*and modern, and to

smnlar or related instruments in the nDnWEEtem world

o

,‘-ADVANCED LEVEL.

In helping his or ‘her students to become. a;comphshed :
* flutists, the instrumental music teacher will gradually change

_his’/her role in the léarning process frem instructor to
catalyst—particularly if s/he is not a flute specialist. In the
difficult but infinitely more valuable role of catalyst, s/he can
assist his/her advanced lével stiidents by encouraging them;
by exposing them to high professional standards of tone and
musical style through tapes and records; by helping them to

" identify and secure additional resources (including human re- .

" sources ahd a variety of opportunities to perform), when and
where they are needed; and by maintaining quality control

through continued reinforcement of the ever-important fun-

damentals of flute technique and muslualshlp, o 7
_— S e &
* Electronic uqual ajds kar: 1t possible for thE student o lears. =

dynamie contrasts through individual and/or group activity.
** The 112-page, illustrated checklist of the Dayton C. Miller o Iection

is useful for this purpose. It is available without charge from the Music Di-

. vision of the Library of Congress, Waslu ton, D C. 20540. LQC.A] tesources
' shnuld also be utilized. - ‘7g .

¥



- Tone Quality and Intonation _
* “Advanced students exhibit periodic regressions in the qual- -
" ity of their playing, which usually means that they have for-
gotten to apply one or more of the following principles: - ‘
e The lower lip should cover approximately one-third of the
-aperture ingje first octave, and no more than half at high
extremes of range. S -

e The lower lip should be rolled out over the aperture.
e The corners of the mouth should be pulled down or in
between the teeth; with the jaw slightly open._
e There should be little or no pressure of 513 flute against
“the lower lip. " 7 A o
e In the low register, the upper lip should be extended
. downward to form a flat lip opening. - =~ T
e In the high register, the ipswshou%d be pointed out over
the aperture to form a small, round opening which di-
rects the airstream down toward the opposite edge of the

. hole. :
~ @ The lip opening should never be wider than the em-
bouchure aperture, and always centered above it. ,
." @ The throat should be open and relaxed. in. order to pro- ,
7 duce resonance from the head and chest (as in singing)
- . with support from the diaphragm. 7 ,-
e Air pressure should be steady in the low register and in-
creased in the high range. )
The lip opening should vary 'in size according to changes’
in volume, growing smaller as the dynamic level lowers
but maintaining air support at all times. '

Advanced level students are generally capable-of learning
some of the.special techniques of virtuoso flutists. For exam-
ple, pianissimo, attacks in the high register can be facilitated

y by starting the tone. from the lips-as puh—so long as the

- technique is applied judiciously. Flutter-tonguing, which is
scored in some 20th-century music, is another possibility. The
extjeme control exhibited by accomplished performers on di-
minuendos which reach the ppp level can be achieved by
gradually slowing the vibrato to a complete stop before the
tone ceases. Finuily, the student can produce a dramatic
morendo by pushing the foot ‘end of the flute away from his/
her body as the tone diminishes, a technique which also helps
to prevent the pitch from sagging. '

‘The special effects produced by pfd'fessi‘onai perforniers
inevitably require a greater use of lung capacity, more effi-
cient breathing patterns, and prolonged, carefully controlled




tion. Taking. two quick breaths instead of one is an -
«method.of securing the amount of air needed¥for long
nd there are other ways to develop forced expiration
me." For example, students might pretend that they are
ng.small. tornadoes . inside their flutes in the form of ed- =
of air that produce the tone. The airstream developed by
essional flutist blowing f3 at a dynamic level of fff was

ce clocked at, 100 m.p.h., which is hurricane speed!

Ausicianship - , -

\dvanced level students. should expand their repertoires by
lding standard orchestral flute solos such-as Debussy's Af-
ernoon of a Faun, -Brahms’ Variations, and Stravinsky's The
Rite of Spring. At the safne time, they should become increas-
ingly aware of musical form and develop a greater sophistica-

tion in their understanding of it; and their knowledge of -
theory should include the fundamentals of serial music and
" atonality, ~ . e ) o :
- .- Before their work at the advanced level has been com:- -
= pleted, the students will have become flutists in fact as well
--as in name. They will identify with notéd.performers
. throughout the world and perceive their contributions in
“terms of the unique. coloration and timbre of the instruments
. -they play. They will begin to understand that performance is .
one of the highest forms of communication; and.‘when this "
happens, they will feel a sense of fulfillment in their own
playing and ‘the conscientious rendering df the composer’s
musical intent. They will seek opportunities for solo, small
ensemble, and orchestral performance; and their personal li-.

brary of records, books, and-tapes-will -grow—as-their-reper—-——--

‘toires grow—in quality as well as in number.
. A Lt T I

~IV. Selected Resource Materials .
BOOKS AND PAMPHLETS '

Bate, Philip. The flute: a study of its history, development, **
~and construction. New York: W. W. Norton and Company,"
- Ine., 1969. - :
Berger, Melvin. The flute book. New York: Lothrop, Lee and

Shephard Company, 1973. - . - -

Written for .young flutists, with appropriate vocabulary,
diagrams, and photographs. Contains pertinent information
: . [} .- LY

=%
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on the care and assembly of the flute, acoustical principles
of tone production, iritriguing stories about flutezmaking -
and flutists of the past, ang modern career opportunities. |
A Boehm, Theobald. The flute and flute-playing in ‘acoustical,
© %« “technical, and artistic aspeets; 2d ed. trans. by Dayton C.-
. . Miller. New York: Dover Publications, Inc., 1964. pa. = &+

: Contains detailed material about, the instrument ‘and how
it should be played, plus biographical notes about-Boehm, a.
list of his musical compositions, a short bibliography, and

. more than 50 musical excerpts and illustrations. . ‘

’ Chapman, Frederick. Flute technique; 8d ed. New York: Ox-,
.+, ford University Press, 1958, Drcier from Oxford University

' Press, Inc., 1600 Pollitt Drive, Fair Lawn, New Jersey

07410. , EE N

Includes an extensive listing of chamber music for flute.
The Dayton C. Miller flute collectian: a checklist of the in- -
struments, ed. by Laura Gilliam and William Lichten-
wanger. 1961. Available without charge fram the Music Di-

vision of the Library of Congress, Washington, D.C. 20540.

P Contains a complete and informative degeription of the

- - instruments collected by this famous. physicist, including

 specific antique flutes. | ' ‘ .

Delaney, Charles. Teacher’s guide for the flute. 1969. Availa-’
‘ble without:charge from the Seimer Division of the Mag-
navox Company, P.O. Box 310, Elkhart, Indiana 46514.
40-page pamphlet. ) . ' ,

~ Uses concise text, illustrations, diagrams, and fingering
charts to present techniques for. playing the flute. Includes
a discussion of the production of vibrato and its application
to music, with exercises and musical examples that are
-~Jueid. ='B§l~'a]l"k¢;—1§£mphys-{;*(»}zf,rte,xixxs,:‘;rgia reseutative. Jiterature, a
studies.’ o - ,

. DeLorenzo, Leonardo. My complete story of the flute: the in-
strument, the performer, the music. New York: Citadel ..
Press, 1951. i : -

Contains memoirs of his life as a flutist] a teacher, and a
composer; short biographies of contemporary flutists and
performers in the past: ind a brief discussion and. history of

. the flute. S c o

Educational materials ‘on flute-playing and pe'rfﬂmqi’lhce.
1971. Agailable without ‘charge from W. T. Armstrong
Company}, Inc., 200 East Sycamore Street, Elkhart, Indiana
46514,

Free ps

nphlets on taster lessons hy. Cavally, alto flute
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ture, flute ‘care and maintenance, comprehensive trill -
rings-for flute (Cavally), flute tonguing and articulation;
osition “and balance, 'vibrato, tone production’ and reso-
e, the piccolo, and building a flute repertoire. - = -
1:0150 available: The Flute: A ®ollection of Educational
Monographs. ~ . T
itzgibbon, Henry. ‘The story of the ute, being a history of
the flute and ’gerything Eﬁﬂé&ieﬂ fmth it, 1952& ‘Avéiléblef
~from Finch Press Reprints, 337 East Huron Street,  Ann
Arbor, Michigan 48108, S e
Contains a discussion of the historical aspects of the flute,

-and lists-of music written for the instrument. .
-Franz, Frederick.. Metronome techniques. - 1964.. Available

from the ‘Franz Manufacturin Company, Printers Lané,
- South -Boulevard Business PSTE, New Haven, Connecticut
06519. . S S
i Describes the uses of the metronome in establishing -
‘ternpos, developing §kill in cross-thythms, and teaching
vibrato. Includes a brief history of metronomes and many -
helpful suggestions for effective use in ‘practice. :

" Moore, E. C. The flute bao

- Publications, Inc., 1962. (Th

. Kendsha, Wiscansin: Leblanc
Leblanc educational series).

===, The flute and its daily Foutine. Kenosha, Wisconsin:
. Leblanc Publications, Inc.,- 1962, » . :

- Musique pour flute. Paris, France: Alphonse Leduc, 1951.
’ 'Availabﬂz' without charge from M. Baron Company, P.O."
. Box 149, Oyster Bay, New York 11771, A '
‘% Assmall, hardcover thematic booklet which contains '
_* single:sheet excerpts from the . repertoire of the National

__Conservatory of Music in Paris, Includes information about- -

77" the flute, plus diagrams and illustrations. :
- Pellerite,’ James. A handbook of literature for the flute.
Bloomington, Indiana: Zalo Publications, 1965,

" A graded collection of flute methods, exercises, solos, and -
ensemble literature which includes brief, descriptive com- .
ments with each selection and a bibliography. A valuable -
sourcebook for flute students and music educators. ~~ =

—— ¢ ] Jor the flute.

‘Bloomington, Indiana: Zalo Publications, 1964, . :

A complete and authoritative source of basic fingerings to
~ €4, trill fingerings, harmonics, tremolos, and altered finger-
- ings: Recommended for serious flutists and as an addition to .
the school music library. 31 . ' N
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ate aak of techniques for a flute recttal
n, Igdi, ’!*fzja]ﬂ ubﬂcahm{s, 193%7 I
7oA e lgnu:n booklet to Coronet reec:rdm% No. 1291, -
{ﬁmés Pellerite Plays Flute. It contains a detailed discusgion,
by fheasure number, of the performance practice and style «
ot specific .works . by Schubert, Varese, Wilder, . Rogers,
Kuechlm Mouquet, and Boehin, (See anriotation ‘on p. 26). " :
,—E‘utml;, Edwin. The art of flute playing. Evanstan,\ll]mms :
Summy—Blrehard Company, 1970 ,(:]:he art of . . . senes) <
Tk, pa .
ot Written speclﬁcally as ‘a guide for instrumental mus:c‘
teachefs who are not flute specialists. Part« I deals with the °

. basic principles of flute technique.and pedagogy—ingluding
] " embouchure, common’ problems, and reat control. Part ~
v Il.deals with' the problems of advanced students—including |

: mmpuund articulations, torre development, vibrato, style,
- and performance. Contains musical "examples, dlagr-ams
and charts. in profusion.

, * Flute - pedagogy and p&rfﬂrmancg Chmagﬁ "Estes
Music Publishing Company, 1955.

J— . Flute pedagag fmrt I..Tampa, Flunda Presto Musrc
Yy Servme, 1955. Avfui’ab from Derby Music Service; 5143
/  Busch Boulevard, Tampa, Florida 33617. - *

Basic techniques of flute-playing clearly presented

Quantz, Johann. On playing the flute. A complete translatlgn
with an introduction and notes by Edward R. Reilly. (C)ng-

© dnal title: Versuch einer Anweisung -die Flote traversiere zu

-~ spielen). London, England: Faber and Faber, 1966. Availa-
ble from the Free Press (Crowell, Collier and Maemillan,
Im: ), 866 Third Avenue, New York, New York 10022.

= T Conitains information about flute technique and- Barﬁqu&*‘
' _ musical style 1« perceived by 18th-century Quantz. -

Bockstrn Richard. A treatise on the flute; 2d- ed. reprint.
LDI‘ldQI’l England: Musica Rara, 1967 (c1928). 1st ed. 1889.
Available from - Rubank Inc., 16215 NW. 15th Avenue,
Miami, Florida 33169.

/A technical; detailed source of qurrnatmn about the con-

_ /struction, hlstgxy, and ‘practice of the flute for persons who:

are partlcularly interested in the evolution 6f the flute and
/" its acoustical properties. Part III deals with the art of .
/" flute-playing; Part IV consists of biographical notes and crit-.’

/ ical notices about 60 eminent flutists between 1640 and

1868. Much of the material in Part IV was translated fro‘m

German and Ttalian by Ceargma M. Rockstro.
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The hist ory of the Baeﬁm flute;. 2d ed.
Rudall- Carte Ltd. 1892 reprint. Availa-
Musm Publicatmns 133 7th Avenue

Fredermk The ﬂutists guule Elkhart, Indiana-
ok Tie., 1963. .

~An LP reeﬂrd and text combination that treats all aspects
“of modern flute performance, lists recordings of flute reper-
oiré, and mcluc? es graded lists of flute literature. Recom-
mended for flute students, instrumental music teachers,
.l-;and as an addltmn to the SEhDGl music Ilbrary '

" METHODS , :

. Altes, Henri, Complete methods of the ﬁute éd by - F

“ " Caratge. Paris, France: Alphonse Ledue, n.d.,2 vols. Dis-
tributed by M. Baron Ccpmpany, P.O. Box 149, Oyster Bay,
- New York T1771. .
" Includes exercises plus a runnmg commentary on the
_ basic principles of flute-playing.

,‘Bﬂmke, Arthur. The Brooke method for ﬂute ,C‘undy=
" Bettoney, 1942. Bk. I, Bk. II, and a composite of the 2
vols. Distributed by Carl Flscher Inc., 62 Cooper Square

New York New ank IDQOS

Flute packet Leve]s 1 and 2 Cclumbus Dhm C’harles E.
- Merrill' Publishing Company, 1973. (Learmng unlimited -
band series, nos. ‘1224 and 1232). '
Consists of “illustrated, calmful instruction books coordi- -
nated with modern cassette teaching tapes” designed for
individualized or group-instruétion, acﬂelerated learning, or

. rémedial aid. Practice material mcludes “lively, popular
songs, many copyrighted and never before available in

other methods programs. .

Hotteterre, Jacques. Rudiments af the flute, recorder, and
oboe, trans. by Paul Marshall Douglass. (Original title:
Pﬂng;'lp{:'s de la flute). New York: Dover Publications, Inc.,
1969. pa.

Includes elements nf 18th-century ornamentation.

‘Kincaid, William (in collaboration with Claire Polin). The art
and practice of modern flute technique. 5 vols. New Yark
MCA \flu:ﬂc Company, 1967. 3 3
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In addition to_traditional method .material, the contents -
“include a number of ensembles, supplementary discussions . .*
and diagrams on the art Qf‘)flute——'lgyjng, clues to efficient

* practice, and a detailed analysis of ornaments. . '

LéJeune, Harriet. Flutist's manual. Evanston, Illinois:

- Summy-Birchard Company, 1964. ’

.. Explains the basic principles of flute-playing, includes a
- fingering and trjll chart to g“i and uses musical excerpts to
correlite discussions of alternate fingerings to the reper-
toire. Offers. practical solutions to the omnipresept problem

. of efficient use-of practice time. S .

. Maquarre, Andre. Daily exercises for the flute. New York: G.
Schirmer, Inc., 1899, ’ ‘ . :

 Contains brief comments on practice techniques - and

identifies pitfalls to be avoided. ' Lo

-« Stokes, W. & R. A. Condon. Illustrated method for flute; 2d.
* . ed. Distributed by Trio Associates, P.O. Box 2752, Culver
" .City, California 90230. , ‘
.. Presents ‘the art of flute-playing ‘methodically, * sciéntifi-
“cally, and comprehensibly through the resources of modern
photography, graphics, and technology.’ Information ' based
on recent research in the acoustics of the flute, the physiol-
‘ogy of flute-playing, and the authors’ experience in teaching
“;and performing. Includes systematic daily exercises in con-.
temporary idioms with unique ideas on the application of
pragtice methods. o
;- ,

ﬂtﬁ‘ Spggiﬁl effects for flute. 1970. Distributed by Trio As-

. _sHiefates, P.O. Box 2752, Culver City, California 90230.
T ;‘ﬁ;’A“fc’:re_ative presentation of the flute techniques demanded
"« /by composers of avant-garde and j opular music in impro-
vised’style. Includes instructions for producing key vibrato

: ﬁ.ﬂd quarter tone trills, hollow tones, whistle tones,

LRl

By, " T ’ ] ’
*+ 7 ’dinging-and-playing, and a mute for the flute.
.,.{g: B R . ! .

~ . _.='FERIODICALS
Flute forum. W. T. Armstrong Company, Inc., 200 East Sy-
.camore Street, Elkhart, .Indiana 46514. Robert Cavally,
editor. Published quarterly. =~ / '
- A compilation of pamphlets which deal with various as-
' pects of flute-playing. ' : ' ‘



_ FILMS AND FILMSTRIPS ~ N b
"”An"iﬁtfm{ug i to the flute. (2 color/sound filmstrips, .with a
. teacher’s %uidg:), Cat. No. 722. Warren Schloat Productions,
i Pleasantville, New York 10570, '

Q:g{'gductign and fingering. Useful for beginning level stu-
dents, or as an introduction to the flute in general music or
- instrumental music classes. ' ' '

o

s The flute. (film). World Mirror-Realist- Productions, Ltd., in

association with the Educational Foundation for Visual Aids,

- Great Britain. Distributed by Bailey-Film Associates, 11559

Santa Monica Boulevard, Los Angeles, California 90025.

Flutist Harry Moskovitz explains the principles of sound

1966. 22 min. sound. color; 16mm. (We make music

series), : -
_ Flutist Richard Adeney discusses the development of the
- flute over a ten-century period, including how the charac-

- teristic sound of this member of the woodwind family is

produced, - the gradual increase in the number of holes in
the, body, and how the use of keys ultimately made it pos-
sible to play a complete chromatic scale. Through examples
- from the works of Schubert, Mozart, Gluck, and other in-
ternationally known composers, Mr. Adeney demonstrates

the full ¥ange and color of the flute. Appropriate for junior/

. senior high school, college,.and adult students.
- Flute and piccolo care. (filmstrip). Encyclopaedia Britannica
Educational Corporation, 425 North Michigan Avenue,
- Chicago, Illinois 60611. 1966. 46 frames. sound. color.
35mm. (Filmstrip series no. 11020, band instrument care).
Vivid closeups of each step emphasize the intricacies of

- caring for a flute or piccolo. Developed by teachers, the

procedures are well within the capability of students.
Flute-playing—a study with Mark Thomas. (film). W. T.
 Armstrong Company, Inc., 200 East, Sycamore Street, Elk-
hart, Indiana 46514. 24 min. sound. color. 16mm.. ‘
Compiled from Mr. Thomas’ clinics and appropriate for
use with beginning, intermediate, and advanced level stu-
dents. ' |
‘Set one. (4 color/sound filmstrips, with a teacher's guide).
‘Warren Schloat Productions, Inc., Pleasantville, New York
* 10570. Available only as a set.

" In one of the four filmstrips, flutist Harry Moskovitz
exhibits his personal collection of antique flutes and ances-
tors of the Eel;te; describes 'the"c;-ontr[i%jutians of Theobald
Boehm; and demonstrates the five members of the modern
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ily of flutes, the electrically 'amﬂliﬁed flute, and tuning ~
7 procedures. The other items in the set feature violinist
" Michael Rabin, electronic music composer Morton Subot-

" nick, m\'id the Guarneri String Quartet.

_ RECORDINGS* | |
A Baroque recital. Coronet S 1505. James Pellerite, flutist,
with Wallace Hornibrook on the harpsichord. _ e
) Flute contest music. Lanier Records. Selmer Division of the -
= - Magnavox-Company;-Box 310, Elkhart, Indiana 46514. 3
. ~vols. Charles Delaney, flutist. - . L
“The selections range from easy to difficult, and were cho- -
sen for their musical and educational values. In each re-.
cording, the music on side A was performed on a student
" model flute and the music on side B was performed on a
"sterling silver artist model. Suggektions with regard to the
stylistic and technical aspects of performing each piece have
* been included in the progrdm notes on the recﬁrdp jackets.
The flute family. MRS 23 396. Mark Educational Recordings, -
- Inc., 4249 Cameron Réad, Buffalo,.New York 14221. Harry'
Moskovitz, flutist. ' ‘
* Unacconipanied flute solos which demonstrate’ each
member of the flute family, including the bass flute and Ab -
sopranino.. Notes-on the record jacket provide the student
with pertinent informatigji about each instrument and about

the music. . v

~The flute in its showcase of styles #olden Crest Series, RE
7023) and A flute recital (GoldepCrest Series, RE 7010).

James Pellerite’s A Notebook of Techniques for Recorded

Flute Recitals, Vol. 1I: “Performance Methods for Flutists”

is a companion book for these two records. Part I applies to

the repertoire on RE 7023, and Part II applies to RE 7010.

Detailed analysis of each composition. includes such topics

as concepts of flute-playing, articulation, principles of
ensemble-playing, and general musicianship. Literature in- .

cludes Poulenc's Sonata, Telemann’s Suite in A minor,
o _L/; Hue's Fantasie, and Mozart-Pellerite’s Larghetto Jar Alto
= ' Flute.” The text is programed for advanced level students. ’

~ * The following items are representative of the types of recorded material.

“that can be most useful for teachers and/or students. The selection is far
from complete. For a more comprehensive listing, consult the instrumental

" music sections of such catalogs as the Schwann Artist Issue produced by W.

" Schiwann, Inc., 137 Newbury Street, Boston, Massuchusetts 02116.

25
36




ute solos with band. Coronct S 1724. James Pellerite,
flutist, with the Indiana University Wind Ensemble. -

“tino and Kennan's Night Soliloquy.

Corporation, ‘1101 East Beardsley Street, Elkhart, Indiana
..46514; - : : |
. . Solo and ensemble material performed by renowned
\\ flutists Blaisdell, Kart, Kemp, Moskovitz, Panitz, Pellerite,
-\ " and Wilkins. o . o .
ii}tiinéé'=Péllér‘it§;plays’ﬂut€. Corenet LP 1291. -

\' In a companion booklet (A Notebook of Techniques. for a

‘Klute Recital—Vol. 1, available from Zalo Publi¢ations, P.O.
-« Box 913, Bloomington, Indiana 47401), Mr. Pellerite dis-

- cusses the selections. he plays.

" Music
flutist, : - = .

Includes such contest pieces as Dutilleux’s Sonatine,
Coplet's Reverie and Petite Valse, Marcello’s Sonata in F,
SaintSaen’s Air de Ballet, and Hindemith'’s Sonata.

-Music from the greats: solos for the flute dnd piano. Stereo
MMG 35851, Distributed by Mark Educational Recordings,
Inc., 4249 Cameron Road, Buffalo, New York 1429].
Robert Mols, flutist. T g o '
" Recordings with a coordinated study guide designed to

‘enrich the intermediate level flutist’s appreciation of music .

through reading, listening, and lper’ﬁ::fming; Includes
medium easy to medium di icult solos from four great eras
in music, beginning with the Baroque. Appropriate for stu-

dents, teachers, music libraries, and multimedia learning
centers.

‘Music minus one. Available from. 43 West 61st Street, New

. York, New York 10023, : _
A series of unfits consisting of printed solo flute parts plus
-LP recordings of a woodwind quintet minus flute, a band
minus flute, an orchestra minus flute, a string chamber
music group minus flute, and a piano accompaniment for
flute. Newer recordings in the set include a complete per-
formance of the work(s) on one side, and the same perform-
ance minus the flute part on the other. Selections range
from beginning to advanced levels of difficulty. : :

Robert Willoughby, flutist. Coronet LP 1244.

Includes such Grade 5 and Grade 6 NYSSMA solos as the

Hindemith and Poulenc sonatas and Faure s Fantasie.

B -l

. Includes such popular selections as ‘Chaminade’s Concer-

Flutists’ showcase. Crest LP 4020. Available from the Conn

for the flute. Columbia LP—ML 4339. William Kincaid,

g
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Saﬂzh Baird Fause-=\mlﬂs Cnronet LP 1245

~ - Includes works by. Piston, Quantz and Scott.

Twentieth century music far flute. MHS 906 stereo. Avallable
from the Musical Heritage Society, ‘Inc., 1991. Broadway,
New York, New York 10023. Jean-Pierre Rarnpal flutist.

Includes sonatas by Prokofiev and Poulenc, plus
Debussys Syﬁnx '
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RIEAL BACKGBDUND

oboe is the soprano voice in a farmly of cnmca]ly bored
é-reed orchestral instruments. Historically, it evolved
‘the. shawm and the cromorne (G, ‘Krummhorn), two.
ble-reed
and 17th centuries. The modern oboe is a direct de-.
scendant of the French hautbois (haut, meaning “high” and
eaning “wood”), which dates from the latter half of the
1600’s.: The hautbois had a Eaac'@ve range from ¢! to ¢®, in-""
cluding. all semitopés. Despite the open tone holes and the
histicated skeletal keywork that were characteristic of -
the period, the instrument can readily be identified as the

tical. 1mpmvemer1ts during-the next 200 years resulted in an

h-ring cnnservataw ‘system” oboe that has remained sub-

. stantially unchanged in terms,of range, keywork, and general

%'fiiappeaiance since 1860 Another modification, the covered- -

hole “platean system,” is generally preferred by professional

+. pléyers. In its presént form, the oboe has a practical range of -
‘2% octaves from bp to £3 ,,v\ﬂth a great number of alternate

o and trill fingerings,

-The other members of the oboe famlly‘ ‘are the oboe

‘d’amore in A (alto), the English horn in F (tenor), the

baritone, oboe in C, dand the Heckelphone in. C (bass). These
instruments are similar in .appearance; but unlike the oboe, all
..have a bocal, or crook, and a pear- shaped bell.. '

I

'SELEGTIDN CAEE 'AND BEPAIR
,The In.strument B - s : R .

At the present time, oboes; range in price and quahty from o

*$300 for the least sophisticated plastic models to more than
.".$1,000 for the most elaborate French or American professional”
‘models. In making a choice, it is theréefore wise to engage the .
" help of a professional oboist who knows “‘where and how to.
" select an instrument which is appropriate for the particular
. needs of the student. Professional advice may reduce the
- number of. technical pmb]ems that rmght arise as the mstru=
ment is used.

; T s ) 28 -

instruments that ‘were important between the . .

mmediate predecessor of tﬂdays oboe. Refinements and prac-

i
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* To some extent, the selection depends upon the grade level

“of the student who ‘will play ‘the instrument. For exgmple

standard models with a minimum number of extra key _
recommended for beginning obéists in elementary and _)umor
high s¢hool. Plastic oboes of this type are -generally durable
and are acceptable as initial instruments—if their intonation,
response, and tofie quality have been approved by an expert.
Students in High school, however, should have wooden oboes -
with optional ‘keys. The F resonance dnd low Bb keys are es-,

sential, and the following keys are highly.desirable: the left F,

“low B to C# slur linkige, and the Ab to Bb trill keys. The;

automatic octave key should be avoided, as it is chronically -

“unreliable and it eliminates some good.third octave fingerings
* and harmonics. The plateau system or'closed hole model with

a semiautomatic octave key (standard’equipment) is preferred. .
In general, the best instruments -are made -by manufacturers -
that specialize in oboes. _

It is important for students to develop conscientious habits
in caring for their instruments. New obdes require’ pﬂfgeular
attention, especially with regard to cleaning and tempe%@re
changes. For example, the entire surface of the bore should

be thoroughly cleaned. with a turkey feather or a commercial °

- swab after each. playmg -and whenever there is an accurnula- ¥

tion.of moisture. If a §wah is used, it is important-that it reach .
the entire surface of the conjcal bore. The Pne _adjustments,

pads, and springs should:be ghecked at least once a year by a.

qualified repairman, and more often. than that if the instru-
ment is subject to hard use. A wooden oboe should be kept at
as constant a temperature as possible because sudden changes
can crack the wood, particularly in the top joint. In addition,
a cold”instrument should be warmed from the outside in:-

rather‘than the reverse, as breathing warm air through ‘the
bore may cause it to Exp;md while the outside is still in"a con-
tragted c:ondltmn thus mcfeﬂxsmg the ll]\E‘llhOOd cﬁ crar:kmg IF

medlately by an’ E‘ipf;l‘t repilrman in order to prevent the

- crack’ from becoming longér and: deeper. If the crack goes
_through a tone hole, an insert ar bushing must be installed

when the instrument is pinned or‘a good seal will be impossi-_
ble. The procedure is fairly ‘expensive, but it usually results in
the oboe playmg as well as it did before cracking. If the local

“instrument repairman is not an E‘{pt‘l‘t in oboe, it is wise to
ask a.professional aboist for a_recommendation, :

29
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Tbé Reed .

The selection of a suitable reed is a prime consideration for
the student as well as the professional oboist. Fhere are three
main types from which to choose: o '

e Long-scrape cane reeds,

e Short-scrape cane reeds, and

_® Synthetic reeds. =
The long-scrape reed (a reed_that has been scraped over ‘most
of the length of the exposed cane) is the type used by most
American oboists primarily because it is quite flexible and can
produce ‘the rich, smiooth, and mellow tone that is presently
considered so desirable. Professional performers are the best
source for. this type of reed, since it is not readily aVailable on
the market. Given specific information, they should be able to
suit a reed to the student and have it made to the same high
standards they require for theéir own instruments. Most com-
mercial distributors sell short-scrape reeds, despite the fact

that this style tends to hamper the free .flow of tone produc-
‘tion and is characteristically harsh, brittle, reedy, and even

metallic in sound. Syntheti¢ reeds, which are made fram
material other than cane, are often sold with the claim that
one synthetic reed will outlast several cane reeds. The “claim

is justified, but the value of it is greatly outweighed by the -

high price and inherently poor tone quality of the reed. Such
reeds also fail to respond to normal adjustments by scraping.
‘However, because of their more rugged construction, they are

.. sometimes desirable for beginning students.

Some ‘suppliers offer a miniature single-reed mouthpiece
built on an oboe reed tube. Due to its greatly reduced size in

. comparison with the mouthpiece of a clarinet, its desirability

for doubling, or for helping a player to switch from one in-
strument to the other is questionable at best. These devices

care wisely avoided.

For reed adjustments, thgeobhoist should have a reed-
seraping knife, a chopping or c%ing block (billat), a plaque, a

piece of fishskin, and some clear nail polish. Among the major .

problems and their. probable solutions are the following;:
e A reed which is too open, too stiff, and therefore hard to
play, can be improved by scraping the back of it on either
side of the spine. This will close the reed a bit, and gen-

eral scraping of the tip and of the thicker area hehind the

tip will case resistance as required,
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.. A reed wlnth is t(m (lust‘d can l!%ll;l”\" be- played Edblly

from volume limitations or dif-

g. Trimming about 1 mm.

frorn “the tip may help ur—lf this is not sufficient—the

reed can be opened a little more by gently pinching the

flat sides of the tube at the winding-with .a pair of pliers.

Inserting a mandrel into the tube before pinching it with

" pliers will prevent acéidental crushing and also help to
reshape the tube properly.

e A reed which fails to produce a sound, although appear-,
ing to be intact and in proper adjustment, may give evi-
dence of air leaking out between the blades. 'In this case,
a 1% X %-inch piece of fishskin should be wrapped
around the bottom of the cane portion of the reed, over-
lappmg thE wir 1111;. The wlmlE area may be co tEd thh

l’t‘[‘(l

Visibly damaged reeds and those which-no longer play be-
cause of age and wear should simply be replaced. Depending
upon the nature and quality of the cane, most reeds will sur-
vive at least 15 to 20 hours of playing. Frequently, however; :

‘debris will d(mnnulaﬁ‘ inside and the reed will fail to re-.

e

spond. This material can usually be removed with a thin pipe
cleuner, stripped clean of lint and drawn through the reed
from the bottom to the top. -
Single-edge razor blades are not recommended for scraping -
reeds because they are awkward to manipulate and often pro-
duce mutilated reeds and cut fingers. Scraping should be
done with a commercial reed knife, kept razor sharp. The tips
may be chopped with a razor blade. but only as an economical
alternative to a chopping knife, and never with the easily
damaged edge of the scraping knife. Morve detailed informa-
tion can be found in Sprenkle and Ledet's The Art of Oboe
Playing (sce annotated reference on p. 47 of this publication).

TUNING PROCEDURES

The oboe may be tuned to al-440 cps in a fairly simple pro-
(ed'uu whi(h invulvvs pullin;,, thc wvd out wlwn th(‘ tone is

ﬂ.lt over thg L!ltllL ,gu;g,,,c, wh(,n tlu;' re u(,l is pu.she:d in, [!lt
reed tube should be shortened by cutting about 2 mm. from
the corked end. Trimming the tip is a common remedy for
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- flatness; but unless the reed iy soft and unstable, the trim-
. ming process leaves it stiff and hard to play. Shortening the
‘tube’is generally a better solution, because it only affects in-

*. tonation and leaves the reed free-blowing and intact. Consist-

_ent sharpness results from performance problems (e.g., con-
stricted breathing, pinching the reed) more often than-from
difficulties with the instrument or the reed, and steps taken to
correct these faults will also help in brmgmg down the pitch.
.. If the problem does stem from the reed, scraping the heart
. and spine tends to lower the pitch: The reed should “crow” at
- an octave ¢2-¢®, a characteristic which can be used as a gen-
. eral eheck on pltch - L v

1L Methad Criteria

- The. primary concern in salegtmg instructional materials
.. should be the degree to which ‘they illustrate real, practlcal
relevance to:

. Antmlpated instrumental requtrements and
o The development of a true sense of musical self-
awareness in the students.

Iﬂ music, each mstrument plays a umque mle \Vthh em-

:students physmal gblhty to play the nboe WhllE stlmulating
within them an active awareness of the rewards and respon-
sibilities of being a musician. Accordingly, methods for ‘teach-
ing oboe should deal effectively with overall musicianship, lyr-
ical and tonal aspects, and technical development. In addi-
tion, both the materials and the approach should have suffi-
‘cierit appeal for the students to mamtam their interest and en-
thusiasm.

A useful method fm‘ 6boé should mdude initial emphasis on
the rudiments. of playing and continued stress on fundamen-
tals through-all levels of difficulty. Both the pattern and the -
pace of instruction should be geared toward-helping students
to gain a firm foundation in each area of study before going on
to the next,, and then to reinforce their newly acquired skills
and understandmgs In terms of content, the method should

provide ﬂiuﬂ"ment information, examples, and practice exer- -
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cise$ to enable students to 1dentlfy and solve characteristic

- problems of the oboe. Since individual texts are rarely equip-

ped to meet all instructional requirements, it is useful to work
with several books, techniques, and resources—including solo

" and ensemble literature—at all stages of learning develop-

ment. It is important to remember that whether the learning -
experience is an interesting and effective one or a seemingly

pointless exercise in drudgery is less dependent upon the

materials than upon the teacher who selects and interprets

them.

1L Teachmg and Lear ng

BEGINNING LEVEL—

It is desirable for beginning obai;ts‘ to have had prior musi-
t:al training, although not necessar

mounted by begmners 1f they can read music and have bagun
to think musically. A year or two of experience with the
clarinet, the flute, ‘or the saxophone is not always an advan- "
tage; however; for despite the fact that one can finger notes

.and support a tone on a woodwind instrument, the process of

adapting to another hand position, fingering system, emni-
bouchure, and breathing pattern is troublesome at best and

- can be detrimental to the developm&nt of basic skills in oboe.

This is particularly true in situations where the student con-
tinues to play his/her former instrument. However, if students
have a strong desire, to learn the oboe, either in addition to or
as a change from an "earlier choice, it is ‘advisable to let them
do so.

Early progress is often slow and sometimes dlsr:ouragmg for

- young oboists. For this reason, and because some' beginners .
" tend to be less careful with equipment, it is wise to postpone

instruction until the student’s physical growth, coordination,
and patience are sufficiently developed to make the experi-
ence both pleasurable and meaningful. In general, a student
who is “ready™ can accomplish more in a given period of time
than one with.comparable potential who.begins to work too
soon. Reégardless of age, however, the student should be in
good health, particularly in terms of his/her respiratory and
circulatory condition. Fairly even upper teettiare advanta-
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geous in-that they make it possible for the student to draw a
generous amount of\ypper lip into the mouth and around’the
' reed. Large, irregula\:-iy'spaced or protruding teeth can hamper
. the development of an .effective embouchure, although ,a
number of performers have satisfactorily overcome conditions
that were more adverse than these. Braces on the teeth are
another type of hindrance and, while they will not prevent.
~ students:from playing the oboe, it is-often better to begin les-
~ sons after the braces have been removed. This topic is fully
- explored in Orthodontics and Wind Instrument Performance,
 an MENC publication described in ‘the General Resource
. Listing on p. 148. - \ A o .
During the first year-of study, young oboists should develop
skills and understandings in three major areas: tone produc-. ,
~ tion, effective use of embouchure, and fingering. For obvious /
reasons, the first two items are always interrelated. P
. : - ,
Tone Production and Embouchure’ : ’ //

_ , : y
. From the beginning, oboe students should work toward the
‘ability to support a freely exhaled column of air, usiig the
diaphragm. Exercises specifically designed to develop éfficient
breathing habits are egsential. These and practice in’ produc-

“ing long tones in Jj};ﬂmfartable register and 4t various -
dynamic levels should be included in every learning session.
It will be easier for students to breathe deeply/if they stand
while they play. When sitting is required, ay/ in ensembles,

_ they should sit tall, as though they were standing. "Students

" should also begin to coordinaté’ the embgduchure and dia-

- phragm to help control the pitch, volume, and quality of the
tones they produce. / .
: . . . /
Fingering 7/

' Learning to finger the oboe requires a simple, understand-
able chart. The type showing a didgram of the oboe for each
note, with the appropriate keys and holes colored black, is
preferred. A correct, comfortablé hand position should be de-
veloped, in which the fingers of the left hand are placed
lightly on the keys, with the’wrist tilted slightly toward the
body. This causes the fingefs to cover the holes on the top
joint at a slight angle, rather than perpendicular, to the oboe.
The appropriate choice of octave keys or half-hole fingerings

_ should be required of the student at all times.

7 i
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Half-hole Thumb octave key 2d octave keyv
only {1st) only (side) only

eff‘clem} of mmgmsnt Espeu.ﬂly wlth rtgﬁnrd to h gering
and ‘tonguing. The fingers should never be more than 4"
1buve the l\(:}’%. t]wn contact w1th them alwavs llght and re-

as shurt i d!&t.mge s pussxhle when tan‘gumg the mcd.

Intonation

Most notes on the oboe are -capable of being altered :
much as a third because of the I);II',ILULH‘ ChdI‘JLtEl‘l‘\th‘s Qf the '
reed and embouchure. For this re:
dents should develop a digcfimilmtmg ear dnd the dl)lllt}’ to
use breath and embouchure to correct those intenﬂls’ that are

~out of tune. Work on octaves and fifths is especially helptul.

Rolling the reed and lips inward over the teeth, with a slight.
downward pressure on the lower jaw, will raise the pitch. The
opposite actions will lower it.

Articulation - .

Tonguing on the oboe tends to produce a crisper and more
brittle separation of notes than on other woodwind instru-
ments. As they study the technique, beginning level oboists.
should be made aware of this characteristic and ultimately
learn to tongue notes at maximum length (legato tonguing), at
minimum length (staccatissimo tonguing), and at all inter-
mediate lengths. Since oral conformations vary from one per-
son. to another, students will have less difficulty with the
process if they touch the reed with the part of the tongue
which seems most natural to them. In general, tonguing ona

the oboe is smoothest and most easily accomplished with the

syllable doo, especially in the lower register; but in cases
which require 5hort crisp notes, the syllable too is more ef-

fective. 4’ 6
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© The universal benefits of scale work apply to beginning ¥
oboists as well as to experienced players. Since beginners
often play. in'a disconnected, choppy manner, it is advisable
to have them slur their scales until they can consistently play
a well-connected group of uniform notes. Major scales should +
be played for two octaves wherever possible; but students
should be madé aware, of the fact that practice over an ex-
tended range requires special attention to embouchure and
breathing in order to maintain good intonation, volume level,
and tone quality throughout the scale patterns. Students
should learn to recognize simple phrases in music and adjust
their breathing patterns in a manner consistent with the
phrasing requirements.

Tone Quality ,

At beginning levels of development, students should learn:
the basic principles of breathing and support. In particular,
they must come to realize that nearly all the physical energy
required for playing the oboe is produced by the muscles of
the diaphragm. The muscles activate a stream of air which
moves upward through a relaxed, open throat and out through
the mouth as effortlessly as if the player were vocalizing with
the syllable loo. The airstream ultimately vibrates the' blades
of the reed and the sound is produced. For this reason, stu-
dents must learn to support a steady column of air with the
diaphragm while using the muscles of the embouchure to’
maintain a constant, unwavering pitch and a pleasing quality
‘of tone. The embouchure should be circular in shape, with
the corners of the lips. drawn together, the jaws widely sepa-
rated, and the lips drawn in over the teeth in an inverted
pucker or whistle.” Students may develop a proper em-
bouchure more easily if they think of the lip and facial mus-
cles as exerting pressure inward toward the reed while the ‘
teeth pull apart, away from the reed, as when drinking a thick .
milkshake. through a large straw. - .

It is advisable for beginners to practice long tones and
interval exercises on the reed alone (without the_ oboe) until

. they exhibit reasonable control over the device wltich actually
produces the sound. In this way, they will be better equipped
to make the reed/embouchure adjustments required for
smooth, in-tune playing. Low pitches, such as those in the
first octave of the oboe, are best produced by playing on the
tip of the reed alone. For higher- notes, “rolling-in" adjust-
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nts should be made, with the fundamental low position as

‘a ﬁumt of departure and reference. .

M usicianship

Beginning level students should become familiar with- key

signatures, vxtl scale structures, and with musical and
rhythmic notation in general. They should come to realize
the value of a slow and deliberite warmup before every prac-
tice session or performuance, both as an aid in toning the mus-
' 1d as-an opportunity for listening. And they must grasp
the importance of controlled relaxation while playing.

Ideally, students should begin to develop a sense of dis-
ritnination about their performance. A sound E!’iterinnﬁ)r,
self-evaluation is the student’s own concept of beéauty sauty
as sthe pelcene% it. T]u_‘ (:{mccpt wn“ change as the student
changes but being aware of
and striving to m;]mﬂe w]mt s/he L()ﬂbldLl% to he a beautiful
tone, a beautiful phrase, or a beautiful performance will estab-
lish a highly artistic, vet flexible standard against which s/he

‘can judge his/her musical efforts. L}venhm”\f the student will

come to real that all elementary skills and achievements
are not ends in themselves, but rather tools which can be
used for making music. _

Motivational experiences are particularly important at the
beginning level of instruction in order to maintain interest

and general progress. For this reason, students should be in-

volved in ensemble playing as early as possible; they, should
have ample opportunity to hear live and recorded perform-

ances at their level of interest by serious professional musi-

cians; and they should listen critically to their own perform-

.ance, both on tape and as they play. ‘Finally, the students

should become aware of the necessity for conscientions prac-
tice habits, and shbuld observe a diligent practice schedule.

INTERMEDIATE LEVEL
Tone Quality

ti the intermediate level, students should produce a pl as-
ing qlmlltv of tone most of the time. They slmuld be able to
control the sound ‘at all dynamic levels and, in most cases,
sustain long tones easily for extended periods, lt\'emgmg 30 to
45 seconds. With correet br vathmg and effective use of the

48 37
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tembouchure ‘the students’ endurance should improve and
=fat1gue become less and less a problem. Stiidents should

feel comfortable when playing on the reed alone, and should
have control over its pitch in interval exercises. If they are
notably deficient in areds of pitch, volume, or tone control,
particularly in slow passages, intense work on sustained lytical

: %tudes over a period of months will help. Many students are

clined - to take more breaths than are needed, thE:l} at the
Expénse of the musical line. It is racommended that the

‘breathing habits of students who have dlﬂu:ulty in extended
. legato playing be r;a:f:fully observed.

I3

Technical Fa(:zlztr

1ntermedl;1te level obae students should be able to play all
major scales and arpagglos in all forms of articulation over the

- range of the instrument. Minor scales should be studied as

well. In addition, the dents should be acquainted with
many of the alternate hngermg; on the oboe;and some of the .
special trill fingerings. ' '

Preferred Third Octave Fingerinigaa

7 jebo ko fabe ke ko #abi he
' s— E— S — 7:7 — 1 —
7—231 1 — I _
-~ 8 e 2 e -rhﬁ ThS TH2 ThE  TKE
i ; _ iﬁ' octg " ﬂ:t.- 0 0etd, (};tg Oct ¥
- — —= 2 Ze —
o g EEF ? fa fﬂ !% 5 g
< %Q ga L] . % % D =4
) L _ *-—».7 _J
v T
All use both thumb octave key and half-hole
- , 1
Intonation

Developing good intonation is a very important area of con-

centration at this level of learning. Students should gain the .

ability to hear pitch errors, know how to correct them, and
begin to anticipate those which are consistent-or chronic.
They-should be familiar enough with their own instruments to
be able to compensate for posslble built-in pitch inaccuracies.
A good deal of duet playing is helpful at this stage in develop-
ing a sense of relative intonation with other players. In any
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case, studeéts should be encouraged to concentrate on center-
ing the pitch of each tone they play.

Expression

At the intermediate level, students should learn some of
the tools of interpretive expression, They should begir to play
musical phrases more cohesively, demonstrating an awareness

_ of the shape of each phrase and the function of its component
musical tones within the whole. In addition, their ability to
use dynamics as an expressive device should grow, and with it
a concurrent realization of the need for vibrato in helping to
make the tone-. sing. Vibrato is most effective when it can_
function as an integral part of a flowing and-continuous-eel-
umn of aif stimulated by spontaneous, yet regulated dEt]\’lty
from the diaphragm. -

More specifically, a satlsfactpry vibrato in oboe playing re-
sults from an alternating increase and decred?e in the velocity
of the airstream, which causes a corresponding rise and fall in
Pit(;‘ll and volum& This is accomplished by }:h.mgin;_, tht‘:

keepmg all uf th(: Othﬁl‘ factors (Emhouthuﬁf thdet, handa,
etc.) constant. The only deviation in pitch and volume should
result from alternating changes in the support of the dia-
_ phragm. Students should-duplicate the characteristics of Dia-
gmm A, gmdually increasing spf:t‘:d untl] the whmto begm; to

i

Diagram B. lf the vnhrato seems ElmtlL or Jltl Ll;l] (ds in Dla-

gram C), it is well to have the students practice more slowly

until the muscles of-the diaphragm become conditioned to
. this sort of activity.

DIAGRAM A

Aboue median pitch and volume :
TN T

o

0, 4

. [
2 s/ .P\
3

v ﬂ—EEHTEE m-' \PlT‘t‘:H —_—

—— Below medran pr"ch and ualume .
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D % Mu_sz; ﬁe’admg, ,

o ', The students’ ability to read music, especially at Slght
- shﬂuld improve_ considerably at the intermediate level,. It is
¥+ important that they see the notes in large groups, and begin

“ to identify patterns and idiomatic. passages. It is also impor-
tant that they form the habit of reading ahead while holding
notes of longer value. Studying complex rhythmic patterns
~can be helpful in improving the execution of common
~ rhythmic figures that are easily misread. More careful atten-
tion should be given to staccato and:legato playing. Efficient
tonguing is an obvious prerequisite for fluent articulation,
which requires complete control over all note lengths at -all
speeds. Sloppy passages can be greatly improved by practic-
ing the notes at varying spt:t‘ds for maximum and minimum
lengths of time; and if the slurs are awkward, -they should be
_ drilled in various, repeated rhythmic patterns until they be-
come consistently smooth and even. : '
i
The Oboe Reed : f
At some time during the intermediate level of instruction,
students should begin to make their own reeds. Since the
-process requires a high degree of manual dexterity, the
teacher should be fairly confident that the students will be
able to make good use of both time and equipment before en-
gaging them in the highly skilled practice of reedmaking. The
following diagram-should prove useful in identifying the vari-
ous parts of the reed. A reedmaking manual is "advisable—
unless the students can receive direct instruction from a pro-
fessional oboist. In any case, they should be expected to make
- the SImpler reed adﬂyustments Cg;‘éll’lbtfd on pp. 3()=32
. . 41
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-~ some knowledge of the repertoire of important o

Mus:c:mnshgp. SR o

As the base of their listenfg exper” grows, students’

- should become familiar with a variety ‘of musical forms and

styles. They should also develop an understanding of elemen-
tary music theory; relate it to their instrumental playing and -
begin to speak the language of musicians as they, learn to rgad
_.and use notation, terminology, and symbols. :
. Py addition to the structured study provided. by, method .
rgafénals, sintermediate level students should begig to acquire
’\1103 litera-
- ture. If solo musié¢ is a regular part of the learning program,
they will probably have played'a good deal of the'less dlfhmg
music by this time and will have had some valuable exped-
ence in playing with piano accompaniment. The students -
should now become- “familiar with as many types of ‘enisemble
-literature as IlQ‘a&;lhlE through playing as_well as listening.
- Duet and woodwiind quintet work is Especm]ly helpful as. a--
%upplbme’nt to regular playing in band and orchestia—and it
“is -advisable. for. students.to meniorize .a solo or & part of the -
. lesson froma time to time, in preparation, for perfornmnceq

o 'j 'whlch are givenfrom memory.

“At the intermediate level, it is ]!l\E‘]} that enthusmstlc stu-
dents will have begun to thmk of themselves, with some de-

= gree of prld(‘, as oboists. They will. be Jooking for oppor-

tunities to play their jnstruments- heyond the regular routine,
and should be -encouraged to do so. Their musical experiences
to date should havéi aroused a genuine curiosity about the .
-world of music, preparing the foundation for the development

" of mqumtlw; l’t&(llli’(;‘tflll mugsicians. They will soon become

aware- of the soloistit’ nature of the oboe, not only in terms of
the literature, but also with regard to its unique role in the -
orchestra. ldeal]y, their sense of musical discrimination will-

have begun to produce a perfectionism—an insistence that . .
every musical passage be as totally satisfying as they can make

it, both for listening and for playing. The desgire for excellence
will manifest itself in activities such as reedmaking, which re-

. quire; great patience and perseverance, and will ultimately be-
*come’ the chief motivating force for personal progress. If stu-
dents want to study the oboe privately, and can aftord the les-
sons, they should be urged to do so. :
Contact with other oboe plavers igalso an imﬁﬂrt:{mt means

of stimulation dt this stage. Healthy cgmpetition among stu-
“dents can pm\'lde l}](ltl\’lltl(}ﬂll] benefitsgiind a valuable Uppol—

L T




nity. to observe ‘each other’s playing habits and styles. Un-
pss they take private lessons; student oboists will probably
bhave little -if any contact with professional performers. The
teacher should therefore arrange to have them meet, talk, and
ven. work “with fine oboists as well -as attend live perform-
‘ances of solo, ofchestra, and chamber music.. Such experi-
ences are not only highly motivational, but they -can also pro-,
{de ‘the students with a point of reference for their instru-
mental .goals ‘and enable them to increase their musical dis-
rimination. - IR T

-

' As they maﬁ;fe,: serious. oboe. students will begin to realize.

‘that_they are responsible for their own musical progress, and:

“~with this realization will come a growing awareness of the

' “need for self-discipline.

ADVANCED LEVEL

- At all levels Df;gﬁstmcﬁéng but particularly at the advanced

level, it is important to remember that individual skills are

~“functional components of total musical ability, not ends in

themselves. For. this reason, it is advisable to group the
specific elements of beginning and -intermediate level work,
into broad categories of musical, techiival, and practical skill

.. development, and then extend these areas of study into ad-
. vancéd levels, according to each player’s needs.

Advanced level students should continue to expand and re-
fine their musical skills, especially in terms of interpretation, ' «

. tonal concept, -intonation, and overall ‘control. They should

recognize many of the periods and styles exemplified in .the
repertoire and be conscious of the composer’s intent and the
interpretive requirements of the music they are playing. They
should have consistent control over dynamics in all registers

‘and spend a good deal of time working on nuance, vibrato,

and levels of intensity. By this time, their experiences with -

- the oboe -have probably been sufficient to lead to a well-

developed ¢oncept of tone production and quality. that willul-
timately produce a beautiful and expressive sound capable of -

- making a dyhamic statement of a musical ided; as required. In

most students, discrimination for intonation improves gradu-

~ally; hut advanced oboists will generally be in tune with

themselves and with the other players in ensemble if they

- remember to listen at all times and adjust when necessary.,
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Dn::hestml repertolre is an approprmtr: addition to solo and
etude work at this level, With practice,” advanced oboe stu-

* dents should be able to exccute with accuracy most of the

standard solo and orchestral literature. They should also be
able to play all major and minor scales over the range of the

"~-oboe in various articulated sixteenth-note patterns at a met-
" ronome setting of 120. If they demonstrate a deficiency in

such areas as rhythmic recognition, tonguing, or articulation,
they should be given remedial work to correct thie problem.
Some students exhibit a weakness in sight-reading and should
regularly be asked to read a great deal of unfamiliar music at a
level of difficulty which does not require practice.for correct

execution. In most cases, the students have not learned to

read ahead. Once they have developed the habit of looking
several notes beyond the place where they are playing, they
will make fewer and fewer mistakes in reading .md more, le- '
ficult music can then be introduced.

The areas of practical concern for advanced oboists are

~reedmaking and instrument adjustment. By this time, they

should kave acquired enough information from experience and

have developed enough manual skill to be able to make usa- .
ble reeds most of the time. Few oboists, .professional or

otherwise, are always sdtlﬁfed with their reeds. Students are
not an -exception; but they should be E‘i’\coumged to persist in

their. efforts to' produce the elusive “good reed.” meessmnal

help is mvaluahle in thh area. # ]

minor I’ﬂE(;h'iﬂlLJl deustments at permdlc inter a,ls, or on oc-

casions when a qualified repairman is not available. Advanced

students should understand the ‘numerous, but simple ad-
justments on their instruments, and be able to diagnose ad-
justment problems. Because of the troublesome nature of
some oboes, emergencies can occur at inopportune times aﬁd

' advanced level students should be eﬁpect{*d to handle such

situations adequately. -

They should also possess a clear understandirig .of the con-
tinued importance of fundamentals to oboe playing at all
levels, and spend a good deal of time practicing basic
cxsrﬁlses—lmth technical and tonal. Their growing storehouse
of information should, encourage experimentation in all sig-
nificant areas-of playing and in reedmaking. It should also
prove useful in’ working with beginning ,students, a responsi-
bility that will help advancéd level students to clarify their
own understanding of what they are doing and why.
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Stﬂﬂent nbmsta shﬂuld participate in as -many diverse musi-
cal dctivities ds their time and interest will permit.” Solo play-
ing’ in public is ‘strongly recommended; and participation in
mixed wind. and. string chamber music is also desirable, as it

.'-;:."he]ps to develop musical perspective and versatility. In addi-
. :-tion, advanced .students should expand their knowledge of
“'oboe literature of all types and styles. by building on earlier

llstenmg experiences, thh some emphasis on cantempnrary

- ~~musxc

At thls lgvel of Iearnmg, student obmsts w1ll be motlvated

‘ achxevementsﬁparhculquy tlmse which have been rec gmzed
~ and/or rewarded by people who are important to them. Their -
_sense of musical discrimination will have become increasingly
.refined and should have led to the formation of specific musi-

cal tastes. They will have become acquainted with other.
oboists, both student and professional, which should further

‘motivate their.6wn activity. Finally, they should have begun
;. to establish specific goals in the direction of an actively musi-
cal life, perhaps as oboists.

Whether or not the students ever become profess.mrml per-
formers, their experiences with the oboe should enable them
to enjoy the instrument, to appreciate its potential for musical
expression and communication, and to derive a sense of per-
sonal satisfaction and fulfillment from the1r musical accom-

phshmerxts in playing it.

“BOOKS AND PAMPHLETS :

Bate, Phlllp The oboe: an outline 0f its history, dewlﬂpnwnt

© and construction; 2d rev. ed..St. Clair Shores, Michigan:
Scholarly-Press, 1962.

“An Juthnnhtlve Cﬁmprehtnswe referenc% to: the oboe
family. :

- Best, Arthur. The nbﬂf’ and I;n,;hah horn. Available from the

Conu Corporation, 1101 East Beardsley . Street, Elkhart,
Indiana 46514. . -
“Contains suggestions for making and caring for F’EE’S, se- -

i lected solos and methads, lmﬂ a fingering chart.
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Lehman, Paul. Teacher's guide to the oboe. Elkhart, Indiana:’
. H. & A. Selmer, Inc., 1965. Available frotA Derby Music
. Service, 5143 Busch Boulevard, Tampa, Florida 33617. -
A concise booklet designed for the instrumental music
teacher who is not an oboe specialist. Includes many valu--
~'able ideas and suggestions. T o
‘Moore, E.: C. The oboe and its daily routine. Kenosha, Wis- .
consin: Leblanc Publications, Inc., 1962. A o
Rothwell, Evelyn. Oboe technique; 2d ed. New York: Oxford
"~ . University Press, 1968. Order. from Oxford ‘Univérsity
Press, Inc., 1600 Pollitt Drive, Fair Lawn, New Jersey
07410. L , 3 5
A comprehensive - volume oriented to all aspects of
technique. Inclides an éxtensive listing of music for oboe
and English horn. _ Co
Sprenkle, Robert & David Ledet. The art of oboe playing.
Evanston, Illinois; Summy-Birchard Company, 1961.
. A thorough guide to ohoe playing and teaching, with a
fully illustrated section on making and adjusting regds.
-Stanton, Robert. Oboe player's encyclopedia. Oneonta, New
York: Swift-Dorr Publi ’ .
Contajns valuable lists of solos, recordings, double-reed
. suppliers, and oboe repairmen. '

-4 L
METHODS = 3 -
Andraud, Albert. Vade-mecum of the oboist. San' Antonio,
Texas: Southern Music Publishing Company, 1940.
A - voluminous collection of ild\*‘ail(téfj level technical and
orchestral studies (185) for oboe and English horn.
- Capelle, Ferdinand. Twenty grand etudes. Paris, France: Al-
phonse Leduc, 1943. 2 vols. Available from M. Baron
Company, P.O. Box 149, Oyster Bay, New York 11771.
Advanced studies after the violin works of Rode, Fiorello,

- and others, .

- Ferling, W. 48 ctudes, op. 31. San Antonio, Texas: Southern
Music Publishing Company, 1926. S

A good basic study book for students at early stages of

the advanced level. Includes well-known etudes in all keys,
and selections from both lyrical and technical works.

Gekeler, Kenneth, Gekeler method for oboe. Melville, New

York: ‘Belwin-Mills Publishing Corporation, 1940. 2 vols. .

< An excellent beginning-through-intermediate level préi

gressive course. Logical, well presented, interesting, and

well timed.
‘ . 58
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= Prﬂctical studtes far abae Melvﬂle New York:
BEhﬂﬂ!’l-Mlll,. iblishing Corporation, 1948. 2 vols. . )
Ideal sup hentary material for the Gekeler Method for

bﬂs descnged abﬂve Includes mostly technical studies.’

lovey, N wW. Rub:mk Elememary method: oboe. 19:34 Avail-
-able from .Rubank, Inc 16215 NW 15th Avenue Mlaml
Florida 33169. .

.abate; ‘Bruno. Etudes and scales for aducznﬁed ﬂ'bmsts New,h
" ,'Yﬂrk Carl Fischer, Inc., 1937, - IR

- =—————, Theodor Niemann method for thg nbng New York
... Carl Fischer, Inc., 1927. '
An old, but widel used .method ﬁ:r ‘students at early

. . stages of the mtermeélate level. Includes a number of easy
_-duets and some orchestral excerpts.

Lamﬂtte Antony. Etghtegn etudes for oboe. Paris, France:

Edlhﬁns Billaudot, 1905. Available from Theadure Presser

- Company, Presser Place, Bryn Mawr, Pennsylvania®19010. |

Advanced studies adapted from the violin etudeés of °
Mazasi Kreutzer, Rode, and others. .

Luft, ]J.. H." Twepty- ft}ur studies fbr oboe. Paris, France: Ed1=
- tions Billaudot, 1926. Available from Theodore Presser
Company, Presset Place, Bryn Mawr, Pennsylvania 19010

Excellent advanced etudes, rnostly ‘technical.

Prestml, G. A selection of studlés London, England: G.
‘Ricordi and Company, 1944. Available from Belwin-Mills
‘Publishing Corporation, 25 Deshon Drive, Melwlle, New
York 11746.

An -excellent technical study book for students at
intermediate-to-advanced levels.. Extremely thorough and -

challenging.

’ Salvmm, C: Studies for oboe: vol 4. London, England: G.
Ricordi and Company, 1953. Available from Belwin-Mills'
Publishing Corporation, 25 Deshon Drive, Melville, New
York 11746, g’

Supplementary technical studies’ designed for students at
internfediate-to-advanced levels. Interesting and enjoyable -
to play. :

Skornicka, J. E. Rubank intermédiate method: oboe. 1939.
Available from Rubank, Inc., 16215 NW. 15th Avenue,
Mlarm Florida 33169’

A sequel to the Rubank Elgmentzzry Mgthgd Oboe by

: N w.: Hovey listed above. 59. ‘
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"anman H!mle &: Wllhsm Gower Hubank admmc,ed method:-
. oboe; vol. 1. 1940. Available from Rubank, Inc.; 16215
NW. 15th Avenue, Miami, Florida 33169.

. Part of the Rubank method book series (see also Rubank.
Elemsntary Method: Oboe by N. W. Hovey and Rubank
Intermediate Method: Oboe by J. E. Skornicka).

SPECIFIC SUPPLEMENTARY MATERIALS

Gillet, Ferdmand Exercises of the scales, the mterﬁals and
‘the staccato.- Paris, France: Alphonse Leduc, 1930. Av3lla— ’
ble from M. Baron Company, P.O. Box l49 Dyster Bay,
New York 11771. ,

Marx, Josef. The methodtéal study of ‘the Qbﬂé \fol 1 “basic

‘ .scale and arpeggio studies.” New York: McGinnis and
Marx, 1963. Available from Pietro Derio Music Publica-
.hons 133 7th_Avenue South, New York, New York 10014.

The méthodical Study of the oboe, vol. 2: “twenty- -
four meladlc studies, opus 65.” New York: McGinnis and,
Marx, *1963. Available from Pietro Derio Music Publica-
tions, 133 7th Avenue South, New York, New York 10014.
) Excellen‘t _melodic studies by Verroust, Appropnate for

-students at beginning-to-intermediate levels., - _

Rothwell, Evelyn. A book of scales for the Qbﬂ{? New York:

; Qxfm‘d University. Press, -1953. Order from Oxford -Univer. .

. sity Press, Inc., 1600 Pollltt Drwe Falr Lawn, New ]ersey
07410

t;ona] Corpuratlon 1955 Avmlable from Southern MUMC :
Publishing Company, P.O. Box 329, San Antonm Texas
78206. '

An extensive volume of progressively d;ff‘gult material
designed for students at intermediate-to-advanced levels.
Arranged in six sections: Scales, Intervals, Arpeggios, Trills,
Tonguing E\iermgﬁs and Exerms&? for Fmgermg
Technique.

DUET COLLECTIONS

Flebmmmg, Fritz. 60 progressive etudes for oboe. New York:

C. F. Peters Corporation, 1929. 3 vgls.
All in duet form. Designed for intermediate- tf! advan(ed
le\fel students. . 6 0 :
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alviani, C. Studies for oboe; vols. 1——;31 London, England: G.

Ricordi and Company, 1951. Available from" Belwin-Mills
Publishing Corporation, 25 Deshon Drive, Melville, New

York 11746, | - ,

- Delightful beginning-to-intermediate level duets. , :

" Sellner, Joseph. Tweélve duos for two oboes. Paris, France:

Editions Billaudot, 1934. 4 véls. Available from Theodore

. - Presser Company, Presser Place, Bryn Mawr, Pennsylvania.

oo 190100 o R

' ‘Advanced level material. R

" Telemann, G. P. Six sonatas. Wolfenbuttel, Germany: Karl

"Heinrich Moseler, 1949, o 7 ' o :
The famous flute duets, which are also very practical for

- - oboes.. Intermediaté-to-advanced levels of difficulty.
'ORCHESTRAL STUDIES ~ -~~~ -
. Andraud, Albert. Vade-mecum of the oboist. San ‘Antonio,
. Texas: Southern Music Publishing Company, 1940. . ) '
7 A voluminous collection of advanced level etudes (techni-

cal), and orchestral excerpts, C
~ Heinze, W. Bach studies for oboe. New York: Associated
Music Publishers, Inc., n. d. 2 vols. Ce
—————. Orchestral studies. New York: Associated Music
- Publishers, Inc., n. d. 2 vols. : e 3
‘Rothwell, Evelyn. Difficult passages for oboe and cor anglais.
Oceanside/New York: Boosey and Hawkes, Inc., 1953. 3
vols, e : . o ’ :
« A fine; wefl-organized selection of excerpts. .
————. J. 8. Bach: difficult passages." Oceanside, New
York: Boosey and Hawkes, Inc., 1955. T o
- Valuable supplementary material for intermediate learn-
ing levels.: : ’

Strauss, Richard. Orchestral studies. New York: C. F. Peters ~

. Corporation, 1938. 2 vols. _
Excerpts for three oboes and an English horn—from the
works of Richard Strauss. -
FILMS AND FILMSTRIPS
Oboe and bassoon care. (filmstrip). -Encyclopaedia Britannica
- Educational Corporation, 425 North Michigan Avenue,
.Chicago, Illinois 60611.. 1966, 46 frames. sound. color. 35
- mm. (filmstrip series no. 11020, band instrument care).
Developed by teachers for teachers and students, each
step is clearly ilj;lstfated by vivid closeups. '
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RECGRDINGS* -

Art ﬂ_f the oboe.” Coronet ST 1717 Marcel Tabuteau, oboist/
-lecturert 2-record set.
Mr. Tabuteau dkcusses the oboe and demonstrates his
~artistry in playing it. Royalties from this set go into a schol-
- arship fund for young oboe students.

Jerry Sirucek plays oboe. Coronet S 1510.
Marcel Tﬂbutﬁzu oboist. Columbia ML 4629

Features Handel's Concerto Ne. 3in G mmc’:r for C)Emg
~and Strings.

Mozart. Oboe fcmr;:grm Columbla K: 314, J. DeLancie,
oboist.

— Quartgt Orlon 7281. C)boe and strmgs Ray" Still,.
. obmst

Oboe recital. Crest RE 7027, Afno Mariotti, obois't; (Golden :
Crest recital series). -
—_ Crest RE 7022." Patricia Eten]jerg obmst (Goldcn
Creat recital series).

Recital music for the oboe. Mark Educational’ Recordings,
Inc., 4249 Cdmeron Boad Buffalo, New York 14221,
Dcmald Jaeger, oboist.

Wayne Rapier plays oboe. Coronét S 1409.

*The fﬁl]uwm;, list is representative, mther than complete. For a more
extensive reference, consult the

strumental music section of such eatalogs *
. as the Schwann Artist Issue, -published by W. Schwann, Inc., 137 Newbury
Stréet, Boston, \ddssdghuheﬁs 0*3116
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" THE CLARINET

‘ L Z Iﬁtrbﬂucﬁﬂn’
) HISTQRICAL BACKGBDUND

_.The modern clarinet stems from a 17th=century cylmdncal
plpe with a single-reed mouthplece and no ke eys. It was called
a chalumeau. Modified in the early 1700's by the addition of
‘. keys, .the instrument ultimately became kiiown as a- clatinet
‘because the strident, brassy tones prodm:ed by its small reed
‘resembled’ those of the. clarin trumpet. The clarinet is still a-
smgle-reed instrument; but today’s version:

e Is usually made of wood, although models made DF metal
srld Df other materlals are also avallable

21 keys and seven rings. 4

e Employs the principles of Theobald Boghms system of

. fingering in most models.
" @ Produces full, r]c:h tones over a range of more than three
octaves. :
e Is a leading mstrument in bands and\ orchestras, and a
popular choice for solo/ensemble work.

The regular‘members of the clarinet family,” arranged from
high to low in an-alternating_pattern of transpositions, include
the Eb soprano, which sounds a minor third higher than writ-
‘ten; the Bb soprano, which sounds a major second lower; the
. Eb alto, which sounds a major sixth lower; the Bb bass
- which sounds a major ninth lower; and either the Eb or the
BBb contrabass, which sound one octave and a sixth lower
- and two octaves and a major second lower, respectively.
These are played in concert bands and-in clarinet choirs; but
- the Bb soprano, the Eb alto, and the Bb bass tend to be
' most widely used. Because the standard’model Bb soprano
“with 17 keys and six rings is the usual choice for public school
mstrumental music programs, the material on the following
pages will relate to this member of the clarinet family, unless -
OthEl’\VISE specified. 03

5.:‘2



SELECTIDN CABE AND BEPAIB

o~y

: The Instmment

' Today's clarinets are usually made fmm grenadllla wood or
syﬂthetlt: rnaterlals and they come in a varlety of models and '

: su:leratlon should be glven to accur;u:y of sca]e tone quahty,
"and respornse; but the fO"DWlﬂg guidelines should also be ob-
‘served: - T ,

"= e An mst‘rument with a wooden body is: recommended for
" intermediate-to-advanced’ stLdents but a plastlc model is
- sufficient for beginners. .
e ‘A plastic model is recomménﬂed for use in marchmg
bands, but a ‘Wooden instrument ‘is preferred for concert
pErformdnEes
o The joints should be tight and the pads firmly seated, for
- any leakage will cause difficulty with tone production. -
_Although most clarinets need to be “favored” on certain
notes, an instrument which requires radical adjustments
_of pitch should be avoided or the overall tone quahty wnll
" be affected. In particular, the throat tones (g', g%, a
and bp1) should be clear and in tune with a ‘minimum of
embouchure adjustment. (If necessary, the pitch can be
lowered by covering the tone holes. with the fingers of
the right hand, either singly or inh €ombination.) _
e The mechanism should be sensitive enough to allow
quick action in fingering, but durable’ enuugh to prevent
the keys from being bent.
» A supporting peg should be supplied with each alto,
“bass, and contrabass clarinet.

Once an appropriate instrument has been acquired,
should be kept in proper working condition. For example, the
_bore of thé clarinet should be swabbed from. bell to barrel
after every playing, in order to remove accumulations of mois-
ture. The mouthpiece should .be washed frt:quently in
lukewarm water, rather than swabbed. Wooden clarinets re-
quire special attention. Excessively dry conditions, sudden
changes of temperature, and failure to warm a cold instru-
ment from the outside in before it is played may cause the
body to crack. Oiling the bore at periodic intervals helps to
maintain the qpahty of the wood; but since students-must be
53 i
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The Mouthpiece .

 -Mouthpieces are available in a wide variety of types and -
~ _styles. They are made from drilled rubber rod; molded rub-
" ber, plastic, or crystal (glass); and they vary in length, bore,
" tip .opening, and facings. Different combinations of these
* characteristics produce different effects upon the instrument’s '

careful to avoid getting oil on the pads, it is advisable to have -

-‘them learn the process from the téacher, commercial litera-
" ture, or a professional clarinétist. '

Pamphlets describing the care of a clarinet are usually

~supplied with the instrument at the time of purchase, but

they can also be: obtained from clarinet manufacturers.

tone quality and response. The. least variable part: of the -

all the players in a given organization buy their mouthpieces

els; and some professional clarinetists therefore adyocate that

from the same company in order to stabilize both*sound and -

intonation in group performances. Manufacturers often’ pro-
vide kits which enable the learner to experiment with a vari-
ety of mouthpieces, using several reeds on each, until s/he
finds the one best suited to his/her particular embouchure and
the bore of the instrument. In general, the standard model
hard-rubber mouthpiece with a medium-sized tip opening and

" mouthpiece is the tone chamber. Most manufacturers build
“the same size, shape, and type of chamber into all their mod-

medium-length facings will probably be the most satisfactory, -

for it%voids extremes and is less liable to warp or break than
similar models-made from plastic or glass. .

Free response and an unrestricted tone depend upon the
degree to which the table of the mouthpiece (the part beneath
the ligature where the reed lies) is smooth and flat. In order

‘to avoid warping the reed or impeding its flexibility,” the liga-

ture should be fastened snugly—but without undue pressure.
Fastening the ligature too tightly, or washing the mouthpiece
in water that is hot rather than lukewarm, may cause the lay

- to warp. If this occurs, the mouthpiece should Either be re-

faced by an expert, or replaced.

The Reed A

Clarinet reeds are cut from natural cane and from a syn-

thetic material called fibercane. For high quality performance

on a Bb soprano clarinet, cane.reeds are vastly superior; but
0o ’
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those made frt)m ﬁbercane w1th its * gralﬁ of nylcm threads,
are-quite appropriate for ‘beginners” instruments and for larger
" members of the clarinet and saxophone families. Regardless of

 their campc&snhon however, clarinet reeds should be pur-
chased in sufficient quantities to- permit selectivity and rota-

7' mggﬂﬂd. reeds: .

e The cane should be a deep yellaw in color; w:th flecks uf
brown in the bark of the stem (the uncut bottom of the .
;- .o reed) nght or.greenish yellow indicates that the cane is
 either poor in quality or ifproperly aged
L . Small, darker grains should run parallel to. the suﬂes of
-the reed (not diagonally) all the - way to the tip: Reeds:_
with brown spots should be:avoided. : Z
e Reeds made from French cane in a strmght cut” are the
;besg They have a thickness in the heel of the cut sec-
tion, an even taper to the tip, a ridge or peak running
dc:wn the center of the cut portion and tapering off each
side, and. a decided resistance point beginning appraxl—
. 'mately %"~%" back from the tip..
e The reed should be perfectly s ymmetrical #n:shape and
cut so that the entire reed will vibrate*in controlled
U wavelengths, thus producing optivwum tone quality and
-~ * . response. :
Response is very important. ‘To u large extent, how ° hard
or “soft” a reed will play depends upon ,its strength or resis-
tance to flexing—a quality that manufacturers identify with
- labels such as soft, medium soft, or 2, 2%, 3, 3%, etc..The
‘ratings come from specific tests for stiffness which are con-
ducted in the factory. In commercial testing, the reed is dry
and such factors as weather, the age and/or quality of the cane
or fibercane from which the reed is. made, the type of mouth-
piece with which it will be used, ‘and the embouchure of the
player are not considered pertinent. But each of these has a
bearing on the reed’s response; and for this reason, althougrh,
the manufacturer’s label is a valuable indicator of how “hard”
or “soft” the reed is likely to play, the actual determination
. will.be made by the clarinetist as s’he uses it on his/her own
mouthpiece. Since a ¢hange in one or another of thé condi-
tu;ms 1dent1f1td above may affect its response, a seemingly
“poor” reed should be retested under different circumstances
before a final decision is made. Another sound practice is to

- o 557
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~tion. The following characterlshcs may be helpful in identify-
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acuum” the reed periodically -with a strong suction of air,
‘thus-removing excess, saliva which might. cause a bubbling

. TUNING PROCEDURES

“As indicated in"the diagram: below, a clarinet should -be
T tuned: . o ‘ Lo
(1) For 'thrgati"ténes (written g! to a$'/bb?), by adjusting
" the barrel of the instrument; : '
(2) For ¢! and g? tones, by adjusting the middle joint; and
(3) For e-f and b-c? tones, by adjusting the bell. '

e

In this way, the pitch is corrected at the point of optimal ef-

fect and. the clarinet is kept in tune with itself. But the' proc-

- ess should be done with sensitivity and care, or its purpose..

will be defeated. For example, if the joints are loosened as
_the instrument is tuned, both the tone quality and pitch ad-

justment will be adversely. affected by a resulting leakage of

air. ] . .
- N s s N 3 1 = -

~ Intonation problems can also be caused by an inappropriate
. mouthpiece, mechanical deficiencies in the instrument, and/or

inadequacies of the performer. A clarinet which is consistently .

_sharp may need additional barrel rings or a longer barrel; but
if the sound is flat, the condition may stem from a soft reed,
too. long a barrel, debris in the bore or in the tone holes,
weak embouchure, or inadequate breath support. In mast

_cases, however; the problem can be solved fairly easily with

the help of a master clarinet teachier. and/or a professional
woodwind repairman. - . .
67
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‘! IIE ,Methﬁd Criteria S e

. Instructional mate:rlalsl vaa‘y a great d(-;‘:ll in terms of diffi-
c:ullfy and rate of progessno In .making a choice, .it is impor- .

~tant to cnnslderfhg specifie characteristics . of the' learner(s)
“and of the learning situation.: Since most students have direct
"cohtact' with their teachers unly once a week, the materials
they will be using should bé&lclearly written ‘and illustrated,
well organized, and completa\snough to enable therh to pro-
gress as independently ‘as possible”through increasingly dif-

- ficult and/or comiplex skills and understandings at a comforta-"

.

4

v

. ble, yet challenging rate of speed. Self-teaching manuals usu-'

ally have the qualities idetified above, and-they provide™a -

step-by-step development of. baslc skills and concepts with
- continued reinforcement thrcmgh a variety of musical exam:
ples.: '

In any case, an appropnatc method booktﬂmuld include: ¢

. Descrlptlon and diagrams. of the various parts of the in-
strument, the mouthpiece, and reed placemenit;

@ Pictures and simple explanations-of such items as em-

. bouchure formation, the use of the tongue, hand -posi-
tions, .and ﬁmdamenta] techniques of breathing:

e A Lomprahemlve and comprehensible fingering chart;

® Activities deslgned to increase the student’s ability to. .
-read music, with particular attention to rhythms and beat*

and ample I’EpEtltan for pmgresswa remfnrccm{'nt

e Some interesting, but unfamiliar melodic materlal which
will encourage the student to 51éhtread rather’ than to
= learn by rote; - , .

mepractice records, - -

ress chart
Pace is a partids important- consideration .in selegtmg

method materials for Véry young learners. For, example, if the
instructional pattern hrmgs them into the clarion register be-

fore their embouchure, hand positions, and tonguing @15 _

niques have been properly developed, physical problems may
wdents are able to stretch their fingers

‘resulb; and unless the st
- far erioygh tu cover tHe tone holes before being introduced to
. *"the upper— er-Or register change (break), their experience

“with the c]’armet may be a very discouraging one. On the

B

. Explzﬂat]ons of correct pxmadures for pmchx:mg prog- =

other hand, students may lase interest imylearning to play an

instrument if the lessons progress too slowly.
. ' L}
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Irx ggngra],\the pl.:m of lﬂ‘itrllLtlQﬂ should Exnphasnze the .
‘ l‘udlment$ of playing and m\lsncxamhlp «with continued stress
.om ‘basic skills apd concepts. at* all'levels “of difficulty;, but the
" method and‘the substance ‘of each®lesson should.-have suffi-
v cient- apﬁal Fpr students | to make practicing a pleasure “Tex-
tual material shgu% therefore be supplemented with a variety
. of other resources) including bouks, . suggestjoris' from and
-‘working expeneﬁca with pr,ofeasmn.zl clarinetjsts, ‘and both
s solo and°ensemble’ literature, It is ‘'wellto remember, though,
that a learner’s pmgress is often-less dépendﬁnt oipon instruc- .
- -tional matérial and techniques thdn -upon the 5tl,ﬂ1llldtlﬂﬂ re-
cewéd ﬁg)m the teacher s interest in- him/her a% a [),Erhi)l‘l '

st U R ; w I

‘IJ;I %aehmg an d Learrmng ; L o o Q
BE(‘_‘:INMNG LEVEL oot S

Effectjve screenmg prOLLtdurE.' 'ior 1dé:nt1fym1=, pntenl‘ml

E c]armesxst; usually include .a \’dllEty‘ of indicators. Among‘
them dre ‘the extent of'the pupils’ ‘interest in playing. a

' *él;u'met vmrk habits and genéral abili ;‘l n, performance
pl‘eband ll‘lhtl’llmi:fith teachers™ app Is, "and scores on
cummen:mlly or locally - d:veluped tests Tor musicality. “Physi-

" cal charjcteristics €an also be important. Miny teachers feel
that: studergs should begin to study the clarinet at a very early
age cher& behevc tlmt pmgreas wxll he Jore J'piﬂ‘if the

leagtzsatudents :r.]lcmld ]]d\’E‘ the}l d(]ult frnnt ‘tgéth be ul)le to

cover., th; tone lmlf-s. with their fingers, and have a-long

_.enough- aftention span to- understand the leston. This last
+" characteristic suggests that the - learner’s maturation rate is
", another factor to be considered.” . .

It is usually better (or students w ith very small hands and®
ﬁmﬁers to wait until they have geown a little before trving to
play a clarinet. In- %(iune'cr , ‘however, they might I)le,lll
their’ lessons with a small E b .soprano cLumvt or a Bb soprano
phlte‘m system clarinet {(with ¢overed hioles). Conversely, stu-

- dents. with very Lllj_iE hands sind’ ingers may find that an alto -, -
or bass clarinet, oi one of the other large members of the
*.woodwind. Lmul}" s mme'.1pprnp;mti‘ for them than the,
standard Bb clarinet; Students who are double-jointed or
“ whose, hands liive little strength may be able to play a
C]ﬂrlnc hnt may, lw llJp[]l(' and more successful with

.o
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another instrument. Physical irregularities in teeth, the angle
of bite, or giié' structure of the jaw can also pose a problem,
but an interested student can usually adjust to these with
Jhis/her embouchure. However, if the irregularity: requires -a
“corrective device, it is wise to haye the student consult « doc-,
tor before beginning any study of the clarinet. Additional in-
formation can be found in Orthodontics and Wind Instrument
Berforma: an MENC publication deseribed in the General
Resource Listing on p. 148. '

Finally, the learner may exhibit a weakness in one or more

of the areas related to musi ality; but this, in and of itself,
micnt.

need not be a deterrent to suceess in playing an instr
For example, a student with, good embouchure control and
adequate breath support may learn to play (uite well despite
some difficulty in recognizing pitch—particulurly if activities
specitically designed to cope with-the problem are included in
the pattern of study. In short, since “circumstances alter
cases,” each prospective student should be evaluated as dn
individual, on a variety of significant characteristios.

Once they have been identified, beginning clarinetists
should be placed in learning situations which are as appropri-
ate for their needs as is possible within the local edueational
framework. In some schools. for example, lessons are given in
classes which include a variety of instruments from the same
musical family, but grouping students who dre learning to
play the same instrument is generally more effective.
Heterogencous grouping can provide stimulus, a wholesome
competitive spirit, and a valoable opportunity for peer

teaching—if the situation is artfully managed: but periodic
shitting to maintain some degree of homogeneity may prevent
slower starters from becoming disconraged and their quicker
countérparts from losing interest. In any event, clarinet stu-
dents shonld reccive as mueh individualized attention as pos-
sible during their fivst vear of instruction.

At this time, the students should become thoroughly funil-

Ziar with the instroment—its parts, the operation of its parts,

and its capabilitics. Thev should form the habit of assembling
it, plaving it, taking it apart, eleaning it, and storing it with
care. In addition, they should develop a greater degree of rve-
sponsibility and self-discipline, proper study habits and prac-
tice procedures, increased swditory diserimination, and the
ability to solve musical and technical problems related to playv-
ing the clarinet. )
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Major emphasis at the beginning level should be on form-

ing ‘correct habits, building a firm foundation of musical and

-related ‘knowledge, and developing attitudes that will lead to

"success. Each of these elements should be reinforced at all

levels of*instruction; but the formation of proper habits is par-
ticularly important-at the very beginning, for changes and im-

" provements become increasingly difficult in later stages of de-

velopment. A full-length mirror is a useful aid to good pos-
ture, position, embouchure, etc.; and rote learning tends to
be the most effective mode for basic skill development during
the first few lessons, because it eliminat f

s the confusion that
can result from conceutration on note reading.

Embouchure

It is wise to have students Begin with the mouthpiece
alone, rather than the full instrument. Make sure that the
reed and the ligature have been adjusted properly in each
case, and then have each student:

e Draw the lower lip into a cushion over the lower front
teeth,- taking care not to allow o much lip to come in
contact with the reed or its vibration wil be impeded;

e Insert the mouthpiece almost vertically into the mouth
and place it snugly agajnst the upper teeth, approxi-
mately %4"-%" tfrom the tip; and .-

e Close the lips around the reed, keeping the corners of
the mouth lifted a bit as though smiling.

Some students may need to drop the jaw a little and point the
chin toward the floor in order to avoid hunching the muscley
in the mouth area. These should seem to oppose cach
other—the lips pushing toward the reed and the jaw pulling
away. If.caclt step is performed exactly as directed, a concert
¢3 pitch” will be produced when the student blows into the
mouthpiece. .

Since proper intonation is largely dependent upon correct
embouchure formation, it is important to remind beginners

-that the embouchure should be held in a flexible, but con-

tinually poised shape. The lips should be firm (without being
rigid), for too much inovement will result in exaggeration.,
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Articulation

An 1rnpilrtant but hlghly L()lﬁluvtl‘hl;ll factor in achieving
good articulation is the use of the tongue. Many students spoil
their efforts by bringing too much of that muscle into play.
Since the purpose of articulation is to stop the reed’s vibration
as efficiently as possible without inhibiting the airflow, only a
very slight movement of the tongue is needed. Acc(xrdmgly,
students sigpuld learn to brush the underside of the reed near
its tip with a light, delicate motion of thé" front part of the
tongue and let the tongue itself “ride” on a continuous stream
of air in movements that are free of tension. Exactly which
part of the tongue should contact the reed has been the sub-
ject of some discussion. The most common approach is to
touch the tip of the tongue to the npper portion of the reed.
A muaster teacher or a professional clarinetist can be of great
help in developing effective articulation; and some of the
items identified in the Selected Resource Materials section at
the end of this chapter may also be useful because they in-

gy

~clude both deseriptions and diagrams,

In any case, however, students shonld deuﬂlop a method of
articulation that is adaptable to a number of musical styles.
They should also he able to use the technique with nther
members of the clarinet family—although the larger instru-
ments are plaved with more reed inside the mouth,” which
usually eanses the tongue to articulate farther froin the tip. In
playing the larger clarinets, students must similarly tongue at

.the reed’s tip; but because there can be no lessening of air

suppott, any major movement of the tongue from the front of
the mouth to the back should be avoided.

Summary

By thes end of their first vear of study, elarinet studehts
should be able to play songs, ¢ tudes, scales by thirds, and ar-

[)LL,L‘IHR in thf.‘ Lv\'s ul ( "‘i ,md (,, w;thm i llm;,,c ul at lg.ﬁt

of tune (l” Llltx ,m(l 1tmmtmn artic ultt:un ludlment;uy
phrasing,: and the ability to plky chythm patterns at a steady -
tempo. (Beginning students are often tempted to rush through
their exercises and move on to other things: but until they
have developed a keen car and the desive to “play it right,”
they might better work at slower tempos until they can per-
form cach note of the scales, thirds, and arpeggios with even-

;1.2 61 .
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ness and conviction. Varying the material and the learning
procedures -connected with it will help to maintain interest.
Finally, the buddmg clarinetists should have begun to de-
velop a storehouse of musical knowledge relating to timé, key
signatures, note and rest values, musical terminology, and the
idioms used in réading music at given levels of performance.

INTERMEDIATE LEVEL

Emphasis on basic skill development should continue at the
intermediate level; but since the students will have made
greater progress in some areas than in others, the learning
program should be individually tailored to broaden areas of
strength and cope with weaknesses. The students.themselves

" should play an ever-increasing part in developing pragmms
-designed to meet their nec—:ds and characteristics.

Tone Qual:ty and Intunqztmn »
Tone has a variety of component parts, among which are
the following:

i

Shapé or outline (e.g., a tone may be round, ribbon-
shaped, threadlike, ete., according to the requirements of
thf;‘ mus‘u;)

, r “filling” of the shape which is usu-

\fed by projecting the airstream and voicing the
tone as far forward in the oral cavity as possible.

Di}pth—th(ﬂ dimension of sound which results from playing
easily through the clarinet,

Resonance—a clear, bell-like quality which can be demon-
strated by playing a third space clarion C and letting the
sound diminish to an echo within the total tone,

Mellowness—a warmth of tone which can be developed

throngh practice with simple tolksongs luul chorales.

Richness—the term is self-explanatory.

Edge—a reediness which offsets or complements the mel-
low qualities of good tone. The proper cultivation of tonal
edge will improve tone production in three ways. It will
enable the plaver to (a) produce nmrore and more sound
alinost effortlessly, without the common faults of stuffi-
ness or overblowing: (b) stay on pitch, rather than playing
sharp in softer passages and flat in louder ones; and (0)
maintain a fairly even quality of tone, despite changes in

dynamic level. 3
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The main purpose of tonal development is to help students
to: .

e Produce the distinctive quality of the clarinet’s sound,
- and

e Achieve a umf rmity of tone thmu;;,h()ut its entire range.

skills developed during the*
t embouchure forma-
ition, “efficient breath-
stain a tone and to play

The process builds upon the basi
first year of study: good postur
tion, a high level of auditory dis

ing patterns, and the ability to

- _reasonably long phrases. Huwuu until the students under-

they can hardly be
em‘:} ln ."1(1—

stand Preusel\f what good tone quality is,
Ehpﬁét&d m prudut_e it wnth Jn} dé:gxé nf cor

=~

f'n‘rtti‘ to mﬁmtv in cresc ndm ﬁ o1m pmmsslmu to f(n te, and in
combined cr !scgndu/dsc,rescmldus, tlmn, students at the in-

rﬁpresentltwe passi "E's h()m nmstcrwnrl\s Emd .1ttemptm;_, tn
play them in the same manner. Some of the recordings listed
at the end of this chapter and selections such as the following
might be appropriate for this kind of activity: the second
movement of Beethoven's Second Sllnzphmul (A major, Opus

92); the third movement of Rachmaninoft’s Symphony No. 2
in E minor (()pu.s 27): the andinte movement of ‘Schubert's
“unfinished” eighth symphony; the first movement of
Tchaikovsky's Symphony No. 6 (the “Patletique”); and von
Weber's overtare to Oberon. Playing with and/or under the
direction of professional performers can also be helpful,

Since tone quality is identified by the number and intensity
of the overtones which accompany the fundamental, another
useful experience is to have the studeirts face into a corner a
t.away and listen for thé overtones or partials i their
own playing. Once they have hecome aware of the various
tonal ingredients and begun to form a concept of good tone
quality, they might work toward the achievement of the con-
cept by plaving slow, slurred scales, scales by thirds, arpeg-

" gios, and chromatic scales through all registers, while attempt-

ing to maintain a consistent quality of tone. Tlns will require
that th(‘y

e Keep the oral and nasal cavities open (perhaps by “yawn-
ing” with the mouth closed); ’

r
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() \’Idll’ltdlll i firm, but flexible embouchure that will enable
* the reed to vibrate freely up to maximum range and thus

produce an easy increase in volume and inten

H
5

‘ e Direct an airstream as far front in the oral cavity as pc)s='
sible; = . ¢
- @ Experiment with pressure, voicing, and velocity untll the

desired eflect is produced; and, in general,
e Play through the clarinét.

Ls .

Fingering

rering teclnlqut‘s dept'nd u]mn thu dmelupmtnt (){ correct
habits and pru(tzdures in the i11‘110;'r plmses ()i stud\' Oue ul
the students’ gr. Thes
-born of tension iln(l the desne to~"do it rig Fm example,
-they may tighten the muscles of the bac .md neck too much
“in an effort to stand or sit up straight. They may grip rather
than hold the clarinet, and extend their fingers like sticks in
order to cover the tone holes. Acgmdmjﬁlv they should be
encouraged to let their arms hang from the hinges of their
shoulders, a little Jw.l\’ from the body on either side, as they
tst.md or sit t;l” An m’l.lgm.u\' line drawn from the elbows
s at the base of the fingers.
its 'rmithf:r hcnding toward
. The right
'L\c‘tm‘ Hn]d—

instrument a llttli‘ tu t!l(f 'hL HQ’\’\’("\'L‘!'. it tl'u; c:Lu inet rests
too high on the right thumb, the weight of the instrument
will shift to the I!l(l(‘\ finger and throw the right-hand position
out of line. :

Students can, improve their fingering tuhmqm s by making
sure that their fingers curve toward the instrument until the
pads of their fingertips are %W"-%" above the kevs and tone
holes. The curve should be maintained at all times, with the
finger action coming from the ‘knuckles. The pads of the
fingertips should: fall on the kevs and holes-with quick, spon-

tancous strokes—as though released and retrieved by a spring
.
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at the knuckle base—and the fittle - ‘finger of either hlmd
should never be allowed to curl under the LE\!&

- Registers of the Clarinet o !
- e
I L —
= — —— = — —
E— PP T | | — -
AV Ln M| I A— S|
v W Throat . -
?Chglumgaumﬁ—*imﬁian*?éﬁlfz::szm@ﬁl‘ :

#

Since the clarinet overblows the odd-numbered partials,

“there is a relationship among the hngf}rmgx of the registers

which is based on the intervals of the twelfth and the sixth.
The elarion fingerings are related to the chalimeau by the
Tnterval of the twellth (e.g.. the fingering for e, plus the H:‘},!l‘»—

“ter kev. produces b f p]u-a the register key pmducu ¢l; and
- £f phn the register key produces ¢#1). Some of the fingerings

in the altissimo register are related to an interval of the sixth,
with the addition of a vent provided by lifting the left index
finger (v g., the fingering for a, plus the register key, pro-
duces 2 and ¢2, with the left index finger lifted, pmt]nce

Ce3). For notes d3 and higher, it is necessary to add the- Eb

key (which is plaved with the little finger of the right hand).
Llitmg,, the left index finger and adding the register key to the

B,

.
Ro ’ -
P . s : T e : , 4 -
% 2 chromatic forked fingering 2L will produce d# 2.
. b, B
o E key
R = Register key T = Thumb

G 6
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» T=Thumb . R=Register key

_ Students are often reluctant to use chromatic and alternate
fingerings. The extent to which these techniques can improve

- a player’s efficiency should therefore be demonstrated as early

as possible; for the sooner the students begin to hear and fecl
their effects, the more receptive ‘they will be towird using
them. Practical application to solo and ensemble work should
reinforce the habit once it has been formed.

_Articulation

Articulation is composed of slurring and tonguing. The key
factors are breath,control and a careful coordination of tongue
and finger action. Slurring and a smooth legato style require a
continuous stream of air from tone to tone, coupled with con-
trolled lip movement and coordinated finger action. Students
might find it helpful to practice chromatic scales as though
théy weré playing in slow motion. Once they have mastered
the technique, they should incorporate it into other scales,
arpeggios, ete., and then develop a staccato style of tonguing
which includes maximal air support and avoids sympathetic

-responsgs of the lip, throat, and/or jaw muscles. Playing be-

fore a mirror may be useful-in-this respect.

- Since excessive tongue action is a common fault in articula-
tion, the students should be reminded that breath control is a -
major element in the process. The airstream initiates, con-,
nects, separates, and terminates the tones: tli(;hmguc serves
as something of a valve for and complement to the breath.
This is particularly important in tonal endings, where students
should be encouraged to: (7 , '
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e Control the ending primarily with the breath, rather
than the tongue: and

Maintain embouchure, full diaphragmatic support, and a
steady stream of air until after the moment of release.

It goes without saying that slurring and legato playing
should be matched with a gentle “padded” tuu(h while stac-
cato tonguing should be accompanied by a crisp, ham-
merstroke finger action.

The -Upper Register

'In order to achieve good tone quality and intonation in the
upper register, pliayers must increase their air sll;)p()ltAbut
without tlz%'lltt ning the lips, biting the reed, or overblowing,
Students are often nervous about plaving high notes and, for
this reason, tend to relax their lips ;mﬂ s‘tnp h]n\ving at the
end of a low note in order to “prepare
ficult Luk of producing high ones. Other deterrents mc]udf:

e A nmuthplf:u— that is defective, unsuited to the player's
embouchure. or not well adapted to the instrument.

e Too soft a reed. It the sound produced by a student who

- generally plays quite well is thin and flut- in the upper
IEL,HEEI‘, i stlﬂtl rec (l may lu nudul

\\’lll!’:h 'glnsf;a ofl” or restricts its \1])1‘1tmn,

Excessive pressure on the reed eaused by “hiting,” a
situation which can be corrected by pulling the chin
downward until the corners of the mouth are drawn in-
ward.

e Lack of controlled air support. Regular exercise in which
the student inhales slowly and deeply and then exhales
with inereasing speed and force may help to build this

support. . —

Given the proper reed and mouthpicce, students who place
more of the reed in the mouth, who play the chalumean tones
with the embouchure they expect to use for the upper register,
and who then move into that register without a conscious
change in lip formation will find themselves producing the
high notes both™ éasily and well—for if they make tlw
chalumeant tones as tall as possible and coutiniie “to blow at a
steady pace while gently pressing the register key, the sound
will automatically shift to a rich, resonant tone a twellth above

. gilé 67
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the note they have been playing. "The trick,” writes wood-
wind specialist Keith Stein, ¢ p on blowing, -once the
key is touched, without flinching, shifting, or tightening up
the lips.”™* '

Style and Musicianship
. - s - - 5 . 1- 131 s ¢
“Solos and other forms of clarinet literature should be an in-

tegral part of the learning program at the intermediate

level—with continued attention to tempo, dynamics, style, ar-

ticulation, and other aspects of aitistic interpretation. Par-
“ ticipating in small -ensembles and large performing organiza-
tions can do much to broaden the students insights and per-
ceptions. Following the score of a musical performance while
listening to a recording of it is an ex nt supplement to
playing experience, but students should have enou hs knowl-
edge of the fundamentals to know what to listen to-%r for. If
at all possible, then, the school music department should de-
velop or. provide direct access to a well-equipped resource
center with books, periodicals, scores, tapes, dises, realia, and
appropriate facilities for usifig them. But there is no substitute
for day-to-day experience. Accordingly, the students should
be encouraged to play their instruments as often as they can;
to acquire a dideipline through intelligent practice; to deepen
their understanding of the clements of musical expression,
-and of the uniquie relationship between the composer and the
. performer; and ultimately, to develop a pride of mu icianship
whether their work with the elarinet hecomes a vocational, or

simply a recreational actiy ity.

y Reading )
There is a relationship between how well students can read
music and their ability to sce, their attitude toward the proc-

ess of readjng, their knowledge of the units which compri
passage tof be read, their use- and understanding of specific
techniques for reading improvement, the nature and difficulty
of the material, and of course, their experience, For this
reason, it is wise to: S

‘e Muake certain that students can see well enough to read
without strain. Help them to adjust the lighting and the

“*The Art of Clarinet Playing (Evanston, Hlinois: Summniy-Birchard Com-

pany. 1958), p. 39, = !’ 9
68
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position of their materials and, if necessary, provide ic-
- - cess to simplified, Enlargfgdi‘ or Uthi;:-rwis;t:-:;i,ppmpﬁate
readmg H’I.ItEl‘l;l] .

5tudﬁnt5 use muslcﬁthf:v wdl E‘DJ(

a melody by rote, and then lmvm;,, tlmm lEd(l it hum a.
score; playing with them, if possible, and encouraging
them to perforin with their friends; and dltenmtmg sim-

t pler material with scores that presen
still maintain a high level of interest.

e Have the students work with ‘the basics of music until
“they can identify scales and chords at a glapee and recog-
nize chord and scale fragments in new and varied group-
ings. I

"e Encourage the students to antic ipate; to.read (‘le&’i(*r? of

~notes and predict the next; to look vhead; and to skim
rather than examine the score, relaxing their gaze Ly oc-
casionally glancing off the page at sometling else.

V.f‘

In the early stages of learning, students need a great deal-of
dir’ffct iﬁ%ffli("ﬁ()'ﬂ gun:l indi\'ﬁlu 1] glﬁ(l.ﬂnc‘e but as they move
they §h()uld

hﬂlfdl‘s(:lpllnﬁ dlld mltmtlv morc con
plex ignments that usually A(L()!I]p.llw inc :d proficiency
will require them to make better use of their time. Mechani-
" cal'problems should ‘become less formidable, but repetitive
pmctmv wﬂl still } 2 sary 1! thf‘y are to solve the techni-
T in .ld\f.mced Cldnnct lltL‘ ri-

—;md l')e zll)le to
ficiencies they hear. They should learn a great
m ;,icucml, anyd lm},,ln to concentrate on the
ormance. Gradually, as the students
beec "aslm,,ly § lj directed, the teacher’s role will shift
from mstxuctur to fucilitator and guulv
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able to nl.u, Ltuch 5, tulmu.ﬂ studies, solos: and literature of
m(ldt‘ldtl di”li;lllt\! in seven major kevs and their relative
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inors, within a range of three octaves (e-e®). Their perform-
ance should démonstrate - that they know wlmt quality playing
is, and that skill development has progressed to the point
where they can habitually: ' ' B

e Produce good tone quality and intonation;
e Articulate correctly in all styles and patterns;
- Te 'Play ththn Ic patterns .u_uuatily and at a stc.ldv te‘mpm
and
e Use alternate fin ngs with evenness and smooth finge
io

Ujm‘dmllt n.

Their playing should also rev el a growing musicianship,
with increased attention to’ dynamics, phrasing, style, and all

other aspects of quality performance.

ADVANCED LEVEL

Advanced level students should concentrate on perfecting
those. skills they already have, in addition to developing new
ones; deepen s well as broaden their knowledge of music;
and begin to exhibit the attitudes and behavior that charac-
terize a musician. At this point, more specialized instruction
‘may be needed than the-instrumental music teacher can pro-
vide; but |
with an ability to assess learner needs, interests, and
capabilities, should prove invaluuble in guiding individual
students to the help they need for the achievement of their
personal aspirations.

Tone Quality and Intonation =
In order to play with good tone quality and intonation, four
conditions are necessary:; N
(1) The clarinet must be in excellent playving condition, and
% capable of pmdu(_m;,, an accurate scalt and a rmun.mt
tone, .
(2) The nmuthpw;c should he of reasonably high quality,
and appropriate for the player.
(3) The reed should lu made of high qlmht\ cane and
properly adjusted.
(4) The splayer should have good posture, sufficient lung
power, and excellent breath control.
For this reason, advanced level students should learn to
81 4

[ -

ERIC

Aruitoxt provided by Eic:
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ity to sustain a tone at any c],\f‘mlmic level without a
ither quality or pitch. )
: Reed Adjustment

I reeds must ‘be refined to the

‘Even the best commerci
playing requirements of indivichial performers and' the particu-
_lar conditions of their playving. Students who are serious about
X pliying

- performing will soon feel a need to experiment with reed ad-

N b justment. The topic is covered in detail in many texts (see Se-
dected Resource Materials section at the end of this chapter),
but the rule of thumb is still to proceed by trial and: error,
making only minute experimental adjustments and then test
ing. them by playving, ’
Since reeds tend to hecome softer with use, it is advi
~ to buytone that has a slight stiffness, Some plavers condit
/- cane. reed by wetting it with water, rubbing it down with a
1ger on a flat gliss surface, and/or sanding it lightly with
tine-textured garnet paper until the finish is smooth. This
Jlcloses the pores in the cane and helps to resist decay from
galiva. After the reed has been conditioned, the first few play-
Nhngs should be of short duration, with ample time between
them to allow the cane to dry again completely on the glass
surface and thus avoid Jwaterlogging.”
I the reed has almost no resistance and produces faulty in-
.« tonation and/or a thin tone quality, it should be clipped with a
. reed trimmer to ¢xpose a stiffer portion of the recd for play-
ing. This should be done by wetting the reed first, trimming
it by hairline degrees, and applying the plaving test after cach
adjustinent. Even a minute shortening of the tip makes a con-
: siderable difference in r ponse. Aftey the reed has been
trimmed, it should be sanded Tightly as hefore in order to
1 even thie forward edge. . ’
. On the other hand, if the reed produces blatant tones
which require a great deal of air pressure, the tip should be
thinned withi the moist, flattened end of a stalk of Duteh rush
(available in most music stores) or very fine sandpaper.. Soak-
ing the Dutch fush dn water will make it soft, pliable, and
casier to use. In some cases, it may be necessary to scrape
the entive vamp, working carefully in light motions toward the
tip while retaining the general contour of the reed. If the eut
o of the reed is vut of halance, response ‘will be stiff and the
licavy side of the veed should be honed to muteh the other
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sx‘de Sc:‘apmg ‘the tip: ;md shmlldgr area
roblem; but it may- be” necessary. to serape the hEm‘t Of thé
reed as w&ll aﬁd if so,” the process shauld be done very care-

ﬁ‘llyi -

Bf:eds in need of" ad_]listl‘nEﬂt can also cause sq‘ueal\mg A
r:larmet may squeak if: . . -
“e The player’s fingers aten’t covering the tone holes;"
e A part of.the player’s hand is TESI]“E on a key not meant
to be depress‘ed -
- _The pads leak; or
® The reed is defechv — S : K

s

If the first thrée items don’t appl\! and the player is ‘%ll(‘_‘(_t‘b‘shl]
on other reeds, then the fault lies with the reed hem;_, qused.
‘An agymmetutal cut of the vamp or a thick or uneven spot on
the shoulder area or heart of the reed may. cause it to squeak.
‘The condition can"be identified by hnldmg,, the feed up to the
light. Any. spat that shows darker or thicker “than the area
around it should be smoothed away with Dutch rush or very
fine sandpaper. The heart should be avoided, if possible, or
approached very gingerly, -because it is strongly affected h\'
even small admstm&nts ' -

Hrany-eventy-< ﬂrl*c'—-g{}ml- reeds-should_bhe.se Egtt‘ 1 o
adjustmgz,md nm all of these will adjust successfully. -

Vibrato _
q i x N = " B s :1" = = :':’V = =
The tisé of vibrato is not an established tradition in playing
the c]armet, as it is in other wnndwmd mstruments A vibrato

produced by jaw motion is acceptable for “pop” styles, and
there are & few ;1rt1st/t&1ch¢:rq who re (;Dmmsﬁml that 1t be used

]
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an expressive tool under special conditions in
_ snln perfmmanu, In the latter instance, however, most
(7 - playersiweuld find the sound of a diaphragm-originated vi-
brato more esthetic. The technigue can be developed.or
a(lapted from the discussion of vibrato in oboe texts and
methods. The larger members of the clarinet family are usu-
.ally played with some vibrato when they are used as solo in-
stmments or h)r solo pdss.\g’e . . L

Technical Fagility

If students at the advanced level have chmrﬁ-d an evenness

in finger technique and a kifowledge of correct alternate. fin-
_ gerings and when to use themp they should strive for in-

" creased technical facility and make a habit of using correct al-

_ternate fingerings. Daily practice of scales, scales by thirds,”
broken chords, -chromaties, ete., throughout the entire range
of the mstl;mm:nt should increase. their facility in all the major

and minor keys and help them to develop a solid comimand of
their instruments. Etudes, solos, and téchnical literature’
which the students find en; l)lt, and which require daily

work to master, are also valuable for this purpose.

. & . :

Artic ulation

Advanced level students should improve Lmth ‘speed "and
ease of playing in all styles and patterns of articulation. The
daily practice of scales, scales by thirds, broken chords, and
chromatics recommended for mcrellsed ‘technica i
also usetul in 1mpm\1ng articulation. Sin rticulation p 1 -
ily depends upon tongue and finger coordination, “the stvle
.and patterns should.be practiced slowly until the topgue and
fingers work together smoothly. A metronome can. be useful
for this purpose, if the speed is increased gradually, so long as. -
good control is maintained. o . >

Difficulties with: articulation are nat limited to to mguing -
problems: they also stem from incorrect embouchure, poor

——plaving-positiens: a -constricted -thiout~-an--Hnprgper—mouth- - -
piece, and other circumstances. When studentdencounter -
particular (llf}mu]ty in drtix;nldti(m music w]nLJl metts thelr
specific needs;sh
rial. In d(l(lltlﬂll thﬁ\ s}mul(l stuuv ‘ht

A the tupm disensséd in many excellent texts .md metlmd mate-
rials, and consult with pmft‘ssmndl L]dnm'hsts or clar m&t
teuchus. : : b i '

3 I *
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- they can improve the

Sitice' the extreme -high nﬁtes requtire - both excellent em==
“bouchure development and breath control, work on extending

the range to g® should be gradual. The' pl’DcEdul’ES described

- for intermediate level students (see. pp. 67-68) are also appro-
“ priate here, but overpractice on the extreme.high notes

- -should be avoided as it may have a .deleterious effect on the -
quahty of tone production in general. A few minutes of daily
practice over a long period of time should be sufficient for the
develnpment of high-register playmg

: Stylé{ Mﬁ'si:ignship% and Bé?ading .

el

Advanced-level students should work towitrd continued im-
{ provement in their playing, a greater degree of sophistication,

' and a professionalism marked by the proper interpretation of

musical nuances, Ensemble or organizational performances .
‘should broaden, their dlscrlmmatory powers in hstemn;, and
r. rate of musical reading through an N
abundance of solo, ensemble, and technical literature. In ad- - -
dition, they should. beiplaying increasingly sophisticated mate- ’
rial in_all keys of the ‘clarinet’s tessitura.. This should include
solos, etudes, enseinble parts, and other forms tlmt are hath
teehmcally and’ interpretively demanding’

At the. ﬁmu;d level, the atudents perfurnmn(_e should
demonstrate their ability to; A

[

& Produce excellent tone quality and intonation;

i

o
el
=
g
A
9

@ Transpose at sight from piano *scores in C,
parts for clarinet in A, ete.; and-
e Read intricate rhythm patterns at a

‘-—h’gx—?—' = cts o == =T ,—w—gﬁ::::s:z;—,x_——'i. = =g

- Fin;ﬂl}; as maturing ‘Claripetists,; the students should demon-
strate a growing sense of-responsibility, self-discipline, and
mltmtlve a dE‘Ep(;r apprec ,-tmn fnr music as an th fDrm A

more Lréatne use of lmagm tmn in Hterpretlltmnﬁ imd a
greater sense of discrimination and aiialysis in .'ml\'mg musu;lll z

. ‘problems. . AR
| 80 . -

£ - - . P

74 0T



- oY ' Ty

“*  IV. Selected Resource Materials |
'BOOKS AND PAMPHLETS

Bonade, Daniel. The clarinetist’s compendiim,. including
‘method - of staccato and att of adjusting reeds-- Kenosha,
Wisconsin: Leblanc Publications, Inc., 1962." T

Cailliet, Lucien. The clarnet and zlurmet choir. Kenosha,
Wisconsin: Leblanc Publications, Inc.; 1962. '

Cummings, Frank & Carl Gutmann. Band instrument re-:
- pair manual series 1: “clarinet. Berkeley, California: Don™
: Keller Music Company, 1953. Available from Wynn Music
Company, P.O. Box 647, Orinda, California 94563.
. Eby, . M. The clarinet and its care. New York: Walter
-~ Jacobs Company, 1927, Available from Big Three  Music
Corporation, 1350 Avenue of the Americas, 'New-York, .New
Yor 1001() E
— The clarinet t’mhmu hmt "Jﬂ'\'\f.Yka: Wal- .
ter ]Ju;c»hs C,mnpdny 1927,

Gates, Everett. Odd 124%‘& r.etudes: ﬁn any .ireble msfrumf‘nt
.New York: Sam Fox Puhllshmg Company, Inc., 1962,

Heim, N. M. A handbook for clafinet, piyr]‘mmtmu* l\mmg.ha
Wisconsin: Leblane Publications, Inc., 1965.

H(lqunaghE] Charles. Dramatic results of Leblane Ii‘%i*’i”i]l
in clarinet acoustics. Kenosha, Wisconsin: Lehl"inc Publica-

K tions, Inc., n. d. - - "
g : Explaihs how the reed, the ligature. the mouthpiece, and
’ the physical characteristics of the performer tend to dcter—
mine individual tonal char: ﬂct&rlstlcs _ - -

~  Hovey, N. W. Chart, of regular um[ trill fingerings for the B
. flat clarinet. Elkhart, Indiana: H. & .A. Selmer, Inc., n. d..
Available from Derby®Music Service, 5143 Busch
Boulevard, Tampa, Florida 33617, - »
- Chart showing the proper selection and the b is xf se hsn—
o s ""‘fﬂﬂ‘l‘ﬁ’ﬁ tn}l‘fmgérmgq Gﬁ‘T‘ht‘ B flatchariner:

————— . Clinical studl{s for clarinets. R t
“diana: H. & A. Selmer, Inc., n. d. Available fiym
Derby ‘Music Service, 5143 Bu%Lh Bnulevard
Florida 33617,

" Four pages dealing with tone pmductmn and mtgnatmn
¢ control for the B flat Ll;ll‘ultt section,.

e Major scdles, arpeggios, and thirds for the
clarinet. Elkhart, Indiana: H. & A. Selmer, Inc., 1958,

i
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, Available f:om Derby Music Serwr_e 5143 Busch
=% Boulevard, Tampa, Florida 33617.

* 7 - Four pages o ?majgr scales, arpeggios, sciles by thirds,
and chromatic scales with correct fingerings listed through
all the keys. Useful in the development of technique in t%

interniediate and advanced stages of learning.

— — ‘Teacher’s guide to the clarinet. Elkha;t
‘Indlana H. & A. Selmer, Inc., 1967. Available from Derby
‘Music’ Servme, 5143 Busch Bnulev*u*d Tampa, Florida
33617. -

. Pocketsize pamph]et for the clarinet teacher. Clear, con-
“cise explanahons pertaining to’ the selection of Ectu rment,
-reeds, and mouthpieces; the teaching iba‘ilﬂ $ i s dnd
" other vital aspects of clarihet playing. =

" Mazzeo, Rnsanu Clanniet manual. Phlladglplna Henn Elk'm

. Music Publishers, 1959.

McCathren, Donald. Clarinet fmgzrmg chart. -Minneapolis,
anesnta ‘Schmitt, Hall and McCreary, n. d.

Besides a mrnphhed approach to learning fingerings, the
chart includes the application of these fingerings in context,
and altissimo fingerings to C4.

e ———. Playing and teacltng the clarinet fumlIJ
S:m Antomo Texas ‘Southern Music Publlshmg., Company,
-1963. .

— ——. The selection and care of clarinet and
saxophone mouthpieces. Kenosha, Wisconsin: Leblanc Pub-
lications, Inc., n. d. :

— — Tmi‘hmﬂ techniques of the clarinet family.
Elkhart Indlﬂnl H. & A. Selmer, Inc., 1972. Available:

* from Derby Music Service, .:1;4'3 Busch Eoulemrc;L Tampa,
F]orldi 33617.

" Free booklet for educators: which contains per‘tlnf‘nt ad- -

vice on all aspects of clarinet fnstrur_‘tmn
M_l"E!l,_—}‘——E A_spectrum. mzuql,
bor, Michigan: Um\ermt} Ml

19, 120.
“rgﬂnre E. C. lhe clarinet. funmln qucm\sm Lehlanc Pub»

hon’% Inc.," 1962, ,"
“series of dftlclﬁs h\? artist Clannttlﬁtg -pertaining to em-

rofilms, 1956. Publication No. -

i of technique, legato /playing, and other vital aspects of
clarinet playing. i &7 '
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- g The {Jizrmet and its dm[y routine. ‘Kenosha,
Wlszonsm Lebhm; Publications, Inc., n. d. (Fhe LEbLlDL
educatxonai series).”

Dpperman Kalmen. HtmdbuﬂL for makmg and ﬂd_]llelﬂg

" single reeds. New York: Chappell and Company, 1956, -

— — . Repertory of the clarinet. London:

" Ricordi and Company, 1960. Available from Belwin Mills
‘Publishing Corporation, 25 Deshon Drive, Mtl\nlle New
York 11746.

Lists texts, methods, solos, and Ensemhle& Matgrial n'ot
'gmded by dlfhcult\f : . :

The proper selection of c,lumwt mm’ saxophone mmzthpxews*

- Elkhatt, Indiana: Conn Corporation; 1965.

Information on the construction of mouthpieges ;md the
relationship between design and the' tone qlu]lty of the
mDuthplE(E

Beed Alfred. The balanced clarinet choir., I\ennslm Wiscon- .
sin: Lehhmc Publications, Inc., 1958.

~ Rendall, F. G. The clarinet: some notes upon its lnaturu ‘and
* - construction. New York: Philosophical Library, Inc., 1957.

‘Riehm, Diethard, ed. The clarinet—Qskar Kroll. Ncw York:

Taplinger Publishing Company, 1968,

A thorough explanation of the evolution ‘of the clarinet
and its impact on composers from Gluck and Mozart toBar-
tok and Stravinsky. A}sn includes a bibliography of clarinet
literature, from solos to large enseinbles; a good discussion
of other members of the clarinet family; and a novel section..
with short biographies of some eminent clarinetists, with
‘photographs. .

Seltzer! G. A. A study of some technical pn)bli’ms Jor the
clarinet ﬁl”ll’l[ in_orchestral literature. Rochester, New
__York: ity of Ru(lﬁ_ﬁtf‘r Press, 1959, Mic gprmt copy._
““of origin: seript, ,

yp
Siegel, Allen. The twenticth century clarinetist. New York:
Franco Colombo, 1967. Available from Belwin-Mills Pub:
lishing (t)rpmdtmn, 25 Deshon Dnve \’Iglvﬂle New 'an}\

11746,

Snavely, Jack. Understanding the i[fu’nu‘t alnssmm register.
Kenosha, Wisconsin: Leblanc Publications, Inc., n. d

Spratt, Jack. How to make 1 your own clarinet reeds. Stanford,
Connecticut: Spratt Music Publishers, 1956. Available from
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Plymci%h Musn:- Cﬂmprmyﬁ 1841 Bmadway New York,
New York 10023.

Stem, Keith. The art of- darmgt playing. Evanston, Illinois:
‘Summy-Birchard Company, 1958.
. .The artist/teacher provides corrective methods for solving
*“the complex problems of clarinet-playing, including em-
-~ bouchure, articulation, intonation, fingering, reeds, and
‘ ’mouthplaces Descriptive similes and lllustmtwe charts
serve to clarify the various techniques under discussion and
make this text well adapted for use in high schools, co}-

leges, and private studios.

Stubbins, William, The art of- ilrzruwtntn[ Ann Ar}mr—,
Ml(‘hlgdn Ann Arbor Press, 1965. : o

- . Let's talk things over with a woodwind au-
Hmrity. Kenosha, \V\scnnsm Leblane Publications, Inc.,
n. d. .

;mrstcm, Frederick. Clarinet tfchnx' e. New York:
“University Press, 1956. Order f ,'(_).ximd LTD!thhlt} -
Press, Inc., 1600 Pollitt Drive, ¥air Lawn, 'New Jersey .
07410. i

Willaman, Robert. The clarinet nm[ clmzm’t p[m/mrf New

York: C‘ﬂu‘l F\‘i(‘h{‘l’, Inc:, 1949.

METHODS

Baerman, Carl & Gustave Ldngenus ("Eikinrf method.
Books 1I-V. New York: Carl Fischer. Inc., n. d.

Bitsch, Marcel. Twelve lhythmu:u[ studics fm clarinet. Paris!
Alphonse Leduc, n. d. Available from ‘M. Baron Company,
P.O. Box 149, Oyster Bay, New York 11771.

Develops technic ues of playing 20th-century idioms. In-
tricate rhythms .fm(l meter Lhdll},ﬂ'ﬁ challenge the advanced.
clarinetist. .

cthod fi;lf' grade schools. New

_ Bodegraven, Paul. A (ll‘l!”l(’fl

York: Carl Fischer, Inc:, n.ic _
**“Cavallimi. “Thirty cuprices for T'hf -ﬁ'ﬁﬁvzr#?ﬁsﬁv-»\ﬁﬁi -Carl e

‘Fischer, Inc., n. d.

Collis, James. Modern course for the clarinet. Books 1 a’nd I1.
Phllade]phm Henri Elkan Music Publishers, n. d. +

‘De Caprio. Beginning method for clarinet. Remick Music
Corperation, n. d. Available from Warner Brothers—7 Arts
Music Corporation, 619 West 54th Street, New York, New

York 10019.
Adapts well to pr ublems of very young studtnt%
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= Gower-Voxman, Beginning method for e:lm‘uu"t Kansas City,
. . . Missouri: Jenkins Music Company, n. d. ‘

Hamelin. Scales and chords. Paris: Alp}mnse Ledue, n. d.
Available from M. Baron C‘umpmv P.O. Box 149, qutir
Bay, New York 11771.

Hinze. Orchesterstudien. Vols. 1 & 2. Bl’(’:ltl\O[)f and Har te! '

n. d. Available fromm Associated MuslciPuhllshers Im 8661"
3rd A\'enue New York, New York 10022, - -
]Ean]ean P. Etudes progressices: ¢t -melodigues. Paris: Al-
- phonse Ledue, n. d. 3 vols. Aviilable from-M. Baron Com-
pany, P.O. Box 149, Oyster Bay, New York 11771..
For adw: LmCEd (Llrmehsfs \’Llllmh]e tor style.

—————————. 16 ctudes modernes. Paris: Alphonse Leduc, ‘
n. d. Av;ulahlt‘ trom M. Baren Company, P D Box 149,
‘Oystey Bay, New York 11771,

Includes 20th- century harmonic idioms (whole-tone SL;I]E :
angmented tr iads, etc.).

- Klose, H. Celebrated method fm the elarinet. Parts 1 and 11,
- " New York: Carl Fischer, Inc., n. d. :

A musical and valid set of stutlns proven by time. Not
sequential. The “teacher should adapt the order ‘of the exer-
cises to fit individual student needs.,

abanchi~ Method for clarinet. Part 11. New York: G. Ricordi
“and Company or Carl Fischer, Inc.. n. d.
Langenus, Gustave. Book of scales. New York: Carl Fischer,
Ine., n. d. - .
- ————. Cldrinet cadenzas. New 'im'l-. 111] Fischer,
Tne., o d. o .
Selected from svimphonic literature, solos, and chamber
. mrusic. A hundy suppluncnt to the librafy- of an ;l[l\;l!]if’(l
v student. . .
———. Complete method for the Boe ‘hm clarinet.
Putsl III New York: Carl Fischer, Ine.. n. d.

== ,,,k_l’u;qnq;L Lransposition. [ New- bmsk {‘41L»==
. Inc., n. d. .

-Lazarus. ("mnphtv method for  the  elarinet. Rev! by
Langenus: Fli;;(l\ Bettoney. Rev. by Bellison: Carl Fischer,
Inc. : o '

Lester, Leon. Meclodious studies for clarinet solo. Phil;’uﬁleL_
p]lm Henri Elkan Muysie Publishers, n. d. .

Includes familiar melodiestand tasteful masical etuclt‘s tor

“ingAmediate students. Could be used as a supplt‘mﬁnt to

fibank’s Voxman tndvkmu d methods. '
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, ti, Ronald. 20 melodic studies fm‘ clarinet. Scattsdale
-Anzcma Luverne Publications, n. d.
Highly recommended mter‘medlate supplement. C‘arﬁ:
bmes well with Rubank’s Voxman advanced methods, 'vol-
umes 1 and 2. '

4 Perler,; Auguste. Ensezgnemgnt complet de la clarinette. Paris:
‘ Alphonse Leduc, n. d. Available from M. Baron Company,
’ P.0. Box 149, Oyster Bay, New York 11771.

*

—.Le debutant olarinettiste. Yayis: Alphonse
Leduc n..d. Available from M. Baron Company, P.O. Box
" 149, stter Bay, New York11771. :
- Excellent musical material for the mtermcdlate student, =
- Phillips, Harry. The clarinet class. Evanston, Illmms
Summy-Birchard Company, n. d. -

- Polatschek. Advanced studies for the flarznet Ncw York:" G.
- Schirmer, Inc., n. d .
Roberts. Four-tone folios. New York: Carl Fischeh Inc. 3
vols. : ' o : ‘
B(!se; C. 40 studies. New Yogk: Carl Fischer, Inc. 2 vols.
-— . 32 studies. New York: Carl Fischer, Inc.,

n. d. Also included in the Cundy-Bettoney edition of
H. Klose's Celebrated Method for the Clarinet, Part 11,

Snavely, Jack. Intermediate clarinet stucies. Delevan, New
York: Kendor Music, Inc., n. d. S

Sple]er, Benlamln Thg s*tuth nt clarinetist. Player Press. 3
H vols, :

— Essgntmli uf ti,duuull de xterity.
Contains the author’s favorite person: 11 exercises. De-
«velops the complete range.

. Recital literature for the clarinet. 5 vols.
. The volumes contain 48 solos a :c'i‘sS conggr;pa fmm easy
TG virtuoso” mfﬁ:tﬂfy ST T T T

: . The Stllill of the clarinet. Ann Arbor,
Michigan: George Wahr F‘uhhshmg Company, n. d.

Method for beginners. Stresses chalumeau register until -*
the student has deyeloped the proper embouchure, hand
position, and arficulation. -

Thurston. Passage studies. Oceanside, New York Booscy and
Hawkes Im: n. d. 3 vols.

Voxman, H Silfi‘tftl studies. Miami, Flarida: ‘Rubank, Inc.,

n. d : | g1
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— - &: W Gower Aduanﬂgd method Jor f;la:zringt
* Miami, Florida: Rubank, Inc., n. d. 2 vols.

, Waln, Ceurge Begmnmg nwthod fur ilarznet Mtlvill& New .

;\

_ FILM_S AND FIEMSTBIPS
Clarinet care. (filmstrip). Encyclopaedia Britannica Educa-
tional Corporatlon 425 North Michigan Avenue, Chicago,
o Illinois . 60611.- 1966. 46 frames. sound. color. 35 mm.
' (filmstrip series no. 11020, band instrument.care). )
Develnpcd by teachers for teachers and students, éach

step is clearly 1l{ustmted by vivid closeups. - :

RECORDINGS*

Capital Unmers:ty Clarinet Choir. David Hite, director. -
chronet LP 1156: = —
* This group encompasses the cnmplete range of clcmnets
from the contra BB flat to the soprano E flat..
Capital University Clarinet Chmf‘ David Hite, director.:
Curcmet 5 1509.
This employs the same mnge of instrumentation as on
. Coronet LP 1156, but features still more var mt} of reper-
toire in this medium. _ . '

Capital University Clarinet ()uarfr David Hite director.
Coronet 5 1266,
‘Demonstrates the artistic possibilities of this relatively
new chamber combination.

Clarinet contest music. Marbeck 2944. Available from H. &
A. Selmer, Inc. Donald McGinnis, clarinet.

-One side is performed on a student model instrument,
the other on an artist model. The album was produced to
help student ¢larinetists improve the -tone, phrasing, and -
stﬂ!e “of “their per s fhroug _‘éhlﬁ—p.lmtwe study
techniques or by a@g with the record. The solos include
all ranges of diffic ]t "-;md have been ;mdid 11-VI by Mr.
McGinnis. . " _

Contest solos for thi‘ clm*szt ffmu]u A SE!!T]E!‘LdUCdthHRl

P . \ = ‘ug’% ;f’

e mEmmmm e —meey

*The list of instructional recordings. is représentative, rather than com-,
plete. Far a more extensive collection, eonsult the ms,tp};n ptal music sec-
tion of such catalogs .as the Sechwann Artist Issuye, Published by W,
Schwann, Inc., 137 ,\'uxhury Street, Boston, Massachusetts 02116,

V)
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Beeordmg Donald E. M(‘_‘Gathren clarinet. Alfred Reed,
~contrabass clarinet.

~ Ten solos for Eb, Bb, Eb alto, Bb bass, and Eb con:
“trabass- clarinets mcludmg Five DIITICE’S or Five Cldinets,
. .by Alfred. Reed.Scores of all these works, with piano and .
- ‘optionial band or orchestra accompaniments, are available
from~Edward' B. Marks Corporation. Included with each
..score is -a master lesson plan by Dr. McCathren. Theseé
pmvxde excellent incentive and study materials for hlﬁh

school students,” ;md qu'ﬂlty resource ma ernl for t

" David L. Hite. clarinét solos. Volume 1V, C‘nronet S 1723
Brahm's Clarinet Sonata No.~1 in F minor (Opus 120) and
Sonata No. 2 in E b Major (Opus 120). -

- David L. Hite plays Class A mz'dmm difficult clarinet mlm
“Coronet LP 1149, i

David L. Hite plays Class A medium zll_ffgult clarinet solos.

Volume II1." Coronet S 1604. :
. David L. Hite plays medium E(ISJ t:larzm;t s‘olas Coronet LP
1243: ~ :

Donald McGinnis plays clarinet. Coronet LP*1705.

Donald McGinnis plays ﬂuté -clarinet duos. Coronet LP 1271.

Music. for clarinet choir. State University College at Fredonia
Clarinet Choir. William C, Willett, director. Stereo MBS -
22085, Mark Educational Recurdmgs Inc., 4249 Cameron

Road, Buffalo, New York 14221,

Music from the greats: solos for clarinet anil pidano. (medium
easy to medium difficult). Stereo MMG 35725. Mark Edu-
cational Recordings, Inc., 4249 Cameron Road, Euﬂ-gl(),
New York 14221. Paul Dmshler clarinet. -

A record with a coordinated ‘itudy guide dtsngned to en-

* rich mtcrdemte level t:larmehsts appreciation of music

ning. Ef‘presenhtlve

ogue

T worthy n to >  center of i ,FEHPET"T#%*T?
music depar trntnt or individual h()TH: library.

Recital music fﬂr clarinet. Stereo MRS 32638. Mark Edur; as -
tional Recordings, Inc., 4249 Cameron Road, Buffalo, New
York 14221, William C. Willett, -clarinet. - K

Presents an artist/teacher playing standard clarinet reper-
toire suitable for high school students.

Robeért Mi(fmm,s p[m/s tlu Llurmrt AAS 33 1()‘3

9 .3
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“'w | THE SAXOPHONE

“I. Introduetmn
: HISTDBICAL EACRGRDUND

ph
'na'led Adulphc Sa\c (1814—94) Apparf—‘ntl}‘
wvélop an instrument that would provide 'a ton:
the clarinets and’ the tenor brasses in French: mllltdry lmnda
he added a single-reed :mouithpiece 'to’a brass body with a
conical bore and patented his invention in 1846, Its accept-
ance was nmnedmte The samphune fared 50 wel] i a 5pf—‘clal

and the bas;oon as mstruments in French rndrchmg bdl’ldh

For concert work, however, the saxophone was simply “an’
extra ‘wind” until it was legitimized as a solo, and orchestral
instrument by the standards of style and peifformance "est
lished by Marcel Mule’s French school of saxophone playing.

“In the United States, conservatories and schoels of music
were reluctant to allow their students to major on the
saxophong, and its pnpulm ity as a. jazz instrument during the
1920's" did little to improve its legitimacy. Since that time, the

- virtuoso potential of the saxophone in a variety of timbres,
ranges, and ttchmquu has been so well demonstrated that a
number of major -works have been written for it by such re-
nowned composers as Glazunoy, Haba, Hindemith, Ibert, von
Koch, son, Leeson, Martin, and, of course, Mule.

The saxophone fugctions acoustically as an open pipe, over-
blows an octave, and is capdhle* of pm(lucm;ﬁ the complete
overtone series. . All wembers ‘of the family inccurrent use are
transposing i mments with a relatively simple and logical
fingering system that inclides an articulated G# key, an au--

- tomatic octave key, and sxdg ke mllcxs ‘which are upt:,dtc;d




- ot e : E N . .
Ag"early as 1842, however, Berlioz described the range of the
nstiument as’three octaves from bb. Contemporary teachers
ave supported this contention by using a flexible em-
bouchure and throat, plus auxiliary fingerings and their com--
“binations, to exténd the upper range at least a fourth beyond
the level shown above; and such. composers-as- Henry Brant,

_~'written f3 in their solo literature for saxophone. ,
- From high to low-in an alternating pattern af transpositions,
~--:the most frequently. used members of the saxophone family
..are the soprano in Bb, which sounds a major second.lower .
~. “than written; the alto in Eb, which sounds.a majer sixth
- lower; the tenor in Bb, which:sounds a m#jor ninth lower;
the baritone in E b, which sounds an-octave plus a major ixth -
lower; and the ‘bass in Bb, which sounds-two octaves plus a
.. major second lower. The:Bb soprano and the Bb bass are
seldom féund in schools—althotigh the soprano, in particular,
should be promoted because it enables students to use some
_of the moderately difficult literature that has been written or
“arranged for the popular saxophone quartet. There are twa
forms of this ensemble: the SATB and the AATB. o

SELECTION, CARE, AND REPAIR
‘ : ) e - T : ‘
The-Instrument. ’
~In choosing a saxophone, the following items should be
considered: o S
® The cork on the neck should be intact." o
e The instrument should have all keys between' bp and
B 3 : Soe ' S
- @ ‘The keys should not bend easily. 7
- @ The pads should be properly seated. .
¢ “The 71d e respon:
 minimum of noise. ‘ :
The instrument’s quility 15 not necessarily related to its
age. , . ’ '
e The determining factors shou
and a pleasing tone. ] !
- The advice of professional performers can be very helpful in
this matter and might preclude much difficulty at a later date..

£

¥

ey action should be responsive and produce a

=

Id be accuracy of intonation

e

Jacques Ibert, and Henry Cowell havé inchided notes above -

£l
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" Like all musical instruments,: thE‘ ;me]mns l"i:‘ifllllrﬁ‘s proper
maintenance for consistently good’ résponse. It should be en-

.closed in a case whegnew;r it is not in use, the neck and

mouthpiece’ wrdpped separately in ymall cloths and snugly fit-

“ted into the acéeésories compartment. The surface of the neck -

and body sheuld be wiped, with a soft elctth after every play-

amg Permdmally, a soft damp cloth should’ ‘be used and the

interior cleaned with a saxophone swab or-something similar.
The mouthpiece and heck need- partmu}a Zattention. They,
too, should be wiped after every leymg hut they should also.
be washed nccasu‘ma]lv in lul\ewarm sx:rap} water and thén

mtcnatmn ' i
* Dusting under t]n: kéys and rods w1th an Grdmilrv feather

glps to keep the pads free of dust which, combined with the

moisture that results from playing, sometimes causes them to

stick to the tone holes. If a pad tends to stick, the condition

can bé remedied by placing®a small piece of lens cleaner, thin,
cloth, or fine paper between the pad and the hole, clesing the

’ikey w1th gentle pressure, and with the key held down, gently

=

*kew may cause trouble in this

.u&&iy—lxﬂ}—él‘t%thﬁg—“‘kth“ripLth‘t‘ﬁl\ fﬂll‘iﬁ]"TITﬂh‘]E*ﬁ'l% R

“drawing the material back and forth. Pads that. continue to

stick even after periodic cleaning should be replaced. The G#
respect, partly because it iy
opened by spring tension rather than the pre ,)re of a finger.
For this reason, students should be advised to lift the G#
ate before they begin to [)ld\, in order to be sure that it
h;lsn t Hfiglltd e e

When lE‘(lllllt‘d a tiny drop of wn()d\\md kev oil should be
gery carcfully applied with a- tﬂuthplc]\ to all friction points.
Any excess should be wiped away immediately—and no oil
should touch the_pads, or they ¢ can be ruined. In general,
studgnts should. be warned against a “do-it-yourself™ ;lppl(mth
to Jgjuxtmrnts and repairs; but.the fn]luwm; items

e A small suewdu\u . -

A pipe cleaner, : ST
A crochet needle (for up],u‘_mg, sllpped s.prmg,s)

..

1ent, dnd ’ e . ..
'F'[ the latter
.,lmh]e tu

(,Sm'k greasg nr '\'asslim (nmu} pl yers pl

is l‘nddf’ . - N

P o : . 85 36 ’f;.\‘ \‘



eﬁfif there are no apparent diff c:;ltles the in-
uld be ::hecked and readjusted once'a year )

43 . - N

' is tfe rnd'uthplece, in combmatmn w1th a good

e I éde Qf hard rubbar plastn:, glassi and
wuthpiece should have a tone chamber with a
lameter larger than either of the openings into it. Those with

‘mouthipieces hinder ‘tone produetlon Students should
be’ adv;sed to choose a high’ quality rubber or plastic- mouth-
pe, and to be careful not to damage the ‘tip or facing. by .-
bumpmg or dropping it. In addition to providing a. different
type of sound, metal mouthpieces have an advantage for some
"~ tenor and. bantane saxophone. players who prefer smaller
= mﬂuthpxeces, The utilization of metal reduces the thickness:of-
‘the: walls, while preserving “the strength of hard rubber and
., the same inner dimensions.’
A mouthpiece with a medium fating and tOnE chamber will
usually produte the best. results for a beginning student. The

Chitical factor in tone pm&ductlon on the -

R

5 .
.

traxght 'side walls should be dvoided, because such ° clar1net=_

term facing refers to the angle ﬁ,l;:ength and shape of the

“curve toward the hg/'md away fr
‘which the flat heel 6f the reed rests. The tone chamber is the
_hollow -portion of the mouthpiece, the dimensions of which af-
fect the resonance and timbre of the sound produced. A
"~ medium facing and tone chamber provide an acoustical com-
- promise that facilitates tone production in all ranges and

the mouthpiece table on -

- dynamic: levels, with maximum consistency of timbre and in-

" tonation. Most players agree that th%_ is the best combination

- for pmducmg chara(‘:terﬁtlcally pléasmg saxophone tones. Ex-

treme ‘styles may delude students into thinking they are suc-
“~ cessful at the moment, but such ‘styles can also-cause severe
- ergbouchure tensions or. compensations which could impede’
. the students’ progress for years afterward. For example, a fac-
“ing that is. too steep in combination with a reed that is too stiff
might cause the player to develop an excessive bite and thus

- compound the problems related to embouchure.
Whileé the value of an’excellent mouthpiece should never
be underestlmated proper use ‘of the’ “Jigature is also 1mpor-

~ 86 '
97 :
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- the reéd: The upper screw (toward the tip of the reed) should
_be tightened just eriough to. hold the reed in place. without,

below the. ténsion screws or rails is also’ rgcomm&nded‘ in

4 llgature from cuttmg into the edge of the reed. -

-:‘;”'Thé' ‘Reed T

. reeds should be selected with care. Again, the rule of thumb

is modératlon Not all manufacturers have st;mdardlzed l;lhEl= .

v ing. procedures, though many use the numbers 1, 1%, 2,

5 to desxgnate the various degrees between ‘soft and Imrd ,

~limiting its ability to vibrate. A plate fitted to.the ligature -

“ofder to equalize. the pressure. of the screws and prevent the -

.tant in’ prﬂducmg a full tom: ‘because It affects the vlbratmn of -

ijd reeds are as important to a ,students success as they
. are to'a professional’s; and for this reason, even a beginner's -

But since these classifications are determined by meisuhng”

the strength of the tip when the reed is dry, there is a good
deal of variation even among reeds that bear the same
strength number.

Beginners should use reeds of medmm strength lﬂ;OldE‘l to
"develop the sensitivity of a . proper embouchure. .(Too soft a
reed usually results in too little breath support and an incon-

.- sistent lip position.) However, once proper. embouchiure and

_one which feels too stiff at, first mﬂy respond well after it has
been “broken in.” - . : .

Students slmuld be enc‘numg§d to experiment \Vltl] a’

: number of reeds, SJDQE onlv a few of them will be suitable. for

‘usé. A good reed can- ugually be n:]gntlfu:d by the fnllﬂwmg

- characteristics: A v
@ Seasoned cane. This shauld be deep yelluw in LD]OI‘ (ﬂot
- greenish or light yellow),?witli flecks of brown in the bark
of the stem (the uncut bottom portion of the reed).
e - Straight grain running parallel to the sides of the reed.
e Small, darker grdins in even, IEngﬂllw:se dl‘atl’llnltlﬂﬂ to
_the tip of the’ reed (Browu spnt*’s or areas should be
~ avoided.) -
. Symme.try ‘of shppe. (The ‘shldﬂ“‘h on either side of an
imaginary mediah should be id¢ntical.) _
; & lrghtly ewerted by a

Even resists
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bréathing habits have' been Frmly established, a stiffer reed !
 should be used. Most reeds “soften dfger a few" ‘playings, so that’



=

ibnail at the cﬂmexs ami:l: along the-
(The'greater the'resistance to-flexing, the hafder the

: Id be absolutely fl
the-drying process. if it~
ed should be stripped-of excess
and- then fastened to a flat'plate glass of com-.
e case. (The reed should never be stored. whi
- the outliné of the window fwill be

d be looseéned, the reed slid in-butt-

b concert below. By moving the mouthpiece - -
e cork, the instrument can be tuneé ‘to that "
. While centering the pitch, it is ad%sable tos .

the/ intonation by experimenting with varidus tones.
L {nge of the instrument. Once the saxoph ne’is. in.
-‘tune, it'i§ a good policy to mark the location of the' mouth- '
~piece oty the cork with a pencil. However, this location should .
““not be/allowed to remain static, or to substitute for/critical lis- =~ .
ening and adjusting as necessitated by various playing condi- .

je tenor saxophone sounds a major ninth lower than writ- -
.’ By playing third space c2, the tenor saxophone Avill lsound
\e bp concert a ninth below, in -unison with the second line -
/gt of the alto. The baritone saxophone souhds an octave plus a
'/ major- sixth lower than written. By playing’ g2,” the baritone -
/" sounds inxunison with the alto and the tenor on bb. concert.
.edures on these instruments are-identical to those

ed. fgr the alto. '

ethod Criteria |
A good teacher ¢constantly reassesses both methods and
* . materials in an eflort to determine the most effective ways of -
- .helping students to learn. Since teaching and learning are

he ree_cl_::‘ f

. Smcé odne. .
10t Ea"éﬁ-ﬂly: H .
moistur aﬁer g

n assembling the reed and mouth-

screws tightened. Placing the [ligature
nick or’ ptherwise damage the delicate. . ..

/written second- lin¢ g!, the alto saxophone .. ;- ;
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H’yﬁamic phénam%na, it is strorigly recammended that an” ec-
+ leetic approach.be. used And that the methcxﬂs and materlals
be appropridte for: . o

(1) The- ijecﬁves to be” aehleved——a workmg knowledg&: Df ;
the ‘mechanics of the instrument, good sound produc-
‘tion, ‘gritical ‘listening, ‘sensitive performance of quality

o0 musical selechans creative mterpretatlon and 1mpfow=‘_j

‘ oo, sati s : oL s

‘(2) Thé learning 51t11,at10n==class or DHE‘QD one instruction,*

hoxﬁa‘geneous or het,mgeneous grouping of instru« ;',

- ments," ﬁ’équency and/duration of the. sessions,-etc.; and -
83): ‘The charactetistics of/ the leamer(s)—age talent, poten:' -

tial,” musical backgrgund and experience with musical

: '.f"iiis'tfumentsz 4initiative, and ability to learn.

Fmal]y, the - methods gnd materlals should: be misical in
.fgproaeh as well as content. o X .

Fd

) III Teachmg and earnmg

i _}.BEGINNING LEVEL

{% - Students can begin to Etudy the saxophone when they are 9
’ rlor 10 years oM, if: -

" e They are big’ endugh; to' hold the instmment without dis-

comfort; and- ,
" @ Their hands are large enough to -lll(]W the fmgers to op-
. erate the pearl’ p}ateaus while the Jeft thumb is on the
thumb plateau anﬂ the rlght thumbnall is below the
thumb rest.”

Howeter, if tf]e mst,'i ment is too heavy for a gwen stLgént or
his/her hands so small that they persist in touching the side
‘keys -and thus prﬁv,nt the proper t(;mes from \s‘Zu:ndiﬂg, A
.- another instrument might better be selected.
- The single most 1|Eportant factor in playmg a Aaxophone is
. the production of a-good basic sound. Having/studerits work
on the mouthpiece alone, as a supplement to fegular practice,
is an excellent appn‘oac:h to the developmént of a full, rich
- tone because it allows them to concentrate on embouchure
.| - and breath support !\wthout the encumbrance of the whole in-
\ ‘strument. Other useful aids include timing the tone; checking
- the fullness of. the t’one support, am:l differences in p]tc.h and
' having students ll&t[Eﬂ to profes:.mnsl perforrnancé-;

s o /190;5

=




.plalned s0 that students will understind the. bas:ir;-. fum:-hons. of
“the ‘mouthpiece, reed; facial muscles, and teeth. in the pto- ;
'du::tmn “of a tone. For Example they should learn that - .

_ _The embouchure is the formation of the lips around”tl
- mouthpiece together with the teeth, cheeks, dnd _1;1w=:
- all-of which affect tone production: :
A major- purpose- of . the embouchure ‘is. t9 prnwde a
" “sealed connection which maintains the préssure -of the
airstream.and transfers-it to the mouthplsce gy
% “ @ Undet . normal: conditions, the embouchure is- forﬂed
S ,allnwmg the upper teeth' to. rest gen/ﬂy on the top of the
-~ monthpiece (see diagram), ‘approximpately ‘.1,42” from the tip
2+ < for. the alto, %", for the tenor ete!; whilg¢ the corners of
-~ " the mouth are "drawn together ;mund/the mouthplecef

...~ reed, .as if saying the wgrd pruye. ,7 : o
" e The lower lip” should- cushmn the re¢d, but Wlt]] s0 little L
© pressure that the reed can vibrate freely. |

e o2 s y . e

" -Arrows ‘indicate the proper’ p@si-‘ 7
¢ tion of the upper teeth and the ,
lower lip, d:recﬂy uppﬂsnlg :Ech
" other.. Yy /

P

'; QUthPlE‘CE, a g or a tenor saxophone
“f" on a hantone s;umplmna mouthpmne

.are appm mmte; pltC]]EE ) A reed that is too soft may clo:ﬂ: up
when it /is bl n W1th sufficient mrst‘raam and pmjnr em-

piece O ucmg a nch sa\i(i._phnne mund reqmres a well
_ supported, Yell controlled stream of air. Students may more
_readily undérstand the 'difference between a steady stream of

incontrolled puff if they: 101

ERIC
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(2) Fﬂrm the ward whﬂ wﬂfh thenr Ilp!{n and BL‘DW
'I'hz amount of air will be roughly the same in each case; but!

as the- fﬂllawmg diagram shows, the air is exhaled for a Icmger

permd of time in the first mstam:e than in the second.

4 NUMBERDFSECONDS e
1. INTENSE; CONTROLLED AIRSTREAM

ﬁf: |1|2 Lé|4|5|§]7|§] ' seconDs |

- 2. AN uﬂcemgaum PUFF OF AR =
, (GONE AFTER 4 SECONDS OR LESS) ™

In order to p dm:e a ﬁi]l rich tone, the airstream must be
, ::oncentrated teady, and mtense as-in ‘blowing thraugh a
_straw,

~ Playing a saxop}mnaﬁ'iqulrea qunck but noiseless mh;llatugi
“and extended exhalation. The rate is slower than in normal
‘breathing, so students must learn to breathe deeply in order
to maintain an adequate supply of air and sufficient oxygen in

reason, students should develop the habit df sta 7 al
ting erect, wnth the chést high. In addition/ they should learn
to: ' ‘ ,
* Prepare for mlletmn ‘by dropping thke

upper teeth anchqrgd in order to |preserve the em=-

bouchure, ‘and ‘opening the throat as though they _were

', about to yaWn

. Begm breathmg action from the ﬂgor of the cha-st cavity

using’ the bﬂf;‘l\ side, dﬂd ;ﬂjdommal muscles that sur-
round the area; -

102‘9‘1 _‘v- L]

s

A_];I\\f keepmg* the .

- the bloodstream.. Good posture ‘is. essential tb the process be- -
. caus€ it allows the: chestto expand to its full/ capacity. For this
ding and sjt-- -
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k-

lStopanﬁ §tart the, airflow without taking a new bréath;;_’

. pressure in the chest cavity; S :

o Equalize the airstream by 'increasing suppont from the
" diaphragm; A IR
"-'s Extend exhalation. while hiaintaining a steady, uniform
T - pressure with the muscles of the chest and abdome; and

o-Play-on -a full-breath, with- the lungs sufficiently .inflated

_to allow the natural elasticity of the muscles to work for
“them. - ‘ - SRS B
- The following exercise might be useful in developing a

. proper concept of breath support: ~ © < .

*.‘Have the students stand ‘with heir backs against'a wall,

y-’hands clasped behind the gieck, and elbows back. Ask them’
to inhale in three Sféges: o R ) s
(1) To the diaphragm, = . N
@ To the lower rib. cage, and -. ' : C
" (3) To the upper chest cavity, T L
- thus filling the lungs completely’ while keeping ‘the .
_shoulders down and relaxed. Then have them form an em-
bouchure and attempt to blow a long, intense stream of air
as in the straw example above, keeping the throat open and
- relaxed.. .~ ' - S
The exercise should be repeated several® times before it .is g

~applied to playing the saxophone. If it is done correctly, a
*.solid, ringing tone will result. - .

" Before the saxophone is 'played, its reed should be
‘thoroughly wet in the mouth or in a glass of water and rubbed "'
toward the tip to close the pores. The tip should be even and . " °

~ flat, never wavy. If necessary, it can be flattened by holding it c

- against the table of the mouthpiece with the thumb. In plac-
ing the reed on the mouthpiece, care should be taken to in-
sure that the %ide rails are in line with the flat table edges:and
that the tipe when depressed toward' the mouthpiece, .is
aligned with the outer edge of the curved tip rail. This is very

- important in securing optimal efficiency in tone production.:

" The neck serew must be loosened .before the neck is in-

- serted into the body of the saxophone. It should never be _
forced .jnto place while the screw is still tight, or the joint
‘may eventually leak. Keeping the coupling lubricated is good

- ‘preventive’ maintenance, as:a leak here could act as an amﬁ;
. _ . A )
7

L SRR

[

v changing the Size oféthe throat opening- and the ol

&
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lllary Getave key, !:q(lt some friction -is qe::essary, "in. Drder to
'hold the neck in the desired position. : '

.7+ 'In the beginning, the mouthpiece should’ be twisted into
2o\ .place on the greased cork until it reaches the Spot marked by .
"1/ the instructor as best suited to the overall intonation of the

o " “instrument. This should ‘help to improve the student’s pitch

v L /cnnsci(jusness Later; as his/her embﬂuchure is strengthened
' - the mark should be readjusted accﬂrdmgly

should be comfortable, and easily Taised or lowered.. The
- .. -saxophone should be held in front of the body (soprano) af
the right side; (tenor), by means of a sax stand (baritone and

-;:"\! R . ‘ o S, _ ~

1e saxophone should hang at a level whu:.h allows the Stu-.
" dent to blow it without stretching his/her neck. The strap =

. bass), or in whatever position (espema:ié the alto) seems most .

.appropriate for the size of the instrument and its relation to

‘the player’s arms and body. The chief criteria are comfort-and

_ stability—the fgrmer ‘because it affécts tone quality, intona-
_tion, technique, and interprétation; the latter because it af-
‘fécts the number of times the embouchure must be adjusted.-

TosT s

In-proper fingering: position, the left thumb should rest on

. " the 'thumb plateau; -while the first finger of the left hand is -
placed firmly on the B key and the other, two fingers rest -

"above - the A and C; keys. The little finger is not used at_this
stage. The first; second, and third fingers of the. right hand

should be plaeed over the'F, E, and D keys, and the right

7 ‘thumb against the hady of the mstrument below the thumb -

rest.

Pitch is Essentlal to thé concept of good tone quallty evern
at the beginning stage. However, although single long tones
.are important- at first, moving the fingers in slurred quarter-
note patterns while playing sustained sounds can help in de-

- veloping smooth technique and might also reduce the number
of reading and coordination problems ﬂiat 50 often arise later

L

Al‘tlculatmn

: ~
The contact points of tongue-on-reed for -r_.axophane dl’tlLllld-
tlon are determined by: : o :

- @ The size of the mouthpiece;
e The amount of mouthpiece ;md retd taken into th&

. mouth; .
- o The nearly honzontal position of the’ mDnthrMELE in the
.mouth; and 1 U4 s

93



! 'teeth or hp (rmt an or under the reed) am:l let ;
to touch the tip of the reed lightly. A point snmge- o
f'the tongue tip.actaally contacts the reed—not’
w as commonly thought, but merely halting
of ‘the reed Tor the "length QP time required by
on that js being used.”-Even a student
ngue should be able to tongue freely, reed tip
gue tip, mthmlt anchﬁrmg The decndmg factor is the*
g sound (e.g.~the slappmg effect of too much -
ue-on-reed should” be avmdéd) It is also Jmportant to’
sure that no saliva is transferred from the tongue to' the
or of the mouthpiece, and that no excess moisture is al-
" lowed to collett there. Fimally, there must be a constant sup-
- ply of air to ti’le mstrurﬂent throughcmt the process of artlcula= !
Ction. L Y -
A ti:me can n be stopped in any of ths following ways:
By touching the tip of the reedwith the tongue; , °
By allowing-the begnmng of a note.to double as the re-
lease of the previous iote, as in legato artitulations; - .
By abruptly halting the air supply; and ) '
-By allowmg the breath to die away-as in dlmmuendc»s or
. phrase endmgs - —

: T]le chmce js determined. by the player as s’he mterprets the
composer’s directions in relation to the style of the music.:
A detailed discussion of articulation techniques and the fac- -
_* tors which affect them, mmplete with diagrams, can be found
"in The Art of Saxophone Plajing by Larry Teal (see annotated
‘reference in the Selected Resource Materials listing at the
end of tlns\c:hapter )

E

' i e- 00

. -
: Cﬂmprghgnswn of Rhythmic,and Melodic Natzzt‘)bn .

- Rhythmic feeling, rather than intellectual knowledge, is
. most conducive to the successful developm?t of the begin-
ner. Finger-snapping, clapping, and. foot-tapping to rhythms
not unlike jazz are good techniques for creating a feel for
. music. In addition, the students m:gyt be asked to identify
the rhythmms of certain melodies as they sense them. When _~
. they. begin to’ comprehend rhythms visually “in notation, a -
" metronome can be used to make them aware of the relation-

N o4+ 1Ud
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_Ship between rhythm and beats that divide time evenly Plays.
' 7 ing articulated rhythm patterns can also-be helpful, because it
devielops coordination in blowing, tonguing, fingering, and -
.~ timing. Accurate reading and relsxed perﬁ)rmance thén result
' _from this approach.

~ .. " Asking students to\play their own quarter—nate melady pat- )

“terns can ' do much to stimulate creativity and provide a natu- ¢
introduction to key signatures and notation. If a. student ..

. -develops something unusual, it should be written on the .

;. - chalkboard for all to see. In any case, the students’ interest in,

" discovering what they h ave: created often motivates their
2=l . learning hmf to write it. #Ermmalogy should be introduced as
.~ the need arises, but it is/recommended that the tcacher use
carrect tsc:?hnu:al terminology rightifrom the begmnmg and in-,

' sist that his/her students do the same. . '

i “ : [

Intanatu:m s

then students neglect to use thenr sense of pitch discrimi-

nation to the fullest gxtent. They see the muysic as they play,

. at the expense of listening torit; and the teacher tay there-

fore conclide th‘lt students have a “poor ear” when,, in fact,

. " they simply may not be using their ;ll)l]ltlé& to the best ad\nm-;

tage. o . -

N T
~ Two sounds of the Sdmé\pltth may vary in c:!arityi quaﬁty;
and tlm})l’("' ‘For this reason; it can be grv difficult. to tune
different instruments. -Applymg the principle of in-tune play-
~ing helps to increase an aural dwdr—ene-;s of pitch differences.

* Using a strobotuner creates a visnal awareness Df them; but .-

\
. the strobotuner should be wewed as.a training dévice, not as
aluable.for:

. a‘crutch or subsmute ear.’ It is most v
(l) Tuning o ‘ AN . .

Tune to A or Bb' concert. \Vl]&i’l;‘\the wheel has

5tdlnll.§e}d mdn;iltm‘,tzfi thzlt t]]L tonE is l'n‘*i:umfi ,hi{l,y’ﬂ thé

hltrder .;nd* nutiu:- wlmt hllppens In a EIE‘H{;LI]{lD thE

pitch goes flat; in a decrescendo, the “pitch hfnd\ﬁ to go
‘ . sharp. : ¢ '

(2) Developing breath support ~

- Next, have the students play the ]ughtr octave) ‘ Unl¥.§

they ha\«'e géod embouchures and proper breath, support™

o and ifftensity, they will play out of tune. While observ-
) : mg the mdmdmr thev should attempt to make the ad-

- £
= . v, ¥
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er can convince the students that ‘they must use

: h h suppcnrt and emBouchure control to play in tune.
€ fact

guaran e-ﬂlat they will sound properly. Sirice students

are apt to be more impressed visually than’they are au-.

sthe-t#acheishould- -point-out-that-the -harder.

saxophor
players have a tendgm:y to play sharp when they blow
hard and withiout control. The" situation illustrates. the .

e _emphasizes the need"for cnntmual eﬁ'c:rts *to hsten criti
cally ‘while playing. -
43) Improving tone quality

" clear, intense, resonant sound. A lighter ##%mal usually
"indicates a weak sound whxch requires irfcheased sup-
pﬂft S . = ey

) (;v E‘» _ . ) ‘ Af‘.

Summary

“A beg,‘mners attitude ‘tends’” to be pas:twe S/he wants to

".learn. The teacher should preserve that enthusiasm, capitaliz-
.-ing upon it whenever possible while pursuing a methodical
: apgmach to teaching and learning—a few things at a time::
“tone production, simple fingérings, tonguing, and.then the
- coordination of these items. Tape -recorded %eastms and . per-
_formances caff’ be very helpful in creating interest in self-

vs]uatmn and prnvndmg permdnc measﬂres of ngth ]

IN’;EBI_\*[EDIATE LEVEL = . R A

ATﬂné - :

:s As students progress to the point where they are able to
'express themselves musically, they should work toward great-

- er refinement in performance, with particular attention to -

embouchure development and careful listéning.

Playing major’ scales over the range of two octaves (holdmg o

each note for feur slow counts and breathmg between each

‘note) provides ; an excellent exercise for the-continued de-

- 'velopment of breath support and control, einbouchure, tone,
_and mtﬂﬂatmn The scales shDuld be Extended to mclude the

enits raquireﬂ for playmg in tufe. At this time, the -
that notes are fingered properly does not

lement should be stressed. Fur-; A

ow, the flatter they play; while brass -

“'complexity ‘of intonation problems in ensembles, and . A

? , = A darker signal in the’ ‘strobotuner erldi;’!w mdlcates a
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;ﬂmplete tessitura of the instrument, ‘each note played with a -
Yesonant sound.- Further attention should:be’ given.to varia- -
nt's use of a dou-

tions: in tone color inherent in the instrus

“ble octave key mechanism. Efforts. should‘be made ‘to match. -

_tone quality between notes ¢ and d2, and g2 and. a%..Natural -

fullness in the lower register should be matched in the middle -
‘and upper registers by increasing the “eushion” of the lower

7~ lip and by drawing the ¢orners of the mouth together shightly,

T but firmly, like a drawstring on a laundry b&. T "

As students become familiar with fingerings which produce

~ the  tones from c® to £, they should strive to improve.the .

- quality of these tones until they approach the fullness of °

" sound produced in other registers. It is often helpful to have

them memorize some high note studies 'so that note' reading.

can be dispensed with while production 6f these tones is prac--

7 ticed. - , Sl -
.*  Further attention should be dirsctéd&&ﬁvard matching tone -
*" quality while executing changes between .c#2 and d?. Particu- |
lar attention to intonation is also critiéal at,this point, The -

- “closed” fingering for ¢#2 should be-demonstratéd. and then
~ _ compared with open c#?- - PR B
" Secale tones should be practiced with both breath and...
legato-tongued articulations at varying dynamic levels. A good .

+  prattice is to start the tone softly, gradually build a crescendo
' to the fullest possible sound, and then gradifally decrescendo !

“ to silence.’ Students must be careful to maintain the same
pitch level throughout. ) - - '

Fingerirg ) T -

Key Identification Cl’mrt

-

" LEFT HAND: Q ;.
, ‘ R < I - T B o :
\ : .7 - OcTAve ’ ,
-#-
=5

. E}F:j o ’ , (Continued on

B

. ) © next page;) .

= Ce s




* -RBHT HAND: " g,

7
®
-
€
g

L
b

=
- B
=
A

-Correct left thumb technique should he reviewed. Slurri
back and forth between ¢ and d? provides a simple exercise,
The left thumb must be anichored to the plateau and rock to-
ward thL m;tdw:' LL' wﬂ:h as httle wash dT mntmn as pnssnhlv

: i - lmt

t'nts to a minimum w 1]J vid in tlu (]L\vlupment ()f g()ml
~ hand and finger position. * ; '
Studtnts should he made awwre of : '{linhc' nr thv ;ﬂtvrs
nate fm;,tflm;,s available to s.rxuplm'
have been ‘included here, When the:

(‘.hrmnatm scales, they should L‘n’l‘fﬂ'nr\‘;

students luau'n to plu}g

1)

The. side £* fmge.rmg The side ¢ fingering,

i

=L W T 3

dl

bﬁ hut lt slmuld hg‘ av m(]ul as a susta tone b(. cause ()f its
. poor resonance .lml [iutLh (]ll.lllt](’s. Fllc‘ kuy is depressed by
The note c#2, am:l mnwtmwa l;blr LY, and €2 are fingered
like those an octave lower with the added octave key. This
technique is applic:

able in contdst with the neighboring higher
. diatohic or chromatic tones when it is desirable to maintain
similar tone color, or for technical Huency. Studgnts should be
warned that it may be necessary to “favor” these. closed-pipe
fingerings to achieve good intonation (sharp on most.

saxuplmnes) . ] . ,
1u9 o
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Saxophonists have the following optioas :;waila{ble to them
for bb? and bb*:

Also 8"": Side b Bis Key B oneendone B bo .

— _ . L =

o
XY

=
oy =

L% I

@

[ ] ul\aau

E‘ﬁgztjvé in
chromatic and
diatonic sit-
uﬂﬁnnﬁi

Used in
most flat
keys, éx-
cept when

Primarily use-
ful in arpeg-
ginted figures

) B‘ight;hgnd
middle key (I%)
may be left
down for both

notes

preceded or
: . followed by
: . 1

= lastrument must bie in proper adjustment >

Al _modern saxophones gre equipped with an articulated
G# which enables the player to close the G# pad with any of
the first three fingers of the right hand, while dep sing the
G# key with the little finger-of the left hand. This makes it
possible to play lower notes with & minimum. of cross-
ingering, if the instrument is in good adjustment. The Gt
‘ be depressed for all noies in the following example:

ey would

i

-

o In addition, most modern saxophones have an interlocking -
~ G# mechanism which allows the G# pad to be opened by de-
" pressing the C#, B, or Bb key with the left-hand little finger.

99 o
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... To discover the advantage of thi§ situation, students might, be
.asked to slur the following figure: - . ..

. .'The example above would be fingered with the low c$! key

* depressed throughout, emploYing the interlock to produce the
g#* with -the same Key that would produce the c# 1. Of
course, the enharmonic application ©f these devices (D} -
“major triad) should be pointed. out to the students. The ac-

' qgf&itifzn and use of this mechanigm, / however, is debated. '
among 'saxophonists on the ground that the left-hand little
finger is one of the weakest fingers. - :

. Vibrato _
Vibrato is an"’fintegraﬂ -part of a mature tone and the per-
- former should be able to control it at wil¥by increasing or de-
creasing ‘the number of fluctuations of pitch, volume, and
timbre per second, or by, stopping it completely. According to
the individual’s own school of playing and the style. of music
being performed, the average speed used-by professionals will
- vary from approximately'5 to 7 undulations per second.
" Wind players employ a humber of different techniques in
- producing vibrato' on/ their instruments. Most successful
saxophonists use amElL od called jaw vibrato. This requires a
relaxed throat and a firm embouchure. The initial concept of
jaw movement -can be ﬁzalizv;c;J without the mouthpiece, if
students are taught to vocalize a wah-wah-wah- sound with a
relaxed jaw alternately opening and closing in an up-and-down
motion. Varying the speed from 2 to 6 measured, pulses per
second should facilitate the movement of the jaw. When the
jaw is limber and unfettered by tension, - the procegs can be
transferred. to the :saxophone. The.smount of perpendicular
motion of the jaw to and from the reld is proportional to the-
fluctuation of the pitch, " . ‘ )
Careful listening can ‘ guide performers toward the de-,
velopment of a vibrato which avoids the extremes of being too
~wide and slow, or too tense and fast. Before- vibrato can be’
used effectively in melodic passages, however,. it should be

{ w' 1il J
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mastered thmug_‘h practice with wh(ﬂ'
ured uﬂdulatmns A-smi‘tumume can

'that a h’e :;t

ulsatnung ps_
pt:ribrmances

‘mmml strmg_[_ and voci
will strengthel this coricept.

In ‘any. event, students slmuld understand
not compensate for poor tone quality and, i
" make it worse,

that vibrato will
1 fact, may even

Tone Production

It is generally conceded that there is/ ,
saxophone embouchure among the lnw mlddlé dﬂd lng_jh
ranges—if the instrument is in good meéchanical condition. To
_ Jvaggl flatness in the. low range apd sharpness in the high
: range, the émbouchure sheuld remain almost constant for
those notes played, with without thé roctave key. Tone
prnduchun in the, uppcr register requires only sllglltl} more
“pucker” of the lzp% around the reed and mouthpiece than in
the lower register. Producing low notes on-the saxophgne is
primarily dependent. upon a firm embouchure, an open
_throat, and full dmphrdgm;\tlc support. If a student encounters
problems in producing a tone in this register, there may be

an air leak in the mstl ument being played.

“Summary L : : .
Intermediate students- should have frequent opportunities -
tn perfhrm in hands‘ m*(hn;tms; s’tug,e hangls quartets, trios,
wophones are
most h’equentl\ used in ensemble situations; for this reason,
- the. ability to perform effectively as a member of a '
team is most important.-

Since progress_.will seem slower at this stage, tape re-
-cordings can be very helpful in maintaining interest. Lessons
and sold/ensemble "ri()rnnmtes should be recorded and .
pliayed for critical listening: Ensemble tapes with prepared ac- -
companiment- can be’ used*to.idevelop overall musicianship,
including tone production, advanced technical facility, and s
terpretive powers. /,-' b
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Students should. be encouraged to PldCthE‘ regularly, ;md to
si:ructure prqctlce sessions fnr maximum efficiency. For exam-

;ple a session might be arrqnged as anmm

(1) Warrnup routine/
- & Whole- nota scales, Stralg_'ht tone and vibrato
.® Major a d/or minor scales limited to two or three
keys a each session, played both legato and stac-
cato (see Scales for the g(l\u})’lﬂ)lf by Sigurd
: Rasc.léier listed in the'Selected Resource Materials
: sezﬁnn at the end of this chapter)
2 Techmc | studies .
(3) Solo gtenal '
(4) Chordal and scalewise patterns played by ear, limited tor
“two/or three at each sessioii but lncludmgg‘ '

e Chords—~maujor uvrnths dumm;mt sevenths,
‘minor sevenths, augmented sevenths, diminished
sevenths, and ‘minor sevenths with {latted fifth

minor; and wlmlej-@ne r -

‘' ADVANCED LEVEL - F

e
The ‘advanced level is a period of artistic realization. Mdjor
emphasis should be given. to perfecting skills and' incréasing

“knowledge to maximal dégrees. The goal should be the at-

tainment of mature musical concepts and performance skills
which make it possible for the plaver to communicate with
‘meaning and pleasure. The teacher should become less and
less an instructor, and more and more a gamde who encour-

“ages' the ‘students to develop their creative abilities and refine

their musicianship in }u;,hlv flexible and r&latlvtly unstruc-
“tured lessons : :
Student[db the advanced level should devglc)p a greater
degree of Sophistication in the control of tone and intonation.
Daily work on sustained tones and volume control, with in-
creased emphasis on proper breathing, should therefore be
encouraged. In* addition, they should refine the sound tiuay
produce by extending the upper rarge, and by working on
‘the overtone series. Some perfurmerlteachers advise their
-students to extend this range by “vocalizing” the high notes.
They also suggest playing the exercises in elementary method
“books an octave higher than written, They recommend that

‘young students play harmanjﬁ on bb and on other fundamen-

102 . Ilij

eScales—major; natural, "harmonic, and melodic -
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; . in blder tq gain ﬂaulnhty in tmmm tht ear and
ST mampulatmg the thr;;xt dnd lip. : :

N
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Bug,!{—: E;tlls begmmgg on B (hngenng the fundamental bb) can -

. aljo jbe usefhl exdreises. The altissimo’ register (above %)
‘nepds more embouthute tension (without biting), an eeh posi-
tion of the tongue:hnd throat, and greater airspeed and dia-
phragmatic support Exercises for developing the embouchures
and|the ability- to-place the sound are included in Top Tones
ﬁ:r{hg Saxophoné, by Sigurd Rascher; High Harmonics,. by

Ted Nash; and Beginning Studies in the Ah‘u‘.smm ‘Register, byr
. Rosemary Lang. (See the Selected Resource I\rldtiﬂ“i{llh section
oL at P’AL end of thlh t;hapte DI _ .

.

E

| , . :
Mgixutilplﬁ‘e' and Ree ds » ,

At this stage of the student’s dev&lnpment a ¢hange of
ece might be advisable.” This will depend upon ‘the
_ type and quahty‘ of sound desired. Various mouthpleces
o 5hmﬂd_ be tried (e.g.; those made of hard rubber, pli
I al; those witha more open lay; those \wth a small
medium, or lar mber; etc.). In pﬂ‘fﬂrmmf_{ on various tip
openings, it is important to remember that_the WIdEr the
opening, the softer the reed should be. - Do
The ability te seléct and ;uljust reeds is also.a ni'ti:;dl factor
in producing a contrglled tone. Serious students should muke
full use of ;wtulahlt texts ‘with information on reed adjust-
ment, and explore . ﬂus matter with other single- ed players
and pmfesamn.ﬂs R ’

jArﬁuzlatmn A .

Articulation dénmnds “persistent attention, and Lonsldemble

_ tlmE must be (lE\()th tp its refinement. The u\a{é ‘of a met-

. roneme is essential if fhe player is to he made dwarée of the.;

‘need for rhvthmlc smhllltv while tonguing at all tempos. Play-
S FF

e ' \ e 10n .

H

ERIC

Aruitoxt provided by Eic:



O

ERIC

Aruitoxt provided by Eic:

L
= A

3 mg the exercise below at progressively Llster tempus should

memve “the student’s dblht}’ to articulate more precisely.

“The. E‘EE!‘EI:;E can be made ingreasingly difticult by.cambining
it with ‘melodic ‘patterns, styles, intervals, scales,. ete., and
T‘lpp]ymg the. fnl]owmg practices: < :

o T gato tongue a given note, u's.mj_, a doo articulation; 2
o ‘Legato tongue while lengmgﬂ notes, with attention gwen
* to the coordination of ‘torigue and hngtrs
)

to scale patterns; .
' Then repeat the exercises in a smLc‘dtQ 5tylt

Advanced’ MUdEﬂtH should i\dve reached a level of, mafurity

-in technique which’enables them to play at sight the” more dif-

ficult :portions of the standagd literature. Accordingly, they -
‘should have. Lamm.md of -all major, minor, and chromatic
scales in a variety of artjculated rhythmic and interval patterns

over the range of the jstrument. St

()

- -

s ummary

étudent; at thf_t ;1(1\*.111(:&(1 level should ‘participate in ‘as .
many diverse musical activities as their time and interests -
permit. (Organization, ensemble, and solo experienices shoyld
be accompanied by evaluations of performdnce in.terms of

ql,‘lllty style, and .interpretation.) They should understand. -
cal

be able to perform in ‘the varied styles of difféteert musi-
seriods.” Finally, theademands made on saxophone players -
make it des;ﬁ)k—‘i’nr students to learn how to double on other
‘wgodwind instruments and to transpose, “especially if they are
“eonsidering professional careers in public school music EallLd—
tien*or as woodwind specialists in jazz

*Advhnced students may Ei!elmp an interest in improvising.
If so, they should realize that improvisation requires an in-
formed sense of hearing and a fundamental knowledge of
_scales, chords, theory, and harmony. Varions books and rec-

ords are available fur this purpose.. 115 . .

B = 1 = '

104 . ,

e Vary.the thythms, mE.iaurE by ineasure, and .11}1)1) t}ltlﬂ
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" At this level uf learnmg students shuuld h;ne had ':s[lﬂl(;i(“ﬂt

experience with:basic skills, knowledges; and attitudes to de-
velop-their own styles prld}’ln;_‘ me‘éssmnal m&urdmgﬁs will
acquaint them with, the differing styl;s ui ;saxopl ;
and they can.emulate these and/or refine " own b} pl

m-rg

- with.records and tapes which provide pmnu or orchestral ae-
companiments. Whenever possible, however, studrnta should

be encouraged to pl;l\’ with live prufessumal groups.

z

B(’)DKS,AND PAMPHLETS *

EX f'

Hemke F.L.A mmp;dw 1 "’Lz' listing of saxophone literature;
-2d rev..ed. Elkhart, Indina: H. & A. Selmer, Inc., 1961.
Available from"’ Derbv \/Iusn: Service, 54;43 Busch
‘Boulevard, Tampﬁ Florida ! 3«1817 :

An extengive hstmg uf fcrengn and AmEULdl‘l hl‘iﬂphﬂnﬁ‘

htemtu re. . 4

— T&u(/wrg. guide to t/uf sayophone:. E"\hdft In- .~

?dl.ﬂim H. & A EH:‘IIHEI’ Inc., d. Available frorm Dérby
Music Service, 51%} Busch B(llll(;\dlﬂ Tampd Flgndq
33617. . .

Kochnitzky, L. A, 'S‘zn ane Im mmphmw New Yurk B;lgun
Embassy, 1964.

Londeix, Jean-Marie. Z?:: ans e mtuzqui' pour ?tnuphc'ne’ .

IV, Sgleegeﬂiﬁes_cﬁtcé Materials =, Y .

.

Paris: Alphml&e -Ledug, 1971 Available from "M, Baron

Company, P.O. Box 149, (F)Léter Bay, New York 11771.

MaStEﬂgl}] & D-E. I\IQCJthren "Modern 5(1\{2{1/1(111{5
T technuique. \VlllDlidf"“Vlht()li'all] JHal Lumdrd’_ Pub ls;hmg_,
Corporation, . d. .,

hriLC-.ltthn, Dnnald The smuphmw book, Kenosha, Wlstmh_

sin: Leblane Publications, Inc., n. d,

Dpperman,halmen Handbook for muaking and fl({]il‘;tlil}_{

. single reeds. New York: Chappell and Company, 1956,
Igthldgs procedures for m;lkm;., and Jdgustm;_, saxophone
reeds.

- Summy-Birchard Company, 1963.
An anthorita

tions uf all ){)lnhf:s of saxophone playing, iincluding tone

¥

SR TURL

tive treatisé which contains detailed explana--

fTeaI Larry. The art nfm\ﬂphmzi’ plﬂum;{ Evanston, I]lmma :



production and vibrato, breathing, fingering techniques,
reed adjustment, etc. :

&~

" METHODS AND ETUDES
Berbiguier-Mule. 18 exercises or etudes. Paris: Alphonse
Leduc, n. d. Available from M. Baron Compidny, P.O.Box
149, Oyster Bay, New York 11771. . S
' Cantwell, D. C. Blués on time—an.approach to jazz improvi-
sation. Whitesboro, New York: Donald C. Cantwell, Pub-
- lisher, 1969. ot : 7 :
A ‘combination musical arrangements and instruction
booklet. . e . ' ‘
Gillet, Fernand. Studies for’ the ‘advanced teaching.of the
oboe. Paris: Alphonse Leduc, n. d. Available from M.
. Baron Company, P.O$ Box 149, Oyster Bay, New York
177, -
Often used by saxophonists.

Karg-Elert, Sigfrid. 25 capricen und sonate fiir saxophon

- solo. Op. 153. Frankfurt am Main: Wilhelm Zimmerman,
"n. d. Available from C. F. Peters- Corporation, 373 Park
Avenue South, New York, New York 10016.

" Klose, H. E. Twentyfige daily studies. NE)( York: Carl
Fischer, Inc., n. d. :
Interesting technical studies in easy keys.

LaMotte, Antony. Dix-huit etudes. Paris: “Editions Billaudot,
n. d. Available from Theodore Presser Company, Presser
.Place, Bryn Mawr, Pennsylvania 19010,

Lang, Resemary. Beginning studies in the altissimo register.
Indianapolis:” Lang Music Publications, 1971. ‘
Leé, Samuel. Melpdic and progressive exercises for sax-

ophone. Boston: Cundy-Bettoney, n. d.

Londeix, Jean-Marie. Gammes et modes.  Paris: Alphonse
Leduc, 1970. 2 vols. Available from M. Baron’ Cempany,

. P.O. Box 149, Oyster Bay, New York-11771. N

- McCathren, " Donald. Saxophone fingering chart. New York:

- Edward B. Marks Music Cgrporation, n. d. Available from
Belwin-Mills Publishing Corporation, 25 Deshon Drive,

- Melville, New York 11746. . - , ' . S
' Includes a logical a'ﬁpmaeh to learning fingerings,
chromatic scales, and high harmonic fingerings. - o

Mule, Marcel. Cinquante-trois etudes. Paris: Alphonse

. Ieduc, n. d. 3 vols. -Available from M. Baron Company,
. R.0. Box 149, Oyster Bay; New York 11771.
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TP Paris: Alphﬂﬂhﬁ' Leduc: n. «.,
Av;uhhls: imm M. Bdmn mepan) P.O. Box 149 Oystér -
* Bay, New'York 1177}, . : '

: —————— . Gammes ¢t arpeges. Paris: Alp}mnse-LtanC
> 1946. 3 vols. Available fr om M. Baron Company)-P.O. Box
149, Oyster Bay, New York 11171

Nash, Ted. High harmmu(s New York: Leeds Music Cﬂfpﬂé
“ration, n.
For the davel()pmmlt of the ypper re;,lsttl Contains ex-
e Er’pts from records. .

- Pares, G &1L Albert Daily exercises fm su\nphmw_td hy
- N. W, Hovey. Melville, New Ymk Belwin-Mills Publishing
: Corporation, n. d. - .,
Parisi, Stanislao. Forty teir:im[ and melodious studies for
samphmm Bks. I & II; ar¥anged by G. lasilli. San Antonio,
 Téxas: Squthern Music Publishing C()!ﬂl’)dl]\' n, d.

5
- Prestlm? G. Raccolta di studi (for oboe). \/Ile G. Ricordi and
Company. Available from Belwin-Mills Publishing Corpora- -
tion, 25 Deshon Drive, Melville, New X()rk 11746,
‘Often used by saxaphonists.

Rascher, Sigurd. 158 samp[mm‘ exercises. Copénhagen:
Wilhelm Hansen, n. d. ‘ i
! e Scales for the mmphunf New York: MoGinnis
- and Marx, n. d. -Available from Boosey and Htlwkes Ine.,
Oceansiddd New York 11572,
—_—_— 11}]1 tones j(:: the Sil\f)))rlflll(* New York: Carl”
Fischer, Inc., n. d.
Racmnmendec‘ h‘r the player,in approaching lmrmumcs
(ﬂntrnl ete. —
————————. 24 intermeszzi, with piano .accompaniments by

* ErlL Leidzen. New York: Bourne Company, n. d. .
: ) ansarl, Gustavo. Fifty- z‘lnfv melodious etudes. Bks. 1 & II7
v arranged by G. lasilli. San Antonio, Texas: Southern Music
Publishing Company, n
Rousseau, E. .Sﬂ\uphumf method for beginning students.

Kenosha, Wisconsin: Leblanc Publicatiops, Inc., n. d:
This is especially 'g(md !ur clarinet pldyers fearning

. saxophone. - o
Rubank,” Inc. Aft‘filﬂf[\? for saxophone: elementary, inter-
mg.draty advanced. Miami, Florida: Rubank, Inc., n. d.
Suggéﬁted for use in tlddltmn to other. Tltﬁ]il(l‘a

Schmidt, William. 10 contemporary etudes. Los Angeles:
Western International Music, Inc., n. d. : :
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i_ﬁS,éllner. Méth()dé' pour saxophone; parf Al Custallat Available

¥

from Theodbre Présser Company, Presser Place, Es.ryn

Mawr, Pennsylvania 19010. .
Artmulaﬁon studies in a variety of keys. .- - |
“Teal, Larry. The saxophonist’s zum‘khn{:k Ann -Arhmz, Michi- .~
gan: University Music Press nd .

Highly récnmmended

YInla Dsegh Tschmqug of the mmphmu Vols.. I-11I. Liber-

tyvnl Illlnms National Educatmmﬂ Services, n. d
—- . =

FILMS AND FILMSTRIP& ; . - -

V_Saf()ph(mg care. {filmstrip). Encyclopaedia Britannica Educa-

tional Corporation, 425 North Michigan. Avenue, Chicago,
Illindis 60611. 1966. 46 frames. sound. color. 35 mm.
_(filmstrip series:nd. 11020, band instrument care).
Dévelopﬁd by teachers for teachers and students, each
step is clearly illustrated by vivid closeups. :

'RECORDINGS* ' 3 )

American. music. MRS 22868. Mark Educational Recordings,
Ine., 4249 Cameron Rohd, Buff;ln New York 14221
Donald Sinta, alto saxophone.

This first record of a recital’ series dsvelnped by Mai‘k
Educational Recordings is -of particulgf interest to
saxophonists because jt includes original works for the in-
.strument by Creston, Iidi‘tltv Bensun, and Heiden. ‘

The art of Cecil Leeson. Vol. 1. ENS 2002 (8691.-2002). En-
chante Reiord&. Muncie, lﬂdhlﬂd

Cecil Leeson. Leon Stein Quintet for Sakophone and "Stlmg

Quartet. Enchante Records. Muncie, Indiana.

Chicago Saxophone Quartet. Coronet S 1708,
Four urhst/te.whsr% pe rfnrﬂ new works and arrangements

for SATB. =

* Contest and concert solos for the ,S'a.ti?ph(mct Austin Custorn

Record No. 6601. Harley Rex, saxophone.

Contest music for samplzqn( SE!IT!ET No. 4150, FFECLHEIﬁkE,
saxophone. . Vo .

‘Tht following list of -instructional recordings is represe ntﬂtl\{ riffet
than complete. For a more extensive. collection, consult the instrume n,‘f'
usic Sectiqh of 5unh s ;t dmgs as t]u "%zluunm f‘\n‘nt Iszue, puhhshu_l Ly \gn
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~«  Helpful pi':fm iing tips for the student
the jacket of this album which was desig
tional objectives. Récommended for thL
‘dents, teachers, and schools, .

E ugene lessg‘au plays saxophone. ('mun

Eurffne Rousseau—the urfumn saxophont, Gor
The two Rousseau recorc dhet L‘E_‘ 3

1601) are educational recitals »which would
. dition to school or personal libravies. Represes ,,'ihve com-
e posers include “Bonneau (umucmmmmed Capru;e) ¥
and H#l(l!‘i‘mlth .

E B
Frfnch impressions. MG VS-61 VEWE Rﬁnrds Tht‘
IYW()L(] %a\ﬂph()ne Julrtet. :

Leblanc Fine Arts Saxophone Quartet, Lur()nﬁ‘t s 1113 o -
. . Features the work-of Jean-Jean, Cleri isse, and PIEFHE pi -
formed by music teacher/performenrs. . :

“Marcel Mule saxophone recitgl, - Available from. Selmet ﬁ) . .
sion of the \Iagmn ox Company, Box 31() Elklmrt Indiana -
46514,

Music for saxophone quartet. MHS 817. The Marcel \lu]e
Quartet. Available from the Musical Heritage Society, Ine.,
1991 Broadway, New York, New York 10023, _

The New York Saxophone Quartet. MES 32322. Mark Educa- .
tional Recordings, Inc., 4249 La,m{:mn Road, Buffalo, New -
" York 14?‘”*’1‘ : - '

Paul Brodie, .—"Sl’II()[}il(;Hig". Golden Crest Recital Series,
RE 7025, s :

Vincent Abato, dlto saxophone, H-71030. Nonesuch.

Includes music by Ihert, G ld.f'lll](l\ ete.
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THE BASSOON .
I. Introduction ' L
HISTORICAL BACKGROUND
 The bassoon is a donble-reed instrument with a };;11};& from *
~BBb to e2. However, the upper register is generally limited
_to d? because the higher notes make heavy demands upon the
player's embouchure and aré not always of the best quality.
As its name implies, the bassoon wys ‘originally used for bass

=

_.tones; but by the 18th century, its value as a tenor voice had

B . L s 3 ,, P o 1 3 = 1. 3
" been recognized and it is now. an gestablished member of the

orchestra with a widg range of imelodic and bass functions.
Music for the instrument is written as it sounds, in bass or
* tenor clef as needed. The treble clef is also used. but mainly .
in French edition music. . ' :
Little is known about the origin of the bassoon. Among its
predecessors were the early 16th-century Italian phagotum, a
single shaft of wood with two parallel bores connected at the
base in the shape of the letter U; the late -16th-century Eng-
lish curtal(l) and double curtal(l), which were used in bands;
and the 16th-17th-century dolcian or dulzian, a small one-
piece, two:keyed musical instrument with a dulcet tone from
which its name derives. A woodcut made by J. C. Weigel of
Nifremberg in 1698 seems_to indicate that the dulzian was
gradually replaced by ‘a jointed, three-keyed bassoon that re-
sulted when the two.bares in a shaft were.converted to a long
-~ joint and’a tenor joint connected by a U-shaped double joint
and extended by the addition of a bell that enabled the in-
strament to produce the BBb alluded to above. By 1738, the
standard inodel had four keys, the last of these Being a G#
key operated by the right-hand little finger which established
~ the basic pattern for holding the instrument. . -
" The bassoon was first ‘defined in an English dictionary in
1706, its name adapted from the French basson and the Ital-
ian bassone or bassono. There were four members of the fam-
ily: the fagottino or discant bassoon, which sounded an octave
- above the standard. model; the tenoroon or tenor bassoon,
which sounded a fourth or a fifth above; the low quart-
“bassoon, which ‘sounded.a” fourth below; and ‘the low quint-
_bassoon, which sounded a fifth below. Currently, there are
‘two basic models in use: 'the standard model bassoon and the

o - 1 21
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contrabassvon (also .1llml i (mn‘mﬁt,;ntm or duuhlf hasmun)
which sounds an octave below.

The first scores- for bagsoon werr‘:\u‘ﬁtten hv {he Cermam
composer Heinrich Schutz.in 1649 During the years. that fol-
lowed, liturgical music frequently included parts for. the in-
s.trument which, i combination with the-cello and the’

~clarinet, had rtpl(u:ed the organ in most English church ser.

vices, Lully wrote passages for the bassoon in his opera-

P&yihi‘ in 1674, and- Keiser uséd-it to accompany some of ‘the

s"in his Octacia in 1705, Johdann E:elmstmn Bd(_h also found.
the instrument of value to Iris work. - o
- By the E‘}Fl\v part of the 19th century, {Jufclnpmenta in-
woadwind keywork and an extension of the upper. range had-
given the bassoon i full Chlmn;ltn; sg.lle th) distinet models

*. had emergud : : -

(1) The Heckel, German system bass soom, which was Els!
signed and built by Carl Almenraeder mld ] P. Heckel
in.1831; and . -

(?‘) J \J 4\*.11\ 5 l*mmh (n (()ll‘s(‘l\dt[)!\ svstem lmsstmn

.- size of bore, location and

dmwnsmu t)f hn]e ;lnd Le 'y mulmmsms shape of bell, style-

of reed, and uality of sound. Chicfly produced by Buffet, the

French system is popular in Spain. France. and Ttaly. ThE'

Heckel system is preferred in the other Eluupedn colin :

and in the United States . although both French and-German

models are made here. For more than a century, Heckel bas-

-soons were highly prized throughout the world; but since the.

late 19405, it is American artists and manufac turers wha have

heen mspnuslhle for improving the instrument in terms of

performance and methods of production.

'f

'SEI:ECTI(}N‘ C.—\RI' \‘\'D REPAIR

The Instrument : -
»Thesstandard madel bassoon has five major parts:
"o The hocal or crook, a curved metal tube to which the
double reed is fitte (l
e The tenor joint or wing, which dmn(s its name from thu
fact that it has a wooden projection with oblique bores
for the first three fingers of the left hand;
e The double’or hoot joint, which conhects the tenor ]Dmt
or wing to a long or bass joint and makes a manageable

122 ’




nstrument of an. 8%-foot conical tube; .
¢ The long or bass joint referred, 1@ above; and
o The bell; which usually Has a plastic or ivory rim,
‘Mast bassoons are made of hard maple because it is easier
o shape; lighter' in-weight, more resistant to cracking, and
ier to. finishithan most other woods—although rosewood
a_nd sycamore. are also used. The surface of the instrument has -
an_ebony or mahogany stain, and is thoroughly lacquered.
The bore is “either impregnated with a special substance or
.:carefully oiled to prevent moisture from entering the pores.’
The wing joint and the small-side of the boot joint are lined
‘with hard rubber or ebonite; and all the metal parts are made .
~ of nickel silver, German silver, or brass. The end of the bell .
2" is fitted with an ivory or plastic ring which not only decorates
i -_the instrument;,: but also helps to prevent the wood from
cracking. The material and workmanship used in finishing:
.. these parts are usually reliable .indicators of the Quality of the
" bassoon as a whole, and should thEl’EfoE be examined in
.- selecting a good instrunient, A
- - Some bassoons are made of polypmpyle§ ebcmlte or ’
..Fiberg]ass These are often chosen for beginning students be-
“cause they. are less expensive than wooden models and are
_ -generally more capable of thhstandmg marked or sudden
" changes- intemperatire and’ humidity. ‘A few,.#ranufacturers
.- produce a special bassoon for beginners that i~ smal]er than
.- the standard model and has fewer keys. :
. .Since a player s habits ‘tenid to be shaped by thE lnstrurﬂént
“. being.used, it is wise to select one of fairly high quality.
Ebonite or plastic models are usually sufﬁment for heginners;
but the. serious student should have a'22-key Heckel system
. bassoon made of hard maple or rosewood, Unfortunately, the
quality of instruments varies greatly not only from one brand
to another, but gven among the prcducts of a smgle manufac-
turer. For this }reason, it is advisable fo examine, listen to,
and play a number of bassoons—preferably with the assistance
of a professional performer—before rn&kmg a final choice. The
opinions of a compefent bassoon repairman are also valuable, .
because he can state from: his experience which instruments.
‘'seem to hold up best under certain conditions, what their
strengths and weaknesses are likely to be, and-the nature of -
any. quirks or peculiarities they are likely to possess. .
. At the very least, the bassoon should be equipped with the * -
fDlIme items:
s 123
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* o An automatic pianissimo or “whisper” key; : v
"o An ifiner lining of rubber or: plastic in the tenor joint,
-+, - and a similar lining of rubber or metal on the small side
- .of the boot joint; : - h ~ Coe
e Two brass or silver-plated bocals, numbers 1 and 2;
e_Guards for the Bb, D, E, and G.spatulas; . :
&' Connecting rollers for both sets of thumb and little finger .
keys; T o . L g
o An automatic ring key for G, with cork pads; and’
o An F# trill key on the tenor or wing joint. S
‘In_addition, the instrument should be checked carefully for: .
‘e Tone quality—the bassoon ‘should produce a full tone
-+ with “cutting power”; . ' : :
_e Intonation—the bassodn should be in tune with itself;
e Even scale—the tone quality should be balanced
. throughout the range of the instrument; o :
e Resistance; and e ‘
e Key action—this should be Jight to the touch, with
~ ‘springs regulated for balanced pressure within key groups -
operated by the same finger. S :
Finally, the instrument to be purchased should be thoroughly
"examined for cracks. Additional guidelines, plus a detailed’
discussion of desirable options, are .included in William
Spencer’s The Art of Bassoon Playing (see annotated reference
" in the Selected Resource Materials section at the end of this
chapter). o '
Careful attention should also be given to the choice of
bocal, since this part of the instrument affects its pitch, re-
spopse, resistance, ‘and tone quality. Bocals-come in a variety
of metsls, bores, wall thicknesses, and lengths. The letters A,
' B, C, and D, alone or-in combination, indicate the style of
R théb@cal’ and the metal of which it is made. The ‘numbers 0,
‘ 1,.2, 3, "and 4 denote length: the higher the number, the -
longer the bocal and the flatter the pitch. Most bassoons. are
equipped with two bocals, a number 1 and a number 2. ‘
A very. important part of the student’s instruction in bas-
soon relates to the care and maintenance of the instrument.

Whenever it is not in use, the basseon should be kept in its
~case and the case enclosed in a protective cover for storage
and carrying. Extremes and sudden changes in temperature
or humidity should be avoided, as these ¢an cause cracks in
the body and rapid deterioration of the pads and keys. 1f the
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-always' from the outside in. Small

_soon as possible before they deepen or reach a

and the bass joints, and the bocal should be re-
e instrument.is to be.carried for.any distance out-

er proper way, to assemble a bassoon; : »
The wing and boot joints should be connected first. With
/ing. joint_in_the left. hand (the thumb in‘the
curved-out part) and the boot joint in the right, the two
segments shauld be pushed together with a gentle, twist-
~~ing.motion. Undue' pressuré or strain on any of the posts -
or keys—especially on the automatic whisper key—
.should be avoided.” When the curved part.of -the wing -
oint is in line with the large 'hole for the bass joint, the -
“section-should be placed in the instrument case (not on a
. - table or chair) until the next piece has been assembled..
“The bell should be added to the bass joint.with the same
" gentle, twisting motion—the bell in the right hand with
-the thumb depressirig the Bb key and the joint in the
left, held under the arm and against the body for 'sup-
.port. ' o y
- @ Then, with the boot and wing section (which was assem-
- bled. earliar and laid in the case) held in the right hand,
¥ the bell and bass ‘section should be grasped with the left
.. and slipped into place with a slight twist. ‘Adjusting the
. joint lock will keep the pieces in proper alignment.
... ® The bocal should be inserted last, with the grip at the
. large end to avoid bending it. : e
? The assembling process: is reversed when the bassoon is
. taken apart. Gripped at the large end as before, the bocal
- should be carefully removed, wiped with a soft cloth,, and re-
‘turned to the case. Then the joint lock should be released,
“the bell and bass section separated from the wing and boot
~-section, the bell removed frgm the bass joint, the boot re-
“moved from the wing joint, and each part placed in the case °
before'cleaning. = = : _ '
After the bassoon has been completely disassembled, its .

-imterior should be swabbed with a triangular piece of chamois

_attached to a cord and weight or a soft cloth wrapped around .

14 . ; “4‘_,‘,,; ST

It

[y

uld. be warmed to room temperaturg;
ill not affect the sound, but they should

ally, an assembled bassoon should be carried by <.
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should be cleaned

~a rod, like . thgse designed for cleaning guﬁs Unfortunately,
the swabs that usually ‘come with the instrument are less than,
satisfactory because they rarely -dry the bore and often leave
“lint.in the. tone holes. If a piece .of chamois is used, it should -
~be no larger than.4 inches on any side or it will stick in the g
. wing joint,. and the weight should bé covered with’ scnmethmg
like. adhesive tape or it may scratch.the interior surfaces. -
The,wing_joint shoiild .be x:leaned by drawing the chamois
"through the bore two or three times. In cleaning the boot
- joint, where most of theé moisture collects, the chamois should
~ be, lald over the hole, pushed to the bottom with a swab, and
‘then pushed and puﬂed by the swab and the weight. The
- fingerholes should be blown. free of moisture as the bore is
being cleaned. The bell and bass joints should also be wiped;
. ‘hut these require much less effort since_very little moisture
tendé to collect there. Some of the pads will get wet and’
should be dried. out by gently depressing the pad upon a
_piece of cloth or blotting paper inserted between it and the

* tone hole. The pads on the lower end of the boot joint," espe-

cially those on the low G and G# keys, are partlcularly sus--
ceptible because this area collects so much water that bas-
soonists often remove the bass joint and pour the water from .
the boot during an interval in playing. In order to preserve

_. the pads, the student should keep his mstrument upright

even during rest periods rather than lay it across his lap
where the water can run out through the tone holes.

Once the interior of the instrument has been thoroughly
dried, the player's fingerprints and perspiration should be
wiped from the outer surface with a-soft cloth and each sec-
tion carefully encased—but without locking the bass and wing~
joints, for the lock could be torn from the wm)d if thL case is .
+dropped or badly humped : .

At least once a week,, the l)()cal slmuld h(‘ washed. with
lukewarm soupy water and the kevs dusted with a small
paintbrush. A commercial bocal cleaner, a very small brush,
or a few pipe cleaners fastened together can be helpful in re-
moving food particles or other deposits of foreign matter that
" do not wash- away when*clear water is rui through the bocal.
The vent hole and the hole for the whisper key should be
cleaned with a gmall broom straw—never a common pin or

_needle, as eitherfof these could enlarge the holes.

veeks, the wooden surface of the ‘bassoon
and polished with a small amount of furni-

Every 6 to §
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’ped mth a ]EWElEl‘S clath
vér be used on or near the
gurnrmrig The fingerholes 'in the
bDD Jmnts should be cleaned periodically with a
ece of clarinet reed, or a pipe cleaner, and then
th a very snmll amount of bore oil apphed to a

eaﬂngs and the bore Qf a wooden bassoon. wxlIl .
re 'uire periodic ml‘&ng, if the instrument has been used -

rith great care and exceedingly small -
il. The bearings.should have a tiny

s-of. the pmpér

drop of high-grade nongumming oil fsuch as that used by .~

t. . In addition, unless-the wood has beén treated to pre-
vent. penetration by ‘moisture;" the bore of the instrument ;
shoul be oiled lightly every 6 to 9 months with boiled lin-:
seed oil 6r a special bore Q%apphed to a swab; or to a piece
- of cloth wrapped over a swab, which is then wrung out to_re--
= move. any excess oil. The bore of the large side of the boot.
Jmnt governs the procedure: beca Ise of the moisture that ac-
. .cumulates in this area, the instrufient should not be p]ayed‘
for 2t 3 days before the bore is djled so that the wood will
- zhave an opportunity to dry out, and for 2 to 3 days afterward
++.in order to let the oil soak in. It is advisable to slip a piece of

. the oil. The bell and bass joints should not be oiled more than
onge a year{, if at all, but should be dusted about once a

morth ,
: If the bassm:m is cared for in the » manner described above

1t should perﬁ:rm well and require few, if any, adﬁ,ustrnenta.

- and repairs.

‘;,Thg Reed
" Good double reeds are essgnhal for quality performance on
- the bassooh, and a major influence on the student’s concept of

-.its. sound. They are also short-lived and expensive. Tradi-.

** tionally, bassoon reeds have been cut by hand from a variety
- of cane known as Arunda Donax; but some manufacturers are

ch repairmen) applled with a toothpick at each bearing-

paper under the pads on the instrument to shield them from.: °

experimenting with synthetic materials and/or machine- . |

. processing in an effort to produce cheaper, longer lasting
reeds that are sufficiently high in caliber. As a result, plastic
reeds -are mow available which have a uni’farmlty of shape an{'l

R 127
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T shadmg, gnd mﬂehmes have been developed whm, Wi

. only cut the dane into appropriaté lengths andgshdpe the *
reeds from it; but will also finish the lay and wrap the*final
”product Like ‘th#te made of plastie, cane reeds cut by v
“machine are symmetrical and’ evenly shaded; but they are\‘
generally preferred to plastic reeds because of the quality of ¥

_ .the sounid produced by the cane. In any case, the reeds must

- be adjusted to the playera partlcuhr 1eqmrements befnre
they can be used: : %

From the very begmmﬁg then, b;l&'sODﬂ students should

- have a gen?f'cm: supply of reasonably good reeds and their |

* lessons should mclude mcreumg,ly detailed mforﬂmtmn abodlt:

-~ The composition, styles,” shapmgi and measurements Df
double reeds for the bassoon; .
e The’ fElatanEhlp between thesg items: and the sounds a
- reed will produce; . .

. & Methods and criteria for selegtmg reeds;
' e Techniques for adjusting reeds; and

e Procedures for. m.lkmg reeds
S

Fully illustrated descriptions can be found in some of the ref-
erences on pp.. 138-139, but the follomng material shoild be
useful as an overview,
-Selecting a good reed begins ‘with ‘a careful examination of
its pa:ts and approximate measuremants (see diagram on next

mage_) ’
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wView of Deed from the Egﬂm ' ~View of Reed from Ethe Side

»

Adapted from Illustration 6: Pnrts of the bassoon reed, with

standard messurements on p. 24 of The Art of Bassoon Play-

nlf{ by William Spencer (Summy-Birc ard Cnmpany, rev,
1969) with permission from the publisher.
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js the tube perfectly i’ound both msxde and out, from
_* the base to the second wire? = _
- " The tube is the part of the. ‘reed irtto which the bcic-al is
S inserted. It must.be perfectly round and snug in fit or air,
* leaks will result. Slight irregularities can bé removed by .

. a small rat-tailed:file or additional reaming; but if the
- condition is seriqus, the tube may need remolding. -
R Are the wires neatly wound about the body of the reed?
e The wires aré ‘tsually made of soft brass. Their chief.
T function is to hold the various parts*of the reed m(place
==L - after the tubing has been formed; but becauseé their size,

" position, and tightness affect the vibration of the blades,
AT they are important items to consider. The wires on
. French models are fairly heavy and trimmed off close to
the tube: those on German models are longer and bent
il downwarrd with a twist, as shown in the diagram. In
gy ‘ELther case, the wires should be evenly wound ‘and close
to the hody of thé reed, without cutting into the rind of
the cane (if cane is used). This is especially true of the -
* first wire, which might even be shght}y loose—for when-
- the reed is wet, the cane expands and a wire that is too

tight will impede its vibration.
e ‘What is the shape of the throat? '

‘In essence, the throat is an extension of the tube. It
- should be round at the second wire, p;rfectly smooth ‘in-
side, and elliptical to almost flat at the first wn‘e where it
relateg :to the lay. This is also an important item to
= Emm,g'; :, for the contour-of the reed at the shoulder is a
R mayﬁ%‘ f*ﬁ:tnr when the lay is*scraped by hand.  Both shape
- and#¥moothness can be checked by looking through the

' -reedjfrom the bottom. ~_
) tht i-z. the 5}14[& of the lay, and how weH has it been

lay is the contour of the blades between the.
sh@%]der and the tip. If the reed has a core of thicker

cafe or plastic (see “heart or spine” in the diagram), it

. ~wjill produce a dark, mellow tone and is probably a Ger-
“~=4nan model; but if the blades are shaded evenly, as in the
Frertch -model, the sound will be light, “reedy,” and
sornewhat nasal in quality.! The lay can be examined by
looking at the blades against a light, feeling them with

- thumb and finger, and/or comparing the lateral propor-
tions: and the limg,_ltuﬂmdl taper. The tlnckness of the

‘DJ m
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e corners, should be the same on both blades. Turning
e reed against the light so that it strikes the surface of
lades at a slight angle may reveal imperfections that
.are less ‘easily discerned when the light passes directly

~ can be scraped away; but very light spots usually mean

"’that the réed has been gouged too deeply, and this situa-

. "tion cannot be remedied. , e

‘e Finally, if the reed is made of cane, whiat is its quality? -
" 'Héalthy, seasoned cane is a deep yellow .in color

- and flecked with brown. ‘In good reeds, the cane has a

. blades. Those with brown spots should- be avoided.

% . ‘After the reed has been examined thoroughly, it should be
" soaked in water (but only to the first wire) for 3'to 5 minutes*

>’.and then tested for air leaks, playing quality, and found in the
. “following ways: : , -
- The crow test o o
" Place the reed lightly between the lips up to the first wire
.- and blow through the reed, without exerting lip' pressure on
© the blades, until it produces a double-pitched sound or
““crow”. in which the lower pitch predominates. Many profes-
sional bassoonists tune the crow to third space eb. The sound
of the crow and the amount of wind pressure required to pro-
duce it indicate how the reed will play and what adjustments,
if any, will be ‘needed. For example: R
;. If the higher pitch predominates arid the crow is difficult
“to produce, the reed may be too stiff and/or the tip open-
ing too wide; but ' L
e If'the sound is flabby and too easily produced, the blades

.are probably too close at the tip and/or too thinly

se’rap_ed. ,

+ The p(?p test

‘ Place the reed rbetn%een the lipé,- cover the end of the tubg .
- with. a finger, suck-out all the air, and quickly pull the reed *

. from the mouth. The bludes should remain closed for a mo-
‘ment or two and then “pop” open. .
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orners, and the taper from the center to’

through ‘the blades. Dark spots indicate thicknesses' that - -

: ‘fine, straight grain running parallel to the sides of-the .

- -(never a.pale or greenish yellow). Its bark or rind is waxy -



‘- If the b]ades fall to stay closed they are probab]y too shE ;
N2 apd/cxr the tip opening is too wide; and

N - o_If they stay closed for more than 2 seconds, they are
I pn‘:lbably tcﬁg thmly scraped, too close at the tlp, or both.

! TIIE pltzymg test - : v
" With the asmstance of a campetent perforrﬂer lt is advisa-
: ble to check the reed for: :
/ / ‘e Ease of rebponse and f&neaguahty : 7 A
Play slow, 'slurred scales in F, G, and G, comparing
the quality of the tone with the amount of pressure rer
quired to produce it. The reed should pmduce a full,
, free, resonant tone with relative ease.
. lntt:riatlcm -~ C
~ Play third space e and the E an octave bel@w at a
dyramic level of forte, and compare the two pxtches
Then open and close the E key while playing third -
. space e and note the change, if’ any, in the pitch. Re-
peat the comparison test with third q:at;é ‘eb and-the Ep
an octave below. Then open and close the B hole and
the Bb key while playing third space eb. If the pitch is.
accurate in these and/or similar tests, the reed should
- play well throughout the range of the instrument.
- Attack and staccato response
Test the reed by attacking the C in each regigter and
. _playing ‘a staccato scale and an appropriate passage
from bassoon literature. The tip of the reed, the area
just behind the tip, and/or the tip opening may need to
be adjusted to the player's embouchure for improved
attack and staccato response even if the reed is a good
one; but these are minor changes that are quickly and
easily accomplished.
e\ Dyhamic contrast and flexibility
- - These are aka important criteria, but the reed must be -
“\"broken in” before it can be tested for them. In gen-
‘eral, "however, if the.reed has passed the tests de-
‘ scrlbtd above, it should be capable of producing qual-
ity tones at most dynamic levels in all registers with re-
latwe qulc;l\neaf; and ease.

1

h;wmg3 thnrnughlv Ewammed 'and e'scpﬁrlmenttfd w!th a vn‘lety
of reeds, the player will select the ones which meet his/her
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" cﬁ] reqmr&ments—ar make hlsfher owh. Tl“ns aspect of
bassoon study' is often most. appealmg to young- studeqts, and
the results of early efforts can be surprisingly, good. There are’
several good books on the subject; the eqmpment for makmg
eeds is fairly inexpensive; the activity should increase the
students’ understanding of the connection between the ‘char-
acteristics of a reed and the sounds it will produce; and their

: -smdepemdence that w:ll enhance thanr mterEst in music. Fm-

and adjust then- own-reeds. ,\
-~ Because the quality of a reed is affected hy sb many vati-

growing skill and ‘knowledge might foster a sense of pnde and -

- ables, any guidelines for adjustment must be either very de-

tailed or overly general. The following suggestions are therel
_ fore intended as an introduction to the subject, and the’

teacher is advised to consult the references given g;t the end ', .

of this chapter for more specific information.

8 As a prellmmary step to playing or 'ldjllstl'ﬂt‘nt soak the
reed up to but not beyond the first wire until’ the sides
close (Jppro‘umately 3 to 5 'minutes) and then \{ub the
blades with a finger, a fine emery board, or a piece of
Dutch rush until the -pores are closed and the grain
ceases to rise.

e To open the tip and increase the arch at the back, place.

the reed on a mandrel and squeeze- the first wire at. the
sides with a small pair of pliers, squeeze the second wire

from ‘the bottom, and” chp off a sliver of cane from the .-

tip. Do not tighten the wires by twisting the ends.

e To close the tip and decrease the arch at the back,
squeeze the first wire from™the-top and the bottom,
" squeeze the second wire from the— sides,, and serape some-
of the cane from the tip.
-® To decrease the arch caused by a first wire t]mt is too
“tight, replace the wire with a new one ‘and twist the ends
in.a dlractlon opposite to_the original twist.

: Squaezmg the wires in Correspondmg leLE& will pI’DdUCE re-
verse results, and it is _the first wire that has the greatest ef-
fect upon the arch and, as a result, upon the tone quality of
the reed. If the tone is desirable as it is, any change in pitch,
response;—or resistance should therefore be made by adjusting

" the second wire rather than the first.

122 .
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" is ‘back toward the tip of the reed and-that the upper

: !A i - - .- g
/ Aftéf'eaigh Elayi:xg, the i*éfzd, like the iﬁétxjuméﬂti sllotiigl be -
carefully cleaned and stored. Rinsing the blades and flushing °

“: the tube with a stream of warm not hot water will remove any

residue of saliva or food particles and keep the blades vibrat- -
ing freely. A small feather or pipe cleaner inserted from. the

back of the reed and drawn-out-throtigh the 'tip can be used .
to-swab the interior, if necessary. Once.it is clean, the reed .
should be wiped. with a soft cloth and placed in a storage case(

‘that is not airtight. The best type contains a mandrel for each

individual reed, but a small box lined with cotton should be *
sufficient. ) : ' ’ '
TUNING PROCEDURES Vo .
The bassoon tunes to a for orchestra (gfie octave below the
oboe a'-440 cps) and bb for.band. Iffthe . instrument plays
flat with all the joints tightly pished iny ¢ pitch should ke
sharpened by using a shorter.(no. 1 or B) bocal, by reaming

.- the reed, -or by shortening the blades. If it plays sharp, either-
--adonger (no. 2 or 3) bocal or a longer reed should be used; If

the bdssoon is not in tune with itself, the student’s em-
bouchlire should be checked to make sure: that the lower lip.
nearithe wire (see diagran):below).

&

_If the student tdnds to pldy 5 at in the high registers,
the situation can’ iisublly begremeédied by increasing breath
1 the lips-4 ound the reed (without tighten-




ng-the ]aw or teeth) and takmg more’ reed mtc: the mouth.
The :opposite procedure should be used in correcting the
eha:&cterishe sharpness of the tnnes between BB b and F.

R bﬁf“"

A slight backward muvement of thé lower jaw helps in low-
n ermg the pitch, and a slight forward movement -tends to yaise
“it. Students who transfer from clarinet to bassoon,-a very
common transfer, tend to play sharp in the upper register. -
*- They should drop the lower Jaw back and conceive of the hps '
‘asa (?ushzan father than a vise. SN .

]I”Méthﬂd Crlterla .

In selecting method books and materials, it is lmpgrtsnt to

' consider the age, previous experience, and particular needs of
" ‘the . student(s) with whom they will be used, for these are
prime_factors. in determining . the rate at whlch learninig can

take place. Some .of the commercial publications are very well

" designéd and include supplementary solo and ensemble réfer-
‘ences which. are valuable for both_teacher and student. Eelf
.instruction manuals, are not recommended as basic tools™for
learning bassoon, but they can be useful as supplements to
regular class sessions. Whatever ‘the choice, the materials -

should: )

e Be sequenced .in a way that will make students feel that
" they are movipg forward with each lesson; '
fficignt drills and exercises to assure both mas- -
foregment of skills; and )
» Include fiﬂgermg and trill' charts, progress charts, and a
_number of helpﬁll and interesting diagrams and illustra-
wo tlons : 4
In addition, a begmners book i;}n:m}d have labeled illustra-
tions of the bassoon and its parts, plug a clear_description of”
“their functions; instruction on the care and storage of the in-
strument; and explanations, charts, and diagrams with regard
’ o to hand and fingering positions, enibouchure, and the position
“of both teeth and tongue while the instrument is being
played Techniques' for breathmg arhculatmn and tongumg
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he dﬂuble reed shDuld be thoroughly covered w1th parﬁcular
"att¢ntion to coordinating the tongue ‘and Engers Short pieces
which emphasize phrasing and the concepts of staccato ané
- legato should also be .included, along with scale and chordal
‘exercises and materials for ear training in tonal relationshnps

-\ The- instructional materials for intermediate and advanced

\ students should consist"of classical studies and etudes for bas- *
\scmn, solo literature,” and method bﬂoks which describe ‘ad-
vanced techniques. for playing the instrument. These are most.
A apgn}prmte for indiviflualized ]esrmng and should be

, . supplemented with a study of theory and ear training that in-
-/ _cludes’ interval identification. Since technical proficiency and

: musn:al interpretation are primary goals at the advanced level,

: the student* should be dealing. with major- works: by noted -
' - composers in solo, orchestral, and ensemblé repertoire. These .
Y should include bassoon literature of i increasing diffi t:uity which
) lends itself to memarization, mght r"dmg, and Ensemble

playmg . '. : ) o v
AL Teachmg and Learnmg | ' L

BECINNING LEVEL

Students cari bggm to study the bassoon as soon .as, tl“iell’ .
« fingers are large enough to cover .the holes and the left rihg °
finger can comfortably reach ‘the: C hole, but géneral maturity
is also important. For this reason; ‘the comments’ and recom- -
mendations of classroom teachers with: regard to work habits
v and responsibility, can be very useful in selecting qualified -
students Early pxang or woodwmd experience 15 highly desw—
able, .
Most schfmls do’ not start enough dnubla reed playt;r§ 1f
_ possiblé, the thusic teacher at the middle or upper elementary
schml level (gracles 5 and E) Should begm to teach thl‘i in-

ally move smoothly, if the mstrurnents ;md reeds are gf sufH-
cient quahty to enable the studénts to. play in tune. .

F’Iaymg Fijs:tmn and- Embﬂﬂﬂhllré R v

_ Inproper pldying position, the bassuon is’ held across ‘the
body, with the left palm upward at chest level and the right |
palm downward on the butt of the instrument as it rests
against the.right.thigh. A leg or seat strap helps to distribute -
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- .
“the weight and, in the early, stages of development, 3 hand
support screwed into the double joint of the German model
tends to hold the fingers in the best position for playing,

" Correctly formed, the embouchure should serve as a cush-
ion which prevents the lips and teeth from biting or pinching
the reed. The upper.lip should be placed near the first wire,
rolled over the upper front teeth and drawn firmly against
. ~“therl. The chin should drop back, placing the lower lip near

“ the tip of the reed. Like the upper lip, it should roll over the
teeth—but in a relaxed manner, without turning inward.

Diaphragmatic breathing should be taught during the first 3

‘months as it becomes relevant to'lessons in phrasing and

~ dynamics. The crescendo/decrescendo from pp to ff and the

-reverse should be given special attention; since this is a par-

- ticularly difficult skill for beginning students to master,

=
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Fingering ' T A -

¥ _ Key ldent:f‘catmn Chart
Long . Wing, join Fmrrt t:lf'WinE Jﬂlﬂti
joint or Tenor Jmnt_ Left Hand Fingers
~Left Thumb .
F] " i
* Back of Boot Front of Wing, Jaint:
Joint or Bass Joint: Right Hand Fingers
(G’ (alternate)
Ad ipte il from lllustruhm] 24 Chdrt of basic f'ngcrmgs for
Heckel system bassoon on p. 57 of The Art of Bassoon Play-
ing by William Spencer (Summy-Birchard Company, rev.
v(i:. 1969) with permission from. the puhll%hu

ERIC

Aruitoxt provided by Eic:
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: The ﬁrst note for beginning bassoonists should be f as it is
= * the easiest to manipulate, Left-hand notes e, d, and ¢ can alsg
be learned in the first lesson; but it is important that the
notes be associated with correct fingerings on.the chart as

‘they are being played. The students should memorize these

- fingerings as they are introduced and know their posifions on
- 'the staff, their names, and how. they are to be produced on
- the instrument. In addition, the students’ should be encour-
- aged to read the fingering chart.
‘Lesson material in F Major is good for beginners since it
- can challenge both right and left hands without the’intréduc-
. tion of difficult fingerings and half-hole combinations. Familiar
“as well as unfamiiliar melodies, simple etudes, and easy solos
S shquld be included in the e3rly lessons. =

: ﬂlfu,,,ﬁL”
. . | 7:,,1

F
Rt

A B B C D

- Whisper keR( p. key  Whisper Use a “flick” key (either A
on chart) key and © « tor high+C on the octave
’  half| “hole -, skips,. or other ascending

‘or ﬂ:srgndmg intervals
over the register break:
te 0§
* gl tendsto” mr‘;k when f]ﬂﬁﬁ?ﬂﬂh&'d by a IEﬂp in slw‘ﬁng

_ The function of the octave or whlspcr key (its range is from
BBb to ab and sometimes z4) should be carefully explained.

"TKe- use of the index hnger of the left hand to cover half of -

the hole on f#, g, and ab should become habitual. The ah

can be played appronmately half-hole to improve its response-

and intonation. If the octave key is kept closed, the pitch will
be lower than if it is open. This half-hole procedure will
-eliminate the ugly fluttering sounds that are produced if the
index finger covers the entire hole. The Whl‘ipt‘t‘ key musf be
down when these three notes are played. The use of the high
A key or.B(C) key on octave jumps (such as A to a, Bb-to
bb, ¢ to ¢!, d to d') will insure that students jump to the
octave—otherwise they might fail to jump the octave and in-
. stead produce the unison note. In this procedure, the thuinb

presses llghtly and moves quickly off the key with a flickering -

motion, 'from which the A and B(C) keys derive the name

Sflick ’cE’![.S 139
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Students can be introduced to f#!, g!, and ap¥diring their

_first year of study. In order to produce better tone quality on

these notes, the resonating key (the Eb key played with the

little finger of the 'left hand) should be used. The notes cf -
and ct ! can also be learned at this time, but student:i‘ihnuld
use the fingerings identified below (see Key Identifjcation

Chart on p. 127) since those in some method books are jncor-

rect. : :
176 O — LT
Z?'} — L0y f: _
T e he
. ] -
Low DP"3 c 2 :
o -
[} l .
FKey

*Piano or whisper key

- Articulation

Students will develop a sustained concept of articulation if

" they are taught to practice whole notes on f-e-d-c and then

bisect the airstream ‘into half notes and, again, into quarter
notes. They should be introduced to slurring sometime within
the first 10 lessons, and learn staccato and legato tonguing
techniques after they have mastered the slur. In good staccato
technique, the tongue generally does not end the note as tut,
but instead articulates tu. The legato tonguing technique can

be presented as a refinement of the articulation technique de-

scribed above, whereby the tongue “brushes” the long stream

of air as a valve, ) 7
The development of aceurate, fast articulation in a variety of

styles depends upon the students’ comprehension of the fol-

lowing principles:

e The forward part of the tongue is used in tonguing. ,

e The tongue and jaw should be relaxed (avoid the puck-
ered chin).

e The throat should be open. with the tongue slightly de- .
pressed-in the center.

e The tongue should serve as a valve which controls the
airstream and the resulting vibration of the reed.
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® Proper tonguing requires continuous breath support and
sufficient wind pressure. T "
o The amount of pressure exerted on the tongue should be
inversely proportionate to the speed of articulation.
e A well-regulated instrument and a.flexible reed are es-
sential. ' : '
The contact points of tongue and reed vary, to some extent,
according to individual preference. In general, either-the tip
of the tongue or a spot on the top of the tongue just back of
its tip should touch the tip' of ‘both blades of the reed. How-
ever, some bassoonists use the technique illustrated below to-
increase the ‘efficiency of their articulation. : ’

W__- Place the tongue here.

This technique involves less contact of tongue and reed, and
might be used experimentally in the classroom.

Musicianship

The basic rudiments of music should be covered during the

_ first few months of the -beginning level of study. These in-

clude the staff; the clef signs; the bar and double bar lines;
measure; notes and rests; time signatures (2/4, 3/4, and 4/4);
simple ‘key signatures' and scales; and simple tempo and
dynamic markings. ' . L

Finally, the teacher should proinote a serious, but cofhfort-
able atmosphere for learning. Student curiosity aboat the bas-
soon, and about music in general, should be encouraged.
There should be time for. enjoying the basic principles, and
for ensemble playing as well as supplementary solo experi-
ence. In particular, students should be urged to listen to their
own playing and to tapés and records of performances by pro-
fessional bassoonists and peers. They should come to realize
that listening is the key to good intonation, that correct finger-
ing alone will not necéssarily:pmiucé notes that are in tune
with each other. '
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ﬂevelnpmult of good conce

, C\ g

Ensemble work for \Llcmentnrv school “students ml;.ht in-

.clude participatioii in band, orchestra, duets, trios, quartets,
and the woodwind qum}

et. Children at this level are nat too
young to be exposed to authentic woodwind quintet timbre.
In fact,” participation in the quintet Ldﬂ}(llltl"lhllt(’ more.to the
pts of tone quality, mttrpw ation,
and the rhythmic responsibility of individual performers than
can readily h(: measured.

INTERMEDIATE LEVEL

Musicianship and Practice Techniques

‘Intermediate level study should include a refinement of be-

g,"n_mn; level dthw\ﬂm‘nts with pdrtiLuLu empimsis on

cales. This aspect of the work should include concentrated at-
tention to dynamic gradation, tone quality, uniformity of

sound, use of alternate fingerings, developmént of speed,.

tongue-and-finger coordination, and familiarity with specific

pitch problems of the bassoon. In addition, the students
should learn certain note patterns (e.g.. arpeggiated chord
progressions of I, IV, V. T and other harmonic idioms com-
monly tound in music) that will promote smooth performance
technique. Interval identification should also bé introduced,
and the memorization of melodies extended. .
Exercises like the following which enhance the develop-
ment of legato technique, good intonation. and general facility
on the hasannn should be an mteg,jl al part of intermediate

devel study:




- 111 . . ; .
" Students should also be working on extended arpeggios;
" chromatic material; extended: scales, using the ¢full range; and
_ problem-solving with regard to specific keys. Among the prob-
- lems which should be included at the intermediate level are,
those involved in the use of:
" @ The whisper key;
e The half-hole first finger left hand;
e The Eb resonating.key; and
e The high A or high B-C key for legato slurs, either by
_ “flicking” or depressing the key with the left thumb for
better response of ascending octaves. In general, the high
Al key is used with octave slurs to a and the high B-C
_ key, with octave slurs to bb. .

F

. ‘ , by
Fingerings for Legato Skips to and From e}’

Regular .. Optional

~ The choice of ﬁﬁgermg depends upun the tone quality of eb?

produced by the particular combination of instrument and
reed that is being used. More detailed information can be
“found in Cooper and Toplansky's Essentials of Bassoon
Technique (see reference to this text in the Selected Resource
Materials section at the end of thfs chapter).

Sample Exercise

e be~;  he beps
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The Db key can be used instead of the Eb key, by experi-
menting with various reed/bocal/instrument combinations.
Using the. E b resonating key on these notes should improve
their tone, quality. o -

As the _sfudents progress, they should be introduced to such
mechanically intricate techniques as embellishments, appog-
giaturas; turns, mordents, and trills. When they can negotiate

" the upper register with some success, they should learn to

read the tenor or C clef. This should be presented as a sepa-
rate item, rather than relating jt to the G or F clefs; 4and a
good deal of time should be devoted to it, since nearly all ad-
vanced material includes pbrtions that are written in tenor:
clef. The tenor or C clef can be found in most intermediate
bassoon method books, and in cello and "trombone literature
which can be used as supplementary material for the study of
bassoon. .

Students ‘will be well into the intermediate phasé of per-
formance before they begin to make extensive use of the top
octave of the-h@®sbon range. On these notes, even good stu-
dents have a tendency to withdraw and pinch. In many cases

. (especially g*, a', b?, and ¢?) the player must relax the lower

jaw while supporting the tone; and the resonating key may be
needed in order to produce a full sound on all notes above f*.
There should be a ringing sound after the note ends in"gach of
these cases, if the pitch has been properly produced. K

) — —
if’ gﬂﬁq

Much attention has been given to tonal attack on a wind in-
strument; but the correct closing of a tone_is even harder for
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.studied "either with a_comp > _ f
: many baeoks on the subject is 4 must-for intermediate stu-

~‘students to gr{ag;p! -and its execution is most important. A natu-
- ral resonance follows the completion of a tone produced by

string and" percussion instruments. Unfortunately, however,
although tonal resonance or taper is also necessary in wood-

- wind sound, it is not a natural -effect and must therefore be -
-conceived and then produced in accordance with the concept,

In general, the tone should be tapered tu a pleasant sound
with full resonance, appropriate breath support, and accurate
intonation. : ’

The use of quality reeds is most important. Reedmaking

setent professional or from the

derits, so that as they advance they will be able to play on
their own reeds and understand how to alter them to taste,
The teacher must recognize that if the reed is not prepared to

produce dynamic extremes, if it plays out of tune or makes

thie tone croak, then the student will not be able to make the
instrument respond properly.” For solo work, a short narrow
reed will give students the advantage of faster technique and
greater flexibility. A good study of length and other variables
in reeds has been included in William Spencer's The Art of
Bassoon Playing (see annotated reference in the Selected Re-
source Materials listing at the end of this chapter). He shows

lengths of lay from 1" to 1=5/16" and widths of tips from 16/32"

to 21/32" in a comparison of 10 commercial reeds. An even
greater variation in size would be found if all professional and

commercial reeds were measured.

l‘BféQt’liﬂg and Vibrato

Students at every leVel of learning must be aware that ef- "

fective breathing requires an adequate breath supply, proper
use. of specific muscle groups, and application of the principles
of breath control to phrasing, dynamic shading, vibrato, into-
nation,- and tone quality. Shallow breathing initiated in the
chest or throat regions will result in poor tone control. Proper
breathing originates in the area of the diaphragm, and should

be accomplished without unnatural raising of the shoulders .

and upper chest, _ _

- Diaphragmatic breathing is essential to vibrato. If students
are asked to-notice what happens when they laugh heartily,
they should be able to identify the muscles which function
during the process and then use them to pulsate a sustained
tone on the bassoon. When the students can increase the
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and then wor

\

he prmmple to;austmned lyrlc studu:s or sc,mgg. In
the teaching of vibrato should ‘be delayed until the
ran produce stable tones .of consistently good quality
ady for easy solo material,

difficult for students-to evaluate the sound they
produce ‘while thgy are producing it. For this reason, they

pulses
to apply
Zeneral,
students

. should listen to #ecordings of their playing and qunllareltlle
“sounds they actually produce with those they think they pro-

duce. They may be surprised to hear qualities that the
teacher had noted, but that they weére unable to hear while’
playing. With the help of a tape recorder, hey should de-
velop a fairly accurate concept of” their own tone production
more efficiently to improve it. Discontinuity
and rough transition are examples of the kinds of problems
students should be able to identify in a recording and begin to
correct. Since dlSLnntmmty or dls_]umt&dneSs is usually caused
by poor breath support and an inaccurate concept of cre-
scendo and diminuendo production, they should try to build
each crescendo with an ever-increasing push of air and then

reverse the prucess fm’ a pruper dlmmutndu c;'he(l\mg thtu‘

spects it is lmport.mt tlmt thE students lllso llsttll attsntwely
to artists and competent professional bassoonists as they play
solo h.-,md Qrcheatm, and ensemble stla;tmns in ll\’t ‘and
Intermedmte to- advanced study should include WDrk on
solo literature written by such famous composers yr the bas-
soon as Galliard, Telemann, and Handel. Studénts at this
level should be thnmughly familiar with the instrument’s con-
tribution to bands and orchestras, and become increasingly
familiar with its role-in smaller ensembles. For these reu
they should be active in school and/or community bands, or-
chestras, and smaller ensembles and perform in-concerts, as-
semblies, and music festivals. The most valuable types of en-
semble work for students at this level are the baroque trio
and the woodwind quintet. The baroque trio sonatas of Vi-
valdi and Telemann can easily be adapted for flute, oboe, bas-
soon, and keyboard, with the bassoonist playing the basso.
continuo part; and there is a wealth of good music for the
woodwind quintet, plus many fine recordings by excellent
performing groups (see Selected Resource Materials listing for
I’EI)I’EEEDtdthL htk 5) The m;gnr humht nf Ensemble work is
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tf:tal sound and exercise g(md musma] Judgment with regdrd
to his/lier own conttibution.

. VANCED LEVEL

Sﬁ;dents at the advanced level should be etpdcted to:..

n Continue their daily ‘exercises for finger dexterity, using
arpeggios in advanced chord progressions throughout the
range of the instrument;
i+

. 1ncfease their proficiency in playing tenor clef;

Ny Become a::quamted with concert etudes and lTlElOdlCS
over the bassoon’s tessitura; -

. Study excerpts from m%d memorize bassoon solos in such
well-known orchestral works as Mozart's Le Nozze.di.
Figaro, the second movement of Beethoven’s Third Sym-
phony, “March Funebre ” and Stravmskys Le S‘a(‘ﬁ: du
Pﬁntgmps, T .

e Increase their understanding of the various musical styles
of the major composers and develop their ability to
interpret tempo, dynamics, and expressive notation in
context; and o .

A

N Vlvaldx, Mozart, andr Samt Saens with p}‘c}per expressmgi
interpretation, tonal beauty, vibrato, and the many subtle
' shadings appropriate to the style of each selectioni

ThEIr knowledge of music theory should include chord
progressions, major and minor scales, whole-tone scales, and
the use:of major and minor, chords and diminished sevenths.
They shcmld have zu:qunred 4 sizable collection of books and
recordirigs; a number of tape recordings. of their own playing;

.and A file'or scrapbook of programs, clippings, etc., from con-

certs, recitals, and artists’ performances. Finally,. they should
have begun’ to think of themselves as bassoonists who seek
opportunities to leain as well as to perform, who cut their
own reeds to their musical tastes, and who exhibit a profes-
sionalism in both attitude and behavior that makes them

worthy of the name. 147
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' THE CONTRABASSOON L

a % Advanced level students can gain valuable insight from ex-

perience’ with the contrabassoon, if they are physically mature -

_enough to play it comforgably. The instrument is the largest
_member of the woodwind family, and must be placed on the
floor in"front of the performer and held between the knees

- water valve which prevents saliva (or moisture) froif zollecting

in -the wooden sections of the instrument, and two octave
*.» keys. As indicated in the diagram, the lower agtave key "is
sx'used for notes g through c¢#! and ap! thrdugh b!; and the
ﬂsiigﬂm‘r octave key is used fér notes d! through g'. '

5. i

B .
|
[

SN £ o—2 =
. i k\r _ 7 7777”7 = — - = — 777_7

—— " 7

(Low 8% Key) {High 5" Key) {(Low §°* Key)

'
il w

4 : )
) Therf_e is no whispér key on the bocal, and there are no high
A or high'B keys. '

when it is played. The contribassoon - has a_tuniyg slide, a

" Method books are difficult to find, and the few that are

available are designed for use by advanced hassoonists; but
" handmade reeds for the instrument can bg purchased from a
number of woodwind supplyhouses or a professional per-
former. If students choose to make their own, the reeds will
probably have to be cut without the help of a shaper.
The contrabassoon can be a valuable member of any concert
« group because of its versatility, its tonal beatty, and the inim-
itable contribution of its range to the total sound of the en-
semble. It uses
sounds an octave lower. Among the major orchestral works
that require the voice of the .contrabassoon are Be thoven's
fifth and ninth symphonies, Brahms' first and third sym-
phonies, Dukas’ The Sorcerer’s Apprentice, Mozart's Grande
Serenata in Bb for 13 Wind Instruments, Ravel's Ddphnis et
* Chloe, Strauss’ Don Juan, and Verdi's Othello.

v
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the same music as the standard bassoon,, but



!v IV Se]ected Resource Materials

BC)DKS AND PAMPHLETS -\;‘,;-/'_;

8 Artley, Joe. How to make double reeds for oboe, ‘English
~ horn, and bassoon; 2d ed., rev. Stamford, Connecticut:

- Jack Spratt Music Company, '1961. Available frDm Plymoufh
 Music Company, 1841 Brmdw ay, New, Ym*k ‘New chL
1()023 : ,

‘A very mformatlve text on pmcedure*; fur making rlnubl;—
-reeds. A good self-instruction guide- for high school stu- .
+ dents. Includes-a catalog of equipment needed.

. Best, A. S. The bassoonist. Educational Services Department ,
of the Conn Corporation, 1958. S

An instructional aid’ designed for mstrumenml music

" teachers of young bassoonists.

Camden, Archie. Bassoon technique. New. Yﬂrk Oxford Uni-
versity Press, 1962. Order from Oxford University Press,
- Inc., 1600 Pollitt Drive, Fair Lawn, New ‘](eney 07410.

- Written for the student who cannot take re ular private
instruction fmm a professional bassoonist. Deals with basic
techniques—and'includes an extensive lidt of music for the
bassoon.

- Christlieb, Don. Nofn‘ on the bassoon ned mz‘uhinery

‘measurement analysis; rev. ed. Pub]nshed by the ;mtlmr,
1966

o Pictorial -fingerings for. t’l{ bassoon; rev. ed.
Publnshed by the author, 1969.

C’nuper ‘Lewis & Howard Toplansky. Essentials of bussoon
‘technique. Toplansky, Publisher, 559 Winthrop Road,
. Union, New Jersey 07083. n. d. .
A r:omprehemwe source of fingerings for lmssnun In- -

. cludes all alternate, trill, and harmonic fingerings. '

- Heckel, W. H. Chromatic scale for-Heckel bassoon. New
Ygrk Carl Fischer, Inc., n. d. )

—r. The Ed{mnn Trans. hy ngwnll and delr
St;lmh)rd Connecticut: Jack Spratt Music Company, 1940,
Available from Plymouth Music¢ Company, 1841 Broadway,
New York, New York 10023. :

Langwnll L. G. The bassoon -and contrabassoon. New Yark
- W.'W. Norton and Company, Inc., 1965.

Lehman, P. R. The harmonic structure of the tone of ihf has-
soon. ‘Eeattlﬂ Washington: Berdon, 1965.

149 . °
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Qubradﬂus, F Enwzgnsnwnt ﬂ(?ﬁlplt‘;‘ d Pana
France: Alphonse Leduc. 3 vols, Available " "Baron .
-Company, P.O. Box 149, Qwyster Bay, New. York 11771

‘Pence, Hﬂmer. Tc?]mrs guzrle to the bassoon. Elkhart In-
diana: H. &. A Imer, Inc., 1963. Available from Derby
.+ Mustc Service, 5143 BuSch ‘Boulevard; -“Tampa, Florida
. - 33617. :
: An dxersizeth p*‘imphlgt designed for instrumental music
teachers. who are not -bassoon speécialists. Uses a problem-
solvirig approac “Text is lucid, authoritative, and lllu%t}uted:

by numerous rams and charts.

Read V. B. Da:ly ‘studies for bassoon and tethpo- -tuner: Palo
Alto, California; Electronic Research Products,’ 1965.

A pamphlet descrlhmg how to. use a tempo -tuner with

; ‘the hassoon 3 \ O .

Rlsdnn Howard. M uﬂg‘al [ztérfztuﬁ: for the bassoon: a compi-
Iatwn‘-uf the music for the bassoon as an instrument in en-
. semble. Seattle, W’dsh"ngton _Berdon, 1963. e

Slenm%kr, E. J. Technical growth for the- lm.ss*ucmnt
EVdH‘itOlL linois: Summy- Birchard Company, 1963.

Explanations and etudés for improvement ﬂf tone, mtim:;l‘; :

- tion, and fingering tELhmq\\m )

Spencer, William. The art. of \bassoon playing. Rev. by Fred-
erick A. Mueller. E\f'ansti)n Il];}pms Suminy-Birchard

" I;@;r a

3
F
Fee

Company, '1969. . ) )
A thorough, technical, yet ‘lf’adl U)m[jrf;hensibli; refer-
ence which includes all aspects of bassoon technique. Full
of illustrations, charts, and diagrams.. Also includes selected
_literature, periodicals, methods, and recordings. A-must for

students, teachers, and many p&rfnrmtrs as well.

K
= A . %

METHDD?

Dherm G & P Plerne Nuum‘lh’ t(.i(’ull(]!l{‘ du bfls:.uu

: ‘,anuz Henry Lerioine, 1942. Vol. 1: Exercises by .
1. Vol. 2: Studies by Pierne.

Etudes for adv;lm;ed technique and mtc‘-rprét.ltmn

Gambam“ _B. 18 studies for -bassoon. Ed. by Simon Kovar.
- New York! International Music Company, 1951,
" A go6d book for ;ldV.ll]LEd level s.tudents Includes _the
tenor clef. : :

Gekeler, henneth Bassoon nwthml Mglvzllﬂ New York:
Belwin-Mills Publishing Cor poration, 1952n3 vols.

Presents a lﬂ&,](ﬂl progression from r‘lFm ntary thmu;h

intermediate~télel stuﬂg . .

T 150139,
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pprasch C., 60 studiss far bcissaon Ed. by Siman Kovar.
“~New York: International Music Cﬂmpany, 1956 2 vols.
- For advanced students only

4974 Noeline Aveiue, Encino, California.-
A’ comprehensive method ‘book for mechanical dnll in

. sdvanced level stydents -~
.= Mather, Christine,

Oxford University Press, Ific., 1600 Pollitt Dnve, Fair
- -Lawn, New Jersey 07410. - ' o
. A well-designec col]echon for bassoon and prmp that en-
ables begmners to play musically While using" material
which is appropriate for their early development. The sec-
ond volume introduces the tenor clef.

Milde, L. Concert studies, opus 26, for bassoon. Ed. by
Smmn Kﬂvar New York: International Music -Company,

1948. 2 vols. -

Designed for advanced students only. Most of the Etudlti-
t.are two Ppages in length and cover the entire range of the-

bassoqn in a melodious manner. Uses the tenor clef. .

. 25 studies in scales and chords for bassoon.
. Ed. by Simon I{nvsr New York International’ Musu: Com-
pany, 1950.

A prérequisite: for the concert studies cited above.

ested for use with intermediate and advanced. level
udents. Includes a good approach to drill on tenor clef.

: Notes alive. Educational Reqearch P.O. Box 820 Chlcagn
Illmms, n. d.

and tapes as supplements. : E
Orchestral studies for all instruments. Ed. by Mederack.

.. Frankfurt, Germany: Verlag Friedrich anmengter 1955. ..

8 vols.

" Orchestral studies for bassoon. Ed. by Pezzi. Phl]ddelpllld
Pennsylvania: Elkin- Vu%lel Company, Inc., 1948,
Includes works by Tchaikovsky, Wagner and Strauss.

Orefici, " A. “Studi melodici per fagotto. Parﬁ France:

Alphonse Leduc, 1946. 2 vols. Available from M. Baron:

Company P.O. Box 149, Oyster Bgy, New York 11771.
Melodic studies using both clefs. For advanced ]E\fﬁ‘l stu-
" dents. ' ) e

151

S 140

"Knvdr Simon. 24 daily exercises for bassoon. _ Simon Kovaf :

dapter. First pieces. for bassnon New
York: Oxford University Press, 1964. 2 vols, Order from.

_tone control and ha‘namms Suggegted for mrerrnednate and' ,

An elementary mstructlon book that makes use of records :



|

2

- Paine,” Henry. Bassoon student. "Melville, ‘New “York:
- Belwin-Mils-Publishing Corporation, 1969,

" A private' instruction book on the elementary level which
includes suggestions for the student and supplementary
material lists. e B
Piard, Marius. Enseignement du contrabasson. Paris, France:

. Alphonse Leduc, 1952. Available from M. Baron Company,.
o P.O. Box 149, Oyster Bay, New York 11771. ‘
. - Method material: for advanced ‘bassoonists who elect to
i - stuly contrabassoon. Includes drills, etudes, and orchestral
' studies. One of the very few method books available for this-
instrument. ’ —

————————. 16 characteristic studies for bassoons. New
York: International Music Company, 1950. - o
One-page etudes for the moderately advanced student..

Siennicki,  E. J. Technical growth for the bassoonist.
Evanston, Illinois: Summy-Birchard Company, 1963.
Explanations and etudes for improvement of tone, intona-
tion, and fingering technique. ' '

. Stadio, Ciro. Passi difficili e “a solo” per fagotto. London,
/‘fngland: G. Ricordi and Company. Available from
. Belwin-Mills Publishing Corporation, 25 Deshon Drive, -
Melville, New York 11746.. DT
Includes difficult solo passages from the major sym-.
phonies and operas. v : . ‘
Weissenborn, Julius. Bassoon studies, opus 8. New York: .
Carl Fischer, Inc.; International Musi¢ Company; Cundy-
Bettoney; and C. F. Peters. 2 vols. L
The standard comprehensive private instruction series
covering the beginning through intermediate stages of ‘de-
velopment in volume I and the advanced stage in volume.
11. ’ : :

FILMS AND FILMSTRIPS .
Oboe and bassoon care. (filmstrip). Encyclopaedia Britannica
Educational Corporation, 425 North ‘Michigan Avenue,
_Chicago, Illinois 60611. 1966. 46 irames. sound. color. 35
mm. (lilmstrip series no. 11020, band instrument care).
Developed by teachers for teachers and students, each
step is clearly illustrated by vivid closeups.

o | 141 152
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BECG%BINGS* e T

Danzn Franz, BﬁSS{IUﬂ quartgts Lyrlchord LL 154 Arthur
: Emssmam bassoonist.

Hmdemlth Pau] - Sonata for bassopn. EMS-6. Garfi eld ‘bas-
. soonist, ’

-Leonard Sharrow plm/s bassoon. Coronet.

Representative solos for bdssoon and ‘piano dtawn from
..Imany pér jods of music histnry -

) anart A..Concerto in Bp. K. 191.. Vox PL- -8870; Cer-
<. mak, baSSGQﬂlSt Dececa DI.-9834; Klepa«:, bassoonist. Lon- .
don LL-1135; Helaerts, bassoonist. RCA Victor LM-1030:;
Leonard Sharrow bassoomst Weqtmmster WL-5507:
Dehlberger h&soomst - ’

Music minus one. Classic MMO-104. ~ .-
" Includeés a complete performance of Beethoven’s Quintet,
Opus 16 and Mozart's Quintet on one side, and the same.
performance without the bassoon part on the other

Phillips, B. Concert piece for bassoon and strings. Columbia
MI.-4629: Schnenbach bassoonist.- Vu;'tor _18102A; Pezzi,

 bassoonist. : -

Recital music for bassoon. MRS 32286 ‘Mark Educational
Recordings, Inc., 4249 Cameron Road, Buffalo, New York °
.14221. Robert Quaylt bassoonist, with James Staplas on
"the piano. .

Includes standard contest -pieces such as Hindemith’s
Sonata for Bassoon, Bozz's Recit., Sicillienne and Rondo,
and Mozart's Concerto in Bb. .

~Vivaldi, Antonio. Concerto in B). Calosse m CLPS 1029;
Montanari, basmnmst Concert Hall CHC-5 C;arﬁf_-ld bas-
sgmt ' .

von WebeggCarl. Hung(zrzan fantnsu Victor 20525 Gruner,
hassnomst

',7 — . Rondo. YPR 1009. Carmen, bassr’]omst

deer, A. Air for bassoon Hﬂd strings. Columbia ML-4271.
Goltzer, bassoonist. R

ajﬁé

*These items are representative of the’ ‘types of recorded raterial that can
‘be most useful tor teachers and/or students. The selection is far from com-
plete. For a more comprehensive listing, consult the instrumental music ~
sections of such catalogs as”the Schwann Artist Issue produced by W,
th\tfann Inc.; 137 Newbury Street, Bustun Massachusetts 021186,

42 153
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' Bonade, Daniel. Manual of

i

‘GENERAL RESOURCE LISTING

Aéé@ﬁlﬁsﬂimenfs' Unlimited, Inc. Grosse Pointe Woods,
“Michigan 48236. -

3,000 tape recordings of piano accompaniments to in-

strumental and vocal solos. Since the tapes have accompa-

niment played at reduced tempo for learning, it is advisable

- to use them on tape recorders with variable speed c¢ontrol

for accurate tuning. - . _

- Anastasiow, N. J. & R. F. Shambaugh. "Experim‘éntal use of

pre-instrumental musi¢. melody instruments.” Journal of
Research in Music’ Education.” Vol. XIII, No. 4—Winter

- 1965: 246-248. Washington, D.C.: Music Educators Na-

“tional Conference.

Baines, Anthony. Musical instruments through the ages. Bal-

4

———————. Woodwind instruments and their history. New .
York: W. W. Norton and Company, Inc., 1963.

timore, Maryland: Penguin Books, Inc., 1961. _

and instrument care. (filmstrip series wno. 11020). 10

filmstrips. Encyclopaedia” Britannica Educational Corpora-

tion, 425 North Michigan Avé&nue, Chicago, Iljinois 60611,
L - &

. 1966. sound. color. 35 mm.

-~ ® . YT 3 ) .
Presents closeups of each step in’ the care and mainte-

nance - of various band instruments. Show# some of the

products that lend themselves particularly well to cleaning
and maintenance. Instruments included are the baritone
and euphonium, clarinet, cornet and trumpet, flute and

piccolo, French horn, oboe and bassoon, percussion in-

struments, saxophone, trombone, tuba, and sousaphone,

Bartolozzi, Bruno.. New sounds Sfor woodwinds: Trans. by

- Reginald S. Brindle. New York: Oxford University Press,
1967. Order from Oxford University*Press, Inc,, 1600 Pol-
litt Drive, Fair Lawn, New Jersey 07410. :

Berlioz, Hector. An abridged treatise on modern instrumenta-

tion and orchestration. New York: Carl Fischer, Inc., n. d.

reed fixing. New York: Bonade-
Falvo-NPA Corporation, n. d. _ :
| 154 143



E. D. Band instrument repair manual. Elkhayt, In-

rand,

diana: Erick D. Brand, 1946. , . .

rilhart, Arnold. “A mouthpiece maker speaks to teachers.”
.~ Selmer Bandwagon. Elkhart, Indiana: H. & A. Selmer,
““Enc., May 1966: Available. from Derby Music Service; 5143
- Busch Boulevard, Tampa, Florida 33617. o

" ,A discussion of mouthpiece specifications and their im-
2. .portance.to students. . . . . - .. o

- Cahn, M. M. The instrumentalist’s handbook and dictionary.
o %a’gs Francisco, California: Forman Publishing Company,

~Carse, Adam. Musical wind instruments. Da(jagio Press. New
. York: Plenum Publishing Corporation, 1965. S
"~ Coker, Jerry. Improvising jazz. Englewood Cliffs, New Jer- ‘
 sey: Prentice-Hall, Inc.. n. d. - o -
‘Conn Corporation. 1101 East Beardsleir_, Elkhart, Indiana
46514. How to care for your instrument. o i
. A 36-page pamphlet on the care and maintenance of all
instruments. Easily understood and fully illustrated. :
' —————. The effect of temperature on the tuning stand-
ards of wind instruments, by Jody C. Hall, Chief Acoustical -
Engineer, and Earle L, Kent, Director of Research,. 1959.
~ An educational pamphlet that cites the necessity. for a -
tuning standard and then describes the effects of tempera-

.ture on that standard. - - o

- . The proper selection of clarinet and saxophone
mouthpieces. : L
— . 35 mm filmstrips with teaching guides. -

Visual aid and teaching manual describing embouchure,
tongue placement, hand position, and other fundamentals
which must be learned at beginning levels of instrumental
music instruction. Includes separate filmstrips for all band

- instruments and strings. C '

DeFranco, Buddy. The dimensions of jazz. Kenosha, Wiscon-

sin: Leblanc Publications, Inc., n. d.
A seriescof articles pertainindg to the rhythm and har-
monic structure of various jazz idioms. Describes the role of
- the stage band in modern American society. o
" Fennell, Frederick. Time and the winds. Kenosha, Wiscon-
sin: Leblanc Publications, Inc., 1968. :
Galpin, Francis. A textbook of European musical instruments:
. ‘their origin, history, and charagier. New York: J. DeGraff,
1956. 100 B
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S Ceu‘mger, Karl, Mumcal ;nstruments th&'lf hwtary in- West-

o ern culture. New York: Oxfard University Press, 1945.
Order from Oxford University Press Inc., 1600 Pollitt
" Drive, Fair.Lawn, New Jersey 07410.

o .. Gower, William. Woodwind. tone productmn somparatme
e _chart. Kenosha, Wisconsin: Leblanc Publmatlons Inc.; n. d.
‘ " A chart which illustrates the sxmlla:ltxes and differences
- among various woodwinds, as affected by angle and bite,
C. emb@uchure tongue, breath, and intensification’ of tone and -
vibrato. . :

Hendrickson, V. Handy manual fingering t;;harts for in-
- strumentalists. New York: Carl F ischer, Inc., 1957.

Hilton, L. B. Learning to teach through playmg Addison-
Wesley Company, 1970. |

. Johnstone, A. E. Instruments of thez modern symplmny or-
_ chestra and band; a pictorial and explanatory guide. New
. -York:. Carl Fischer, Inc., 1917.

Kuhn, W. E. Instrumental music: principles and methods of
instruction, Rock]élgh New ]ersey Allyn and Bacon, Im; .
1962, -

'Lan vill, L. G. \An index of musical wind instrument makers;

ed. Published by the au:hor -Edinburgh, Scotland

. 1965-?. o

' L&Zarnmg Unlmutgd Tmnd series. Developed by Learmng Un-

Inc., for exclusive dlstrlbutmn by Charles E. MErrlll Pub-'
llshmg Company, 1300 Alum Creek Drive, Columbus, Ohio
* 43216.

Programed instruction mthI‘lSl consmtmg of a scries of
booklets, each accompanied by a “teacher-on-tape” cassette,
Available for flute, oboe, clarinet, - alto saxoplione,. tenor, .
saxophone, and bassoon as well as for brass and percussion
imstruments, the material is arranged in six levels of instruc-
tion for use in-independent study, private lessons, and class
instruction in which all members of the gmLp areléarning
to play the same instrument. |

Leidig, V. F. Contemporary utmflwmd techniqué.” Hol-
lywood, California: Highland Musie Company, 1960. &
~ Describes the acoustical relationships of wind”instrument
families, and relates this information to anermgs Includes
explicit frdﬂ§PD'§lthﬂ charts, study guides, and quizzes.

Luce, J. R. “Sight-reading and ear-playing: abilities as related

to instrumental music students.” Journal of Research in:
Music. Education. Vol. XHI, No. 2— —Summer 1965: 10]1-
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09. Washington, D.C.: Music Educators National Confer-
nee; ., . L .
; : - £ T
Sibyl. Musical instruments: a comprehénsive dic-
tionary. Garden City, New York: Doubleday and Company,
Inc., 1964. , . e N
- Martignetti, A. J. “Causes of elementary, instrumental music
' dropouts.™ Journal. of Research in Music Education. Vol..
. XIIL,-No. 3—Fall 1965: 177-183. Washington, D.C.: Music
. - Educators Natiorial Conference. o
" Music minus one. (recordings). 43: West 61st Street, New
“"York, New York 10023, .o . :
. Accompizniment ‘backgrounds on LP records for.. singers
‘and instrumentalists. Self-teaching music. methods (e.g.,
- woodwind quintets minus. flute, oboe, clarinet, bassoon, or
*‘hofn). Volumes 1, 11, or III. Solo fepertoire with yiano ac-
_companiment minus flute, oboe, clarinet, saxoPEoné, or
bassoon. Band or drchestra accompaniments minus flute,
- oboe, clariret, saxophone, or bassoon. o T
Myatt, B. M. The woodwind book.. New York: McGinnis and
-Marx, 1957-58. Available from Boosey and Hawkes, Inc.,
Oceanside; New York 11572. L e L
. New York State Education Department. Bureau of General
Education Curriculum Development. Words, sounds, and
pictures about music; K-6. Albany, New York: New York.
State Education Department, 1970. ' .
An annotated fesojrce listing of books for children, books
- for teachers, atidiovisual materials, and sources of supplies
‘and services for ntusic education in the elementary school.
————————. Bureau of General Education Curriculum De-
- velopment. Words, sounds, and pictures about music, 7-12.
Albany, New York: New York State Education Department,
1970.. : o
. 'A companion volume to the annotated multimedia re-
source listing cited above. Designed formusic teachers in

Rl

‘grades 7-12, -the collection includes a professional bibliog- . ...

_.raphy, periodicals, general reference works; guidelines and
materi-lljs for general music, references for music in the
Western and non-Western worlds, music theory, acoustics,
instrumental music, vocal music, music for special students,
and sources of supplies and services. . _

~New Yark State Sehool Music Association. Manual. Graded =
~ solo and ensemble materials.: Scotia, New York: New York
State School Music Association,. 1975. *
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Qﬂbndaga_répmmuniéy College. New York State-School Musie
Association Mariual ‘Library. Syracuse, New York: Onon-
daga Community College Music Department. | .

_ Contains a complete gpllection of NYSSMA Manual Li-
“brary holdings, plus recordings, a listening center; .and an
electronic piano setup. v : :

‘Paetkau, D. H. The growth of instruments and instrumental

- music. New York: Vantage Press, Inc., 1962,

~ Palmer, H. G. Teaching techniques of thé woodwinds, Mel-

. ville, New-York: Belwin-Mills Publishing Corporation,
1952, - o : |

‘Peters, H. B. The literature of the woodwind quintet.
Metuchen, New Jersey: Scarecrow Press, Inc., n. d.

"The results of a study by the Wingra, Quintet covering
~ literature for woodwind quintet plus one additional instru-
~ment. : v o ' .

Rasmussen, Mary & Donald Mattran. A teacher’s guide-to

the literature of woodwind instriments. Durham, New '
Hampshire: Appleyard Press, 1966. : _

Russell, George. Lydian chromatic concept of tonal organiza--
tion, New Yogk: Concept Publication Company, n. d.

Sachs, Curt. ’l{if‘ history of musical insiruments. New York:
W. W. Nortoh and Company, Inc., 1940. _

——————. Woodwind anthology. New York: Woodwind
Magazine, 1952. Reprinted by McGinnis and Marx. Availa-
ble from Bogsey and HawkKes, Inc., Oceanside, New York
11572. , R

Sawhill, Clarence & Bertram McGarrity.: Playing and teach-
ing woodwind instruments. Englewood Cliffs, New Jersey:
Prentice-Hall, Inc., 1964. )

Spicer, Randall. Training the woodwind section in full band
rehearsal, (Educational pamplilet). Kenosha, Wisconsin:
- Leblanc Publications, - Inc., n. d. o '
Summy-Birchard Company. “The art of . . . " series. Evanston,
Alinois: Summy-Birchard Company, 1958-70. 5 vols. ,
JUncludes The Art of Flute Playing, by Edwin Puthik
(1970); The Art of Oboe Playing, by Robert Sprenkle and
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Iowa Wllllam C. Brown Company, Publishers, 1962.

— Woodwind ensemble method for teaching edu-
cation. Dubuque TIowa: William C. Brown Company Pub-.
lishers, 1961.

WIESTIEI' Glenn, Daniel Balbach, & Merrill Wilson. Or-

A thodantzcs and wind instrument perfarmdm:&f Washmgton -
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