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Introduction

Decades have passed since Bartolozzi's groundbreaking book, New Sounds for Whodwind, and
the first wave of experimentation and development that followed. Excellent books, such as
Phillip Rehfeldt's New Directions for Clarinet and Robert Dick's The Other Flute, became
invaluable manuals for performers as well as composers. As a student, [ was intensely curious
about extended rechnigques and fruscrared by the lack of resources available for the ohoe. |
foraged for bits of information, learned what my teachers could offer, and spent a lot of time
working with composers and developing my own repertoire of sounds. In writing this bool,
my goal has been to present pracrical and reliable informartion for oboists and composers inter-
ested in these contemporary techniques. [t is meant as a point of departure, to stimulate musi-
cians o explore more fully the instrument’s sonic porential.

It was only when [ began to share information that | underscood the problems inherent in
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standardizing technical information for the oboe. Differences in reed types, bore types, and
makes and models of oboes all present challenges. To address these, | asked musicians who
play different types of oboes with differing recd styles to test all the fingerings in this hook.
The obuoists who have tested the fingerings are Jacqueline Leclair, Nobuo Kitagawa, Jenny
Raymond, Judi Scramlin, Electra Reed O"™Mara, and Marthew Sullivan. Fingerings were rested
on oboes made by Laubin, Lorée, Marigaux, Rigoutat, and Buffer; on oboes made of rosewood
and grenadilla wood; and on oboes with a variety of reeds typically plaved in the Unired
States. All of the testers play on a variation of the American long scrape reed that is generally
described in The Oboe Reed Book by Jay Light.!

Readers can refer to the chare at the end of the book for a diagram of oboe keys and an
explanation of symbols used o indicate embouchure pressures, lip pressures, and reed posi-
tions. When working with these technigues, composers should hear and test out any unfamil-
iar sounds with sympathetic oboe players rather thun simply follow this book.

Standard Oboe Technique

Range and Dynamics

The lowest note on the oboc is the B flar below middle C, B+ Some players have experi-
mented and added a device that extends the bottom range, but this is not standardized, and
composers should not expect most players to perform any picch lower than the Bs, It is diffcule
for many oboists to play quietly in the extreme low range. A full range of dynamics can be
easily achieved from approximartely the low E* (E»,) to the high C (C.). The highest note that
the oboe can play has been extended over time. Mozart's magnificent Oboe Quarter, KV370,
goes up to a high F (F,). Any professional oboist should be able to reach this note with confi-
dence and good intonation, Many contemporary picces reach to G, or A, Berio's Sequenza
VIl goes up to the G. The A is the highest pitch in pieces that range from such classics as
Krenek’s Four Pieces for Oboe and Piano and Wolpe's Suite im Hexachord to more recent notable
compositions, such as Ligeti's Double Concerto and concerti by Elliott Carter and John Corigli-
ano. Most oboists can play these notes competently. As the pitch riscs, the note becomes
more unstable and difficult to play in tune. Extremely high notes tend o be thin in tone
and somewhat quier. See chapter 2 for more discussion on the upper register and a list of
fingerings. :

Oboists need o adjust their embouchure throughour the instrument’s register. In general,
low notes are produced with a fairly open embouchure and very little reed in the mouth. As
oboists approach the upper register, they usually use somewhat more lip pressure and put a
little more reed into the mouth, Slurring between extremes of register can be done very
smoothly, but this requires substantial flexibility of the embouchure. It's usually easier to slur
from low to high than from high to low. Extreme high notes often require awkward fingerings,
and composers should keep this in mind when writing speedy passages in rthis register.

The dynamic range of the oboe is somewhat more limited than it is for other wind instru-
ments. For example, clarinetists can more easily produce whisper-quier notes and perfect
diminuendos into silence, and saxophonists can more easily play a true fortissimo. Neverthe-
less, a professional oboist should be able to produce quict atracks and diminuendos throughout
the range of the instrument as well as create substantial volume.
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Figure 1-1 - Ohoe range

English Horn and Oboe d’Amore
This book focuses primarily on oboe technigue; however, applications for the English homn
and ohoe d'amore will be included throughout. {See figure 1-2.) The English homn is in che

English Horn:
-
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written sounding
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) »/ #; e
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Figure 1-2 English horn and aboe d'amare written and sounding range

key of F, and its lowest note is the written B (sounding E,). Some English homs can produce
the written B flat helow middle C, and one can buy an extension to praduce this note, but
this is not the standard setup. Composers should not expect the instrument to play below the
written B. The highest note has also been extended over time. It is harder to play the English
horn in the extreme high range (written F, and beyond), and there is little use of this register
in rradirional licerature, The oboe damore is in the key of A, and its lowest note is the written
B, (sounding G#,). Indications for the high range are similar to those for the English horn.
Both instrumenrs use recds that are slighely larger than oboe reeds. These reeds are pur on a
hocal, a meral rube with cork on the end thar is inserred into the top joine of the insteument.

Breathing
One of the unique aspects of oboe technique is the very small amount of breath it takes o
plav the inscrument. If vou look at the tiny opening of un oboe reed, you can see that only 2
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small valume of air could possibly go through it. This is one of the reasons that oboists can

play very long phrases (and can stay under warer longer than most human beings). Unlike
most other wind players, oboists will often exhale 2 well & =52l with every breath on the
inscrument. It is not uncommon, especially in lons Fassgs sach 2= those frequently found in
Baroque music, for players to exhale, play a phrase, and then mhale. The oboe requires a small

volume of air, but a great deal of air pressure. (This accounts for contorted red faces and the
prevalent belief that playing the oboe will drive you mad. Of course, many oboists are pretty
close to the edge, but we know that it is due to making our own reeds and the emotional
extremes necessary for playing Bach arias and Mahler!) Composers must consider the breach
when writing for oboists. The music will sound better if the oboist has a good chance to
breathe. This may seem obvious, but many composers write music that overly taxes the oba-
ist—and both the music and the musician suffer for it. See chaprer 4 for information on circu-
lar breathing.

Tuning and Intonation

Wind players love to quip, *T know I'm in tune—my homn was tuned ar the factory!” If anly
it were that easy. Oboes, even the highest quality ones made from the best manufacturers, are
acoustical systems with compromised tuning. Players need to listen carefully and adjust
pitches accordingly. Most instruments tend to be a bit flat in the lower register and sharp in
the extreme upper register. Certain notes will be predicrably out of tune. For example, almost
every oboe is sharp on E;, F4;, and G, and many obues are stuffy and flac on C4,. The tempera-
ture of the room will affect intonacion: heat will make the pitch rise, while cold will make it
lower, Oboists can easily adjust the intonation of a note by changing the reed position or lip
pressure: putting a little more reed in the mouth or tightening the embouchure will raise rhe
pirch, and pulling the reed out or loosening the embouchure will lower it

Articulation
In standurd oboe technique, the tip of the reed exrends into the mouth, just past the reeth,
and the tongue rests at the base of the mouth. To prepare a note, the tip of the COMEZUE MOves
to the tip of the lower blade of the reed, and air pressure, embouchure, and support are in
place. When the tongue leaves the reed, the tone begins, (This phenomenon might be berrer
referred to as the “release” of u note rather than “attack.”) Players imagine pronouncing the
syllable “ree.” Breath attacks are softer and are achieved by starting the nate without using
the tongue. Accented notes are achieved by using a grearer volume of air, often accompanied
by faster movement of the rongue and somerimes using the diaphragm ro achieve a breath
accent. Notes are ended with a combinarion of increased embouchure and decreased air pres-
sure. It is rare to use the tongue to end a note, unless a particularly abrupt sound is desired.
For speedy articulation, the tip of the tongue touches the lower blade of the reed but does
not come to complete rest at the base of the mouth. Most oboists can comfartably tongue an
average sixteenth-note passage with 4 merronome speed that ranges from 112 ro 152, depend-
ing on the individual. Many oboists use double tonguing to achieve very fast articulation. (Sce
chapter 4 for a discussion of double tonpuing.) Fast articulation is more difficult on the lowest
few notes on the instrument because there is a tendency for them to crack (ie., sound an
oceave higher).
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Composition with Repeated Notes (courtesy Tom Johnson)

Reeds

The oboe is a conical acoustic system with the reed ar the vertex or tip, a point of great
sensitivity to the entire system. This begins to explain why the reed is of such fundamenral
importance to the operation of the instrument. Most oboists make their own reeds, and they
can control the pitch, stability, flexibility, and sound—ar least to the degree of their reed-
making skills and the whims of the cane. Oboe reeds vary a great deal around the world,
within regions of one country, and even between individuals in the same basic school of aboe
playing,

Despire obsessive reed making, curses, and prayers, most ohoists have come to accept the
sad truth that a perfect reed does nor exist. This is as true for the performance of an extended
technique improvisation as for a Brahms symphony, Afrer much experimentation, it is my
preference to play most contemporary music on a light, flexible, responsive reed, the ype |
would use to perform the Mozare Oboe Quartet. The tip needs to be light, and the entire reed
:\'].'I.l'.}'l.l].'l'.{ bE .‘ir':lblL" EI'I.I'.]'IJJ-;I'I. S0 T.']'I.HE PlH‘fET.‘i d[!l'l‘t hH'\'E‘ Ty Lse I'l'lUCI"I |:‘jt{_‘ in t]"l.cir ﬂlnbﬂuchurﬂﬁ. F{."T
EXtEndEd T:".'E1:]'|.!'l:i.|'_]"|.'|EF-1 A% 1N i_-H'l}’ pt.-:rf[:rm:—lnce SiFL'II-lTj[!nr reeds nEEL{ (8] IIlE]tCh thL‘ dﬁ'['[l':‘l]'ld‘.‘a" L}f‘
the piece. Honking multiphonics come our best when plaved on heavy reeds with wide open-
ings, whereas extreme high notes are played more easily with lighter reeds and narrower open-
ings. Ohoists should experiment with their own individual reed styles o determine whart
works best for them.
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MNotes

1. Jay Light, The Oboe Reed Book {Des Moines, lowsa: Drake Universicy: 19831,

2. O MIDL keyboards, muddle C is often referred to as Cs, whereas it has taditionally been known as O,
Throughour the texr, che rraditional references will be used. Befer o the chart in the back of the book for o
diagram.
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Monophonic Techniques

This chapter includes directions for the performance of monophonic, or single-sounding,
technigues. Harmonics, alternate timbres, microtones, glissandi and pitch bends, and upper-
register fingerings will be discussed. The charr at the end of the book defines all notational
and fingering symbols.

Harmonics

Oboe harmonics are produced by opening an octave key so as to overblow 4 low note to sound
an octave and a fifth higher. For example, the harmonic shown below is fingered D, with the
second ocrave key open, and this produces the pitch A;. Harmonies can produce an ethereal
and hollow sound. Played quietly and with no vibraro, passages consisting of harmonics can
sound ghostly and distant.!

The range of harmonics on the oboe is from F; to .. Some pure harmonic fingerings arc
unstable and unreliable; therefore, slight adjustments are suggested thar don't significantly
alter the timbre. Figure 2-1 shows standard noration for harmonices: put the harmonic symbol
above the note to be heard, not the note to be ingered.

Ome of the carliest picces thar calls for harmonics is Stefan Wolpe's Suite im Hexachord for
ohoe and clarinet, as shown in figure 2-2. Harmonics are sometimes used alternating with
normal Angerings for a subtle shift in timbre as in John Corigliano's Oboe Concerta, as shown
ity figure 2-3.

Harmonics need not be thought of as un extended rechnique to be used only in rare and
precious moments. | frequently use harmonics for standard repertoire when [ wanr a different
tone color or a sound that blends easily for the inner voice of a chord. Note thar double
harmonics are actually a type of multiphonic that will be discussed in chaprer 3.

Harmonics are produced using the same principle for all members of the oboe family. Obae
d'amore and English horn harmonics have an ethereal and hollow sound quality cthar is similar
to but somewhat richer and darker than the timbre of oboe harmonics. The keywork on the
lowet horns is usually slightly different from that on an oboe: the lower horns do not have a
hole in the G key (called a split G key) or a low Be key, so fingerings using the G half hole or
B> keys are inapplicable. In other words, no fingerings that include a half closing on the G
key (the third key from the top) or with a written “B*” in the center right would be applicable
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Figure 2-3  Corigliano, Oboe Concerto

on the English horn or oboe d'amore. Harmonics on the lower horns begin on written Ff;, an
octave and a ffth above the instrument’s lowest note,

Ingram Marshall's Dark Waters juxtaposes the lowest and richest tones of the English hom
with light, floating harmonics, as shown in figure 2-4.

Figure 2-4  Marshall, Dark Waters

Alternative Timbre Fingerings

A variery of timbres can be achieved on almost every oboe tone by using alternative fingerings.
Perhaps the best-known piece that employs this technique is Berio's Sequenza VII in which
the ohaist is asked to find five different timbres for a single note (sce figure 2-6). Berio suggests
fingerings that range from a standard fingering with a few other keys depressed, to an over-
blown octave B, and finally to highly unorthodox fingerings.

Eleanor Hovda uscs alternarive fingerings to produce a constantly changing, churning, and
moving texture in Record of an Ocean Cliff (see figure 2-7). This effect is mostly achieved hy
adding and subrracting keys to the standard fingering.? Jack Vees's Apocrypha includes alter-
nate fingerings, harmonics, and multiphonics emerging from a single tone, all accompanied
by haunting electronic sounds made by recording the resonance of the oboe in a piano (see
figure 2-8). Vees includes specific suggestions for cach alternate fingering and multiphonic. A
scare of this entire piece is included in appendix 2, and a recording is on CD track 36.

A variery of notations has been used to indicare alternative fingerings. Sometimes compos-
ers simply include a verbal indicarion (e.g., Hovda); sometimes they include specific sugges-
tions for fingerings with an asterisk (e.g., Vees). Elliotr Carter wrote the initials "N SN S N
5" abave a single pirch. “N" indicared the normal fingering, whereas "S” indicated an altered
fingering. He included a footnote to explain his notation (shown in figure 2-9).

Some composers use the notation “N O N O N O in which “N" indicates a normal fin-
gering and “0O7 indicates an aleered fingering, This indicacion is potentially confusing and
misleading because a circle above a note usually indicates a harmonic. Takemitsu used chis
notation in Distance (see figure 2-10). Bartolozzi drew note heads wich different shapes in his
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Concertazioni (see figure 2-11), In Solo for oboe, Denisov used "0 + O + O +" sbove a
pitch, "0" indicated the ordinary fingering (not a harmonic!), and ©* =+ indicated the alrered
fingering, He also included an explanatory note (see fgure 2-12),

Since the notation of alternate fingerings is not standardized, composers should always
include an explanarory note to make sure their intentions are understood. [t is helpful for the
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Figure 2-12  Denisov, Solo

compaser to recommend possible fingerings while allowing some flexibility for the individual
preferences of the performer.

Alternate rimbres are easily produced on all members of the oboe family. These timbres
can be especially effective on the lower instruments because of their inherent richness of tone.
A staced above, the lower horns are usually construceed without a split G key or a Br key, so
fingerings noted below that use the (G half hole or B key arc inapplicable, However, it is often
possible to substitute the B key when the Bb key is noted, as shown in figure 2-13.
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Figure 2-13  continued

Quarter Tones and Microtones

When | speak to composers, | often point out chat the ohoe is naturally a microtonal instru-
ment—certain nores an the instrument always need major adjustment, and all of them are
very flexible with minor embouchure changes. As noted in chapter 1, the tuning of the aboe,
even for equal temperament, is imperfect and compromised. Quarter tones and smaller inrer-
vals are relatively easy to play on the oboe. The basic approach is to take the standard fingee-
ing and cither slightly raise or slightly lower it with the addicion or subtraction of keys. For
example, if one plays the standard fingering for a *G" (all the keys of the top joint) and adds
the “E” key (the middle key of rhe second joint), the pirch will lower. More difficult for mast
players is the ear training involved in playing microtonal music. Composers from Harry Parech
through Ben Johnston to the youngest experimenters roday have devised widely varying sys-
tems of intonation, from 43-tone scales to intervals of /i 1o 'fs to ¥ of a semi-tone. Each
varying system requircs performers to refine and newly train their hearing. Tuners and synrhe-
sizers can be used to aid in the process. The following musical examples all demand precise
intonation, and the player is aided by the musical conrext.

In the brief gesture shown, Harvey Sollberger has accompanied the oboe with a piana on
the G and a cello harmonic on a C (see figure 2-14). This juxtaposition of pitches and the
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FohR— s —
e 40 -
[ S
Prsante

Figure 2-14  Sollberger, Three or Four Things | Know about the Oboe

oboe’s playing style—forte, pesante, and strongly articulated—highlights the quarter rones.
Drrake Mabry's Lament for Asmralabe (see figure 2-13) uses quarter tones as a type of ornament.
By placing quarter tones next to adjacent tones, he achieves a hyper-chromaticism.

James Tenney's Critical Band requires very precise intonation from all plavers (see figure 2-
16). Tenney indicates the specific number of cents above or below A 440, This is challenging,
bur rthere is always the sound of the fundamental A 440 to tune to. Quarter-tone fingerings
given below may be adjusted with the embouchure, and additional keys may be added or
removed to achieve these Aingerings.

A variety of notations has been used to indicare quarter-rone and microtonal fingerings.

-y Pl i 3
o
s P F—-:EF—EP—H’—?Q—-J' ———
P e "“Ffﬁ':h?:li":%
d - L . LI 1 - 1 ] | 1 =
= e 3 1 t = 3 = = I 1 I
PP S Tﬂf —

Figure 2-15  Mabry, Lament for Astralabe

Three upproaches are shown in figure 2-17. Figure 2-18 shows a precise charr, indicating cents
and relation of pitches 1o a fundamental picch for Harry Parteh's 43-tone scale using Ben
Johnston's notation.

In reading quarter-tone music, | prefer the notation using arrows on accidentals because it
is the most intuitive. This is the notation used in Shinoharas Réflexion, Holliger's Studie 11,
and Sollberger's Three or Four Things | Know about the Oboe to name only a few examples.
However, if smaller intervals are desired, this system is limited.

The quarter-tone fingering chart in figure 2-19 begins with an E>, and ends wirh a G5, [t
is possible to play quarter tones lower or higher than those listed; however, these notes are
very unstable and require substantial embouchure adjustment. The following list includes fin-
gerings thar produce approximately true quarter tones with little embouchure adjustment.
Because of the wide variety of potential tuning systems, it is difficult to list all the possible
fingerings to produce all the permutations of pitch thar might be called for. Instead, | present
here a group of stable and reliable quarter-tone fingerings that can be altered by adding or
subtracting keys, by putting more or less reed in the mouth, or by tightening or loosening the
embouchure.’
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Figure 2-16  Tenney, Critical Band

Quarter tones and microtones are as easy to produce on the English hom and oboe d'amore
as on the oboe. Their pitch flexibility is also limited in the cxtreme low and high registers.
As stated above, the lower homs usually do not have a split G key or a B> key; chercfore,
fingerings using the (G half hole or Bb key are inapplicable, but the B key can somerimes be
substituted for the B key.

Glissandi and Pitch Bends

One of the grear ecstatic experiences of all times comes in hearing the sound of Bizmallah
Khan glissing over an octave on his shenai, the North Indian quadruple-reed cousin of the
oboe. A reason this gliss sounds so extraordinary is that the shenai has no keys. The best oboe
to produce a glissando is the open-hole or ring-model oboe, bur chis instrument is rarely used
today because its intonation is poor, So we are left with the standard oboe in which glissandi
are very difficulr to achieve with consistency over an extended range. In addition, it is not
passible to achieve a true gliss over the break, which is C; o Ck. To move between these
notes, one must go from a fingering wich only the two index fingers depressed to a fingering
with all the fingers down. If a gliss over these notes is necessary, the player needs to alter his
or her embouchure in the method described below for pirch bends when crossing the break.
It is difficult to achieve this smoochly.

The most effective glissando is achieved by gradually sliding fingers off the hole, then off
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# = quarter-tone sharp

#f = three quarter-tones sharp
b = quarter-tone flat
4 = three quarter-tones flat

Legende/Captions/Légende

Achtelton hither/eighth-tone higher/fun huitiéme de ton plus haut

Viertelton hoher/quarter-tone higherfun quart de ton plus haut

Drei Achteltiine hiher/three eighth-tone higher/trois huiti#mes de ton plus haut
Halbton hisher/semitone higher/un demi-ton plus haut

Fiinf Achtelibne hoher/five eighth-tone higher/cing huitiémes de ton plus haut

Sieben Achtelttine hither/seven eighth-tone higher/sept huiti#mes de ton plus haut

Drei Achtelttne tiefer/three eighth-tone lower/trois guarts de ton plus grave
Halbton tiefer/semitone lower/un demi-ton plus grave

ﬁ ﬁ Drei Vierteltbine hither/three quarter-tone higher/trois guarts de ton plus haut
‘E Filnf Achtelttne tiefer/five eighth-tone lower/cing huititmes de ton plus grave

d%’ Drei Viertelténe tiefer/three quarter-tone lower/trois quarts de ton plus grave
({P Sieben Achteltine tiefer/seven eighth-tone lower/sept huitiémes de ton plus grave

H.H & “’L = Quarter-tone alterations I upwards, I downward

Figure 2-17  Three approaches o quarter-tone notation: (a) Bartolozzi, (h) Veale, and ic) Wildberger

the key, raising the pitch gradually. This is the rechnique used in the passage from Pender-
ecki’s Cappriccio shown in figure 2-20. Penderecki asks the oboist to go just over the break in
the upper register to the C2,. This can be achieved by using a crill fingering to play a CF with
the first finger of the right hand (see figure 2-21). It is easier to achieve an upward gliss than
a downward gliss because it is easier to gradually remove fingers from the holes and keys than
it is to gradually cover and lower the keys. Ascending glissandi tend to sound convincing,
whereas descending glissandi can sometimes sound “note-y.”

While true glissandi are difficult to produce well on the oboe, pitch bends are easy to pro-
duce due to the nature of the reed and the embouchure. In most registers it is casy tw bend
the pitch down at least a semi-tone. This is achicved by relaxing the embouchure andfor
pulling the reed our of the mouth slighcly. This is most effective in the moderate to high range
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Figure 2-18  Hen johnston's notation of 43-fone scale

{G:s to F.) and least cffective in the extreme low range (below E.}). The extreme high range
(above Fy) can be effective, bur these notes are unstable and might crack.

It is possible to bend a pitch up a semi-tone by tightening the embouchure and/or putting
more reed in the mouth (also by sliding off the hole when possible). Oboists are more limired
in bending the pitch upwards than in bending it downwards. Once again, the extreme high
and low ranges present the grearest difficulrics.

Jack Vees's Tauooed Burbie employs both upper- and lower-pitch bends effectively (see fig-
ure 2-212). The composer has indicated thar he wants the oboe to sound like a lead rock and
roll electric guitar when playing this section, and the ohoist plays through a guirar effects box
thar alters and distorts the oboc sound. By his use of graphic noration, the composer |caves
the specific degree of bend up to the individual player. In the performance of this picce, | use
both pirch bends and glissandi for the greatest flexibility, smoothness, and amount of pitch
changs.

In Byzantiwm, Christos Hatzis treats the pitch bend as an ormament (see figure 2-23). He
has indicared that he wants exactly a whole step bend, This is possible to achieve in the
moderately high register. He has chosen a pood note, the high C3, for this effect. It would be
harder one octave lower and virtually impossible two acraves lower.

In the fifth movement of George Crumb’s Ancient Voices of Children, the aboist is asked o
play a passage "timidly, with a sense of loneliness,” as shown in figure 2-24. The pitch bends
used here create a forlorn sigh, and the composer's indication of rubato and ritard helps the
oboist get the most ouc of this simple gesture. Crumb also wrote this phrase in the best regiscer
to achieve this effect,

In improvisational performances, [ have sometimes mixed glissandi, picch bends, and flutter
rongue. This produces a very distorted sound but an effective gliss. A scraight line thac links
the starting pitch and ending pirch is the standard notation for glissandi (e.g., Penderecki’s
Capriccio). Pitch bends are also indicated with sscending or descending lines to the desired
pitch (e.g., Hatzis’s Byzantium) or simply with a line indicating the general direction (eg.,
Vees's Tartooed Barbie).
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Figure 2-79
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Figure 2-22 Vees, Tattooed Barbie
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Figure 2-23 Hatzis, Byzanlium
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Figure 2-24  Crumb, Ancient Vaoices of Children
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Glissandi
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It is easiest to bend a semitone down,

Figure 2-25  Chart of glissandi and pitch bends

Indications above regarding glissandi and pirch bends are generally applicable to the
English horn and ohoe d'amore. Because of the covered hole on the (G key, smooth glissandi
from a fingered GG w A are more difficult than on the oboe. See figure 2-235 for a chart of
glissandi and picch hends.

Upper-Register Fingerings

Composers who explore the oboe stratosphere must proceed with caution! Extremely high
notes (e.g., B%, or higher) are often unstable with tespect to attuck and intomarion, and their
timbre is almost never full and resonant. Many instruments and the human voice sound louder
and more strident in the upper register, but the oboe tends to be quieter and chinner in the
upper register. [ have often been frustrated by passages that culminate in a very high note
(c.g., A, or higher) when the composer clearly hoped ro achieve a forceful, heraic, and trium-
phant effect. It is the acoustical nature of the oboe to sound somewhat unsubstanrial in the
upper register, and that should be kept in mind when the composer is writing 4 dazzling
climax.
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High MNotes (courtesy Tom Johnsont

The following list begins with a C#, the first note thar is beyond the range of the octave
keys. (Actually, a C#is an overblown Ff, a D is an overblown G, ete.) Players may need to pur
their teeth directly on the reed in order to produce the highese pitches indicared. Nor all
oboes have a third octave key, bur this key is helpful in the execution of some very high nores.
If you don't have a third octave key, the first octave key and grearer embouchure pressure can
be used o execure many of these Angerings,

Musical examples thar call for the English homn or oboe d’amore to play above a written
(G are rare, and it is harder to produce extreme high notes on these instruments than on the
oboe. Nevertheless, most of the indicared fingerings are applicable. If a player is having trouble
executing high notes on either of the lower homs, it s recommended that he or she oy the
fingerings on a variery of bocals. Slight variarions in the instrument’s bore or angle of the
bocal make enormous differences in pitch and response. Refer to figure 2-26 for upper-register
hngering charts.
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Figure 2-26  continued

Notes

L. Listen o Vees's Apocrypha on the enclosed CD and follow the score in appendix 2 for an effective
musical applicarion of harmonics.
2. A recording of this piece is included on Howda's CD, Coastal Traces, OO Disc #0029,

3. For additional microtonal fingering charts, see Singer's Metodo per Oboe or Veale's The Technigues of
Ciboe Mlaying.
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Multiphonic Techniques

The sound of a multiphonic is familiar to all oboists who have taught beginners or can remem-
ber their own eatly faltering attempts to play high notes. [t's easy wo produce multiphonics on
the oboe. All one needs is to play certain high notes with a relaxed embouchure and low air
pressute, and multiple sounds result. With the right combination of ingering, lip position, air
pressute, and embouchure, the oboe 13 capable of producing a huge variety of multiphonics.

i, o2

.\._H.i .

[ense Harmonics feourtiasy Tom Johnson)

31
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The fundamental acoustics of the instrument determine the nature of oboe multiphonics
and provide a challenge in finding reliable fingerings rthat work for a range of oboe and reed
types. The oboe is basically cone-shaped (similar to a saxophone or bassoon), while the flute
and clarinet are basically cylindrical. The mathemartical represencation of the resonances of a
cylindrical system is fairly simple and one-dimensional. Diagrams of this sort of vibrarional
mode look like sine tones, overlapping at regular and even intervals, comparable to the vibra-
tional mode of a string. In contrast, diﬁgrams of vibrarions within a conical System are com-
plex and irregular. It is not surprising, therefore, thar oboe multiphonics rend to be dissonane
and oddly tuned.

Acoustician Cornelius Mederveen explains, “Frequency, initial transient, stability, ease of
blowing and timbre of a note are solely derermined by the inner geometry of the entire instru-
ment (including the player's mouth).”™ Mote that the cavity of the reed is included in the
overall geometry of the entire instrument. Another acoustician, Arthur Benade, pointed our
that even the angle of the cut of a tone hole could affect the sound produced.? Hence, the
uboe is a complex acoustical system with variables thar range from the exact dimensions of
inner bares, placement and cut of tone holes, reed types, and even the inner cavity of the
individual player's mouth! All of these variables present a challenge in the scandardization of
reliable fingerings thar will work across the range of oboe types, reed types, and players.

The list of mulriphonic fingerings below is by no means complete—ir does not include the
hundreds of fingerings that produce a multiphonic under eertain condirions. Instead, 1 sought
to include fingerings that were dependable across a range of oboes and players. These multi-
phonics are reliable, relatively easy t produce, and stable; they can be played with a broad
range of dynamics, can be attacked and tongued ecasily, and can be played on a variety of
instruments and reeds in a variety of climares. Very awkward fingerings were omitted even if
they met all of the criteria above. All fingerings were tested by five different oboists who had
different oboe types, reed styles, and training.’ To be included in the list, each fingering
needed o work reliably for four ourt of five of the ohoises.*

The term “multiphonic” is quite appropriate; the phenomenon is more aptly described as
“many sounds” than as a chord. Pirches vary in degrees of intensity, from the very prominent
to the barely audible and to difference tones. Timbre varies from raucous conglomerates with
lats of beating to delicate wisps; some are highly complex and some are much simpler. Many,
if not all, of the pitches rend ro deviate from standard tuning. With all these considerarions,
a notational system that implies a chord s misleading. In the several decades during which
multiphonics have been studied, various authors have tried to devise appropriare norational
systems, including Singer's proposal of color-coding® ra Veale's amazingly precise and detailed
approach® to Holliger's use of a quasi-tablature in which only the oboist's gestures are speci-
fied.” The system employed here is simpler than Singer's or Veale's; my hope is thar it gives
enough information while being concise. Canventional noration is used because it is clear
and practical, even though it does not always specify exacr intonation, dynamic balance, tim-
bre, or complexity. To address this issue, the sound of every multiphonic can be heard on the
accompanying CD. Composers and oboists are urged to listen to the CD in order to know
more specifically the qualities of each multiphonic.

My system usually lists only the three most prominent picches. More subtle pitches are
almost always present, but they have not been included in the interest of clarity. Many vari-
ables affect exact microtonal intonation: each individual’s embouchure and lip position on
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the reed, differences berween instruments, and the variable heighes of keys. The oboists who
tested the fingerings frequently reported slight differences, particularly in the lowest pitch.
Because of these variables, | have simply included arrows indicating the general direction of
pitches. Graphic symbols indicaring lip position on the reed, amount of air pressure, and
amount of lip pressure are given only for fingerings thar deviate from standard technique. The
key at the back of the book explains all symbols. Multiphonies are listed chromatically from
the lowest prominent pitch to the highest. Remember that the lowest pitch might not be the
most prominent within any specific multiphonic and thac difference tones are often present,
producing rones even lower than the bottom prominent pitch indicared.

Chenna and Salmi's book, The Contemporary Oboe, mentions a fascinating study on per-
ception that was conducted by IRCAM." Six professional musicians were given a multiphonic
dictation, and the results varied widely (see figure 3-1). This is an illustration of how highly

e - b e
= . —
——
-
) — = L
e =
multiphonic resuits

Figure 3-T - Multiphonic dictation

erained professionals can perceive the same combination of tones in strikingly different ways.
I have tested hundreds of fingerings, some of which have been analyzed using sophisticated
digital techniques, and very often the resulting pitches seemed different from ones indicated
on the fingering chart. Thus, even the most highly refined notational system is open to inter-
pretation.

Four categories of multiphonics are included: (1) the standard complex multiphonic; (2)
beating multiphonics, which include two prominent adjacent pirches thar cause a beating
effect; (3) double harmonics; and (4) metamorphic multiphonics, ones that can smoothly
transform from a standard tone into a multiphonic or vice versa.

Most reliable multiphonics can be performed with the same level of arristic sensitiviry as
any other oboe tone (e.g., with a variable dynamie range including crescendos and diminuen-
dos, all speeds of vibrato, relatively easy progression from one sound to the next, and appro-
priate trills, double trills, and tremolos). It is impossible to alter the pitch of a single tone
within the multiphonic, and the possibility of pirch bends of the entire multiphonic should
not be assumed. However, it is possible to alter the speed of the beats in some beating mulri-
phonics by adjusting the embouchure: a reluxed embouchure will produce slower beats and a
tighter embouchure will produce faster beats, Many multiphonics can be slightly alcered by
raising or depressing adjucent keys. Oboists are encouraged to use the chart as a point of
departure and to experiment on their own with slightly different fingerings, air pressures, and
embouchure positions.

I squandered a significant part of my wasted yourh searching for the perfect reed to execure
multiphonics and other exrended techniques. A very hard reed is good for some raucous multi-
phonics, and a reed with a long and finely graded tip is better for some more delicate ones.
Finally, I reulized (wich apologies to Gertrude Stein) that “a good reed isa good reed is u good
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reed.” More specifically, it seems thar a well-balanced, stable, flexible reed—for example, one
thar might be used for the performance of Classical-era chamber music—is the type that works
best for multiphonics and most extended techniques. | don't think thar there’s any magic
formula for a perfect contemporary music reed—although for extended rechniques as well as
for standard playing, the reed should correspond to the demands of the picce. If lots of loud
bearing multiphonics are called for, a robuse reed is desirable. If lats of extreme high notes
and double harmonics are called for, a lighter reed might be more appropriate. In general, the
embouchure used for multiphonics is somewhar more relaxed than the standard embouchure,
and the lip position is closer to the string of the reed.

Although multiphonics have been widely used for decades, rhe notation has not become
standardized. The following examples will demonstrate several alternatives for notation in
some parricularly interesting musical gestures.

Drake Mabry's Lament for Astralabe includes a movement, “Chorale,” which consiscs
entirely of multiphonics. He notates the entire chord and gives a fingering above every multi-
phonic, as shown in figure 3-2. This approach is very clear and relatively casy to read. It is

s tid e ie
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Figure 3-2  Mabry, Lament for Astralabe fexample 1)

J ch

my preferred approach to multiphonic notation for most musical contexts. Mabry's chasen
multiphonics sound a lot like the chords he writes, but this is not always the case. One prob-
lem wich this approach to notation is that the sound of the multiphonic is sometimes so diver-
gent from its appearance that it is confusing for the player. Mabry, an accomplished ohoist as
well as a composer, wisely notes in the piece's instructions thar the work was writren for a
Larée oboe and chat some modification of fingerings might be necessary for other oboes. As
discussed above, multiphonics that work on some makes of oboes do not work on others. For
example, [ can play Mabry's “Chorale” with the notared fingerings on my Lorée oboe, but not
on my Laubin,

The “Chorale” includes ingenious multiphonic writing (see figure 3-3). Mabry juxtaposes
dynamics in the grace note figures. The multiphonics he suggests make it easy to execute this
passage: the mezzo forte multiphonic is naturally loud, and the piano multiphonic is naturally
soft. The last multiphonic is later transformed with a microtonal trill. Mabry indicates that
the player should open and close the indicated key (in this case, the “d” key). The gesture
concludes with a grand fortissimo on a multiphonic that is naturally loud and raucous.

The excerpt in figure 3-4, from Heinz Holliger's Stdie itber Mehrklinge (chordal study),
employs an ingenious approach to notation. This quasi-tablature shows che standard oboc
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Figure 3-4 Holliger, Studie Ghear Mebrklinge

note (indicated with a diamond notehead) with aleerations given above. For example, in the
gesture shown, the oboist would finger a low Bt and open the half hole on the B key. In the
next measure, the low C is fingered, and the F# is lifted along with the half hole. The next
two multiphonics are produced by completely opening the half hole, then lifting the 1) key as
well—and so on. Later in the piece, many techniques arc applied to the multiphonics such as
tremolo, trill, double trill, glissando, flutter tongue, double rongue, and circular breathing.

An advanrage of this type of notation is that most oboists could sight-read it with ease.
Chenna and Salmi, in The Contemporary Oboe, argue that multiphonics are more accurately
thought of as timbral transformations rather than chords, so “it is no longer necessary to
notate the presumed multiphonic sounds played.™ Certainly this notation is clear, easy to
read, and pracrical; however, a disadvantage is chat plavers have no idea whar sound is desired
if the proposed fingering does not work on their instruments. Given the variables described
eatlier in this chapter, this is a very real possibility.

Elliott Carter’s Inner Song includes a multiphonic for which he gives hoth Helliger's and
the more conventional notation (see figure 3-5), It is clear, and there should be no question
about what he wants. Another multiphonic (a double harmonic) is shown with only the con-
vetitional notation, as shown in figure 3-6.

Vinko Globokar, a remarkably inventive composer who has been at the forefront of che
exploration of new instrumental techniques, proposes an entirely different approach to nora-
tion in his piece Discours [11, for five oboes, He indicates the desired prominent pitch and the
level of multiphonic complexity with 4 number above the notchead (see figures 3-7 and 3-8).
Globokar has explained to me thar he believes players should have the freedom to select the
multiphonic that warks best for their individual setups, and that by this point, there is enough
information on fingerings available so that any resourceful player can come up with the appro-
priate multiphonics. Globokar’s approach is practical, clear, and respectful of the inregrity of
the individual performer. He leaves a lirtle o chance; however, most performances are proha-
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Figure 3-5  Carter, Inner Song
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Figure 3-8 Carter, Inner Song

mehrténige Klinge (Akkozde) - multiphonic sounds (chords) + sons mulriphonigues {accord)

s e

wenig komplex, 2us 3 Tiénen gebildet . not so complex, consisting of 3 notes . le moins compléxe,
constireé de 3 song

L

sehe komplex, aws & Tanen gebildet . extremely complex, consisting of 6 notes . le plos compléxe,
constitué de 0 sons

[TmE [ |

Figure 3-7  Clobokar, Discours [

bly closer to his original intention than they would be if he proposed specific fingerings thar
didn’t work for many instrumentalists. Globokar's norarion suggests thar certain paramerers
of multiphonics can be indicated (i.e., prominent pirch and level of complexity), bur that
precise and exact sounds cannot always be relied upon—a very practical approach.

(George Brunner's Teaching No Talking for oboe and tape, based on a rext from the Tao Te
Ching, includes an expressive gesture in which a single low Eb transforms into a multiphonic
progression and finally dissolves into a high E>. The composer suggests fingerings in the intro-
duction, and simply uses graphic notation to indicate the two multiphonics (see figure 3-9).
This notation is clear, and most players should be able to execute the phrase comfortably.

Anather effective use of multiphonics can be found in Ronald Roseman's Partita for Solo
Oboe. He indicates a multiphonic by using a diamond notehead and writes verbal instructions



Mulriphonic Techniques — 37

Lt
w

3

sl
fraee

£

fox----

-3

[ S

:

Figure 3-8 Clobokar, Discours 111

:}

YolLlF kRD Zodrh A ppnt 28 EaeH OTHE
e o

> : - m ok
Fikniphinie | Tnba wulhphrte T Eub ad ; L
nefE wa ;f"m"‘a'ir Eb M EPRRA S T

a

Figure 3-8 Brunner, Teaching Mo Talking



38~ Chapter3

el e,

*f—f_\ 41!:'(5

J.ﬁ-i:_—f_',e—;...—_‘___:_" S L o e L E
L D R T e W i
0 = [ = G il T
[ T ' T ¥ T T T — T
= - 1 t — - 1
E':‘J-l" T e —: |
Bl Shil madmphani e & fl-n.ln-. PP
.[-E "'-f-fl-l-ﬁ left G Jesy. W"‘f‘ T e e et
Eeer touw 3 ey &mu a "“'.:1

() bt % hoe key drip Embncchure

Figure 3-10  Rosoman, Partita

regarding performance technique, as shown in figure 3-10. Roseman, a master oboist as well
as composer, has chosen a multiphonic thar is reliable on every oboe that [ know. It's the
sound described in the first paragraph of this chapter, the unintentional mulriphonic that
results (mostly) from using a relaxed embouchure for a high note. This multiphonic is casily
trilled, and the pitch of the entire multiphonic is subtly lowered during the rill by lifting the
B key. Roseman's notation is clear, effective, and easy to read.

Jack Vees asked me for various combinations of fingerings that could be played with light-
ning speed for a section of Tattooed Barbie. He liked combinations thar included occasional

Figure 3-17  Vewes, Tattooed Barbie

multiphonics. The passage in figure 3-11 is an excerpt of a section that is performed through
a digital delay, accompanied by an exrremely distorred 12-string guitar and manic computer-
driven drumming. The resulting mclunge, heard on the accompanying CD track 34, is the
chaotic mix the composer desired. This passage is noteworthy (not to mention note-y!)
because the multiphonics fly by withour delicate embouchure or air-pressure preparation. In
this situation, the composer indicates exact fingerings, and there is no other convenient way
to execute the passage. If a certain fingering combination doesn't produce a multiphonic or
produces a sound different from what is notated, it probably wouldn't significancly alrer the
desired final effect: a wall of frenetic sound.

Scott Lindroth’s Terza Rima, for oboe and live interactive electronics, includes a passage in
which a multiphonic emerges from a very strong and sweeping electronic gesture (sce figure
3-12). The specific multiphonics were chosen for their particularly consorunt qualiry, and
they flow almost like a chord progression. (At the recording session, the compaoser was amazed
when [ added vibrato to this passage. Why not! Multiphonics are music!) As stated in the
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Figure 3-12  Lindroth, Terza Rima

paragraphs above, most stable multiphonics can be treated as any other musical gesture,
Vibrato can subtly color a multiphonic just like any other long tone, The last Angering of the
example needs only a slight addition of lip pressure to transform into the high C3, which is
then altered with a cimbral trill. This excerpe is on CD erack 33.

Roger Reynolds includes s number of multiphonic trills in his Syummer Island, as shown in
figure 3-13. His instructions note that eriv indicates an irregular trill. He uses the conventional
notation along with suggested fingerings for these stable and reliable multiphonics. Wich a
sensible combination of ingerings, trills are easily execured on most stable multiphonics.

John Corigliano’s Concerto for Oboe and Orchestra includes an excellent example of a beat-
ing multiphonic. The piece begins with a humorous quasi-tuning of the entire orchestra. The
soloist enters with quarter-tone bends and eventually emerges playing a somewhat demented
tune rhat highlights the beating multiphonic centered around A and B> (see figure 3-14). |
huve been seated next to oboists in my local orchestras who quoted this passage during runing.
Ie was the big inside joke for years after Corigliano’s concerto was written.

Luciano Berio’s Sequenza VII includes a poignant moment when a multiphonic emerges
from a single tone, as shown in figure 3-13, Similar ro the example Ronald Roseman used, this
metamorphic multiphonic is derived from relaxing the lip pressure on a high nore and is fairly
reliable for most oboists and most oboes. The picce concludes with another gesture in which
a single tone and a multiphonic are linked; however, this one does not have the seamless



40 ~ Chaprer 3

POCO RiT.....

@
L3
L] L]

-0 TR1¢2 5«0 TrRid2
O

Q 0

Figure 3.13  Reynolds, Summer lsland

Allegro J = 160 .

=-= : = o A
ﬁ faimgyep‘i:lfr;mlimimﬂp marcalo *
P
3 I i ‘
LY = r — F

T
IhiL)

Figure 3-15  Berfo, Sequenza VI

quality that occurs when the fingering stays the same and only embouchure or air pressure
changes. Nevertheless, this example shows the flexibility of multiphonics: it is approached by
the C harmonic, the same C is prominent in the multiphonic, and the alternative fingering that
Berio suggests for the last C helps to produce the ethereal ppp tone required (see figure 3-16).

Berio's piece makes wide use of a particular kind of multphonic, the double harmonic.
This delicate sound is produced by slightly adjusting the fingering, air pressure, and embou-
chure for a standard harmonic. The interval of a fifth results. Many double harmonics are very
difficult to produce and can only be played at a pianissimo dynamic. The Sequenza and many
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of the other carly pieces that used double harmonics were written for Heinz Holliger who
plays a Rigoutat oboe. The Rigoutat oboe differs from many others in the design of the hole
under the B key. This key is always half open for double harmonic fingerings; and, accordingly,
the double harmonics are easier to produce on a Rigoutat. Double harmonics can be produced
with other rypes of oboe, bur they are less flexible and more difficult to play. Berio somerimes
lets a double harmonic stand alone (figure 3-17), sometimes adds a trill or double trill (figure
3-18), and somerimes approaches it from one of the component notes (figure 3-19).

Notation of double harmonics is standardized and is demonstrated by the Berio excerpr
above, The two small circles are placed above the pitches thart are to be heard.

All of the previous musical examples were written either by accomplished composer-oboists
or by composers who collaborated closely with oboists. As mentioned in chapter 1, it is highly
recommended that composers work directly with a living, breathing, squawking oboist when
writing extended technique passages, especially multiphonics. Even the most reliable finger-
ings will sometimes produce surprising results or unexpected challenges for the pedformer.

Figures 3-20 and 3-21 provide fingering charts for both standard and beating multiphonics.
As indicated earlier, double harmonics are sometimes rather difficult to produce. Figure 3-22
sives the standard fingerings and altemnatives that have been proposed by James Ostryniec. 1
include some fingerings thar, while not reliable for every instrument, do work well in some
L
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Many mulriphonics can metamorphose into and out of a single tone with subtle changes
of embouchure or air pressure. Here are a few of my most reliable favorites:

Category 1. Most notes above the C, can easily transform into a multiphonic with a simple
change in lip pressure or reed position.

Category 2. Many beating multiphonics can emerge from the lowest pitch if the oboist plays
on the extreme tip of the reed with light air pressure. Note that as the multiphonic
cmerges, the player can control the speed of the bearing.

Category 3. This is just a sample of many possibilities. Included are fingerings thar flexibly
eransform from a low pitch to the multiphonic and then into a high pirch, One could
also play from the higher pitch to the lower pirch. Players are encouraged to experiment
with lip pressures and reed positions to find other fingerings that work far their serup.

Figure 3-23 provides fingering charts for metamorphic multiphonics.
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Figure 3-23  Metamaorphic multiphonics
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Other Resources

This chapter includes directions for the performance of miscellaneous rechniques including
tricky trills, double trills, microtonal trills, tremolos, articulations, timbral modifications using
vibrato or rolling tone, singing and playing, and other resources.

Trills

Tricky Trills

Figure 4-1 shows a fingering chart for standard trills thar require fingerings that aren’t immedi-
ately obvious. Although these combinations are well known to some players, there are a num-
ber of fairly sophisticared oboists who aren’t aware of all of this information. These fingerings
apply to all instruments in the oboe family.

Double Trills

A double trill is executed by alternating between fingers on the left and right hands or the
first und second fingers of the right hand. It is a standard trill, but it can be played with far
greater speed. Double trills are not available on every pitch throughour the instrument; they
can only be played on the pitches notated in the fingering chart in figure 4-2. Nevertheless,
it is an extremely effective technique thar is easy to produce on the available pitches. One
can also exccute a double trill between harmonics or berween multiphonics. Other techniques
such as flutter tongue or glissando can be applied to a double trill. The notation for a double
rrill is standardized, a trill marking with two wavy lines (see figure 4-2).

Penderecki’s extraordinary and colorful Capriccio for Oboe and 11 Strings includes a passage
with a succession of double trills, as shown in fipure 4-3. Accompanied by strings trilling a
chord cluster, this gesture begins quictly and subtly, and grows to a noisy frenzy, displaying
some of the versatility of double trills.

Jack Vees's Apoorypha for oboe and rape uses double rrills slurred to harmonic double trills
(see figure 4-4). One of the apocryphal acts the performer commits in this piece would impress
a ventriloquist: the live performer slurs to the relared harmonic while the loudspeaker else-
where in the performance space continues the original notes.

In the passage from Lament for Astralabe shown in figure 4-5, Drake Mabry asks the player
to start the double trill, then to raise and lower other keys and to apply breath accents while

55
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Figure 4-1  Tricky trill fingerings

the trill is progressing. This creates a dramatic microtonal percolation, ever more lively and
varied, even though the pitch ranges only between an A and a C.

Ronald Caltabiano's Sonama for English horn includes a brief gesture with a double rill that
includes four separate pitches (see figure 4-6). The F2 key is trilled, and the A key is apened
and closed to achieve irregular irerations of A, B, B, and C. This is the same fingering combi-
nation used in che Mabry example above, excepr that it is not microtonal hecause the G key
is left alone. All the double trills listed below are available and easy to produce on the English
horn and oboe d'amore. The chart indicares the written pitches, not the sounding pirches.

Krenek's Four Pieces includes double trills with interesting modifications: in Piece 2 he
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Figure 4-4  Viees, Apocrypha, first measure of Turgid, pape 2
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Figure 4-7 Krenek, Four Piecos, plece 2 moasure 37 ploce 4, measures f=7

iticludes a double trill with a flutter tongue, and in Piece 4 he asks the oboist to gliss while
trilling (see figure 4-7), Note that this passage can be tairly easily execured by gradually sliding
the left hand off the keys, Refer to figure 4-8 for a series of double erill chares.

Microtonal Trills

Microtonal trills, also known as unison trills, timbre trills, micro-inrerval trills, or color trills,
arc abundant throughout the range of the ohoe. [ prefer the term “microronal” because it is
the most accurate: if there is a detectuble change of timbre, there is almost always at least a
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Figure 4-8  Double trill fingerng charts

sinall change in pitch. Many composers have asked for this technique, but few agree on what
to call it or how to notate it. In Dmaathen, lannis Xenakis simply writes the words “unison
rrill" above a note.! Ursula Mamlock's Five Capriccios include rrills thar are foormored with
suggested Aingerings for a unison trill.* In Distance, Toru Takemitsu notates a normal crill, but
suggests a fingering thar produces a micro-interval.’ Berio indicares micro-incerval trills with
a wavy line and suggested fingerings in the instructions to Sequenza VII (see figure 4-9).

Eleanor Hovda chooses graphic notation and verbal instructions in Jo Ha Kyu. As shown
in figure 4-10, oceasional “flicks” of double tonpuing also alter the note. In Apocrypha, Jack
Vees indicates a standard trill bur writes “ter” (timbre trill) beforehand and includes an
explanatory nore in his preface (sec figure 4-11}. He also indicates preferred fingerings, bue
leaves the final choice to the performer.

In Summer [sland, Roger Reynolds also uses rthe standard will notation, but writes
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TRILLER MIT MIKROINTERVALLEN
TRILLS WITH MICROINTERVALS
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Figure 4-10 Hovda, Jo Ha Kyu, second long 8

Figure 4-17  Vees, Apocrypha, page 2, 3rd system

“meer”(micro-interval rill) beforehand (see figure 4-12). He also includes an cxplanatory
note in his preface. This is my preferred notation because it's easy to tell ar a glance thar this
is a trill, and yer ic looks different enough so that one would not mistake it for a standard erill.
In Réflexion, Shinohara specifies the quarter-tone interval desired (shown in figure 4-13).
Since microtenal crill notation has not become standardized, it is advisable to include an
explanatary note in the preface of any composition urilizing this technique. The fingerings in
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Figure 4-12 D¢ micro-interval trill from the first page of Summer lsland
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Figure 4-13  Shinohara, Réflexion

figure 4-14 will also apply to the oboe d"amore and English ham, with the exception of those
fingerings that utilize the low Bb key.

Tremolos

A woodwind tremolo is a trill thar is bigger than a whole step. It is completely different from
the bowed tremolo produced on a stringed instrument (i.e., rapid bowing on a single pitch).
Many tremolos are casy for ohoists to execute with speed and agility. Some are extremely
awkward, including:

Ones thar require the lefr or right pinkic to slide {c.g.. low Bb to low E?)
Ones thar require a slide on and off the half-hole key

Cmnes that go over the break (C. — Chor C, — C4)

Many thar require some fingers to be depressed when others are lifred

* & & @&

In general, the wider the interval, the slower the tremolo will be; and intervals larger than
a sixth are often hard o produce cleanly. Many tremolos can be execured over wide leaps
more comfortably by leaving down lower keys thar will not strongly affect the pitch of the
higher note (e.g., low Br o B natral below.) Most cremolos thae require movement of the
fingers of only one hand will be easier to play very quickly than those thar require coordinu-
tion of both hands. Noration for tremolos is standardized as shown in figure 4-13,

Xenakis includes a phrase that begins with a tremolo in Dmaathen (see fgure 4-16), If the
plaver keeps the As key depressed, the tremolo can be execured very quickly and the pitch of
boch notes is true,
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Corigliano includes a tremolo in the lively “Rheita” movement of his Oboe Concerto, As
shown in figure 4-17, the tremolo is played very briefly and rhythmically, and it functions as an
ornament on the fundamenral pirch. Note that this tremolo is easy to produce, even though it
goes over the break, because the rrill fingering can be used for the D

The collecrion of recommended tremolos in figure 4-18 includes comfortable fingering
combinarions. Most are highly idiomatic and can be easily exceured with lightning speed.
Those marked with an “S” (for “slower™) are less comforcable, but they still can be execured
quite quickly. Extremely awkward combinations are omitted. Some tremolos use alternate
fingerings that are very true to the normal timbre and pitch. Other tremolos are available, but
not as easy to produce. All these fingerings apply to the oboe d'amore and English homn with
the exception of those thar urilize the low Br key.?

Double Tonguing

Double tonguing on the oboe is performed by alternating standard attacks (in which the tip
of the tongue comes into direct contact with the reed) with atracks in which the tongue
contacts the top palate of the mouth. The syllables that most aboists associare with these two
artacks are “re” or """ and “ke” or "ku.” The challenge in double ronguing is to make the
palatal artack as strong as the standard atrack. Here are some suggestions for developing a
strong double-tonguing rechnigue:

e First, practice only the “ke" attack in the middle register—until it is no longer possible
to notice a difference berween the "ke” attack and the “re” arrack. If you have never
double-tongued before, this step may tuke weeks to perfect.
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Pracrice, alternating the “te” and “ke" artacks slowly, on one note in the middle register
and with thythms shown in figure 4-19.

Practice these rhythms in simple scale patterns.

Pracrice in the upper and lower registers.

Pick excerprs of well-known pieces and pracrice them alrernately with single and double
tonguing. Make sure to practice triplet passages so as to emphasize the palatal ateack.
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Figure 4-18  continued
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figure 4-19  Double tonguing cxercises

Double tonguing is usually used to achieve faster articulation and is left up to the player's
discretion. However, some composers have asked specifically for double tonguing to achieve par-
ticular effects, This is often notated simply with a “thek” before a passage, usually accompanied
by an explanatory note. Globokar uses this notation to indicate fleet articularion over a passage
of random nores in Discours 111 (see figure 4-20). A live or prerecorded oboist playing a double-
tongued gesture on a single note accompanies this. Globokar also requests double-tonguing rech-
nique with subtle air pressure so as to produce only the air sound (see figure 4-21).

In Jo Ha Kyu, Eleanor Hovda requests a similar technigue, although this time with random
fingerings and just enough air pressure to produce sudible pirches ar the quietest possible
dynamic level (see figure 4-22). She uses graphic notation and her own unique appellation,
“industrials in air," for this lively and subtle gesture (see CD track 33).

Double ronguing can be executed with easc on the English horn and oboe d'amore. Triple
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Flgure 4-20  Clobokar, Discours (11
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Figure 4-21 Clobokar, Discours 11
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Figure 4-22  Hovda, o Ha Kyu, Industrials soction

tonguing follows the same principle; however, an additional “te” is added, so the pattern is
"te ke te—te ke te” and so on.

Flutter Tonguing

Flurter tonguing is more difficulr to achieve on the oboe than on many other wind instru-
menes. As recently as 1976, a reputable author wrote that it was impossible on the oboe.®
Composers should not assume that every oboist can execute a flutter tongue. At the rime of
this writing, it is not considered standard oboe technique. However, with some determination
and practice, most oboists should be able to do it on any of the instruments in the oboc family.

Flucter ronguing is achieved by rolling an "r,” cither wich the tongue or the uvula, The
tongued flucter is casier for many oboists, but it has the disadvantage of destabilizing the
embouchure, making it difficult to do quietly or in extremes of the upper register. The uvular
flutter is probably superior, though it is a much more subcle sound. 1 think this technique is
Ehallenging for English-spcalting people because we don't exercise this part of our mouth in
everyday language. I discovered, to my great surprise, that my uvular flutter tonguing was
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enhanced by my study of the German language. When [ spent rime every day using the back
of my throat to produce guttural words, it was much casier to use the uvula for a flurter rongue.
The uvular flutter is easicr to control in the extremes of dynamics and register.

To develop a tongued flutter, fisst roll an “r.” Next, pracrice rolling the “r" while blowing
out. Practice next by rolling and blowing through a drinking scraw into a glass of water, The
next step is to roll while blowing through a loase reed away from the instrument. (Try a flexi-
ble English horn reed first, The larger size makes the process easier.) Finally, play with the
reed on the instrument, starting with the middle register and working ourward.

Following is Heinz Holliger's explanation of the uvular flutter-tonguing technique:

Play a note while articulating a palaral v {the rwongued + is unfavorable, since the reed obstruers the
rongue ), The palate should be as relaxed as possible, so thar the v does nor chanee to a fricacive ch {x)
you should position your mouth as for the pronunciation of an O sound. In oeder to facilitate the
production of the 1, it is recommended, while practicing, to first press the reed against the upper lip,
and rhen exhale some air (over a looser lower lip). Begin by practicing flurcer ronguing on single nores
in the middle register {mff later, pp-f, crese—dim.), then move on to the upper and lower registers.
Later, pracrice flurter tongung figures of several nores, scales, arpegrios, trills, erc.

Flutter tonguing is sometimes notated by writing the letrers “flz" or “flatterz” befare a ges-

ture; however, the most conventional notation consists of slush marks through the note stem.
Ferneyhough uses this notation, along with “flz,” in his Coloranra. Nore, in figure 4-23, that

poco ben,--=——

> ﬂ:‘-"‘ erd. > flE: and.
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mp fp I P

Figure 423 Ferneyvhough, Coloratura

the flutter is applied rhythmically to accent and color the sustained rone. Penderecki uses the
notation shown in figure 4-24 in his Cajiccio.

=
Niig

Figure 4-24  Penderecki, first flutter in Capriccio

In Ronald Roseman's Partita, a flutter is indicated with the slash marks and a verbal indicu-
rion (see figure 4-25). Roseman, an oboist and ohoe teacher who knew the limits of many
players' technique, suggested an alternative in case the flurter could not be exccuted, a very
practicul approach.

Vibrato

Most professional oboists have a refined and varied approach to vibrato. It has become part of
standard rechnique and is easy to produce in all registers and on all instrumenes in the oboe
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Figure 4-25  Roseman, Partita
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Quarter Notas with Vibralo fcourtesy Tom Johnson)
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family. Most oboists produce vibrato with movements of the diaphragm, but sometimes the
lips or even the jaw can be used for extreme types of vibrato. If the oboe is pulled out of the
mouth, the pitch will drop; if it is pushed in, the pitch will raisc. If the jaw is opened, the
pitch will drop, and if it is closed, the pitch will raise. The speed and the amplitude of the
vibrato are variable and independent of each other. The usual tendency is for high nores to
have a faster and narrower vibrato, and for lower notes ro have a slower and somewhar wider
vibrato, but these rendencies are simply a matter of taste. Most oboists can play vibrato with
a wide range of speed and amplitude in all registers.

Composers often indicate the absence of vibrato with the initials “NV" (no vibrato, or non
vibrato). In Images, lsang Yun uses n.v., and also p.v. (poco vibrato), v. (vibrate), and v.p.c.
(vtbrato poco a poco).’ He also uses o wavy line to indicate a glissando wich vibrato and a
struight one for a glissando without vibrato. The initials “MV" are often used to indicate malto
vibrato. Some composers use graphic notation to indicate the amplitude of the vibrato. It is
always advisable ro explain vibrato notation in the preface to the picce because this is not
completely standardized.

Judich Shatin uses both graphic notation and initials to indicate alterations of vibrato in
the “Frantic” movement of her Assembly Line #1, as shown in figure 4-26.

anhc:w My F
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Figure 4.26  Shatin, Assembly Line #1

Breath Accents

Breath accents are executed with a technique identical ro diaphragm vibrato. While sustain-
ing a tone, the oboist can isolate a single diaphragm surge, and an accenr occurs within the
held tone. (The same technique is employed when players put a vibrato spin on the beginning
of an accented note,) Brearh accents are casy to produce on all instruments in the oboe family
and in all registers and dynamic ranges. In the “Mysterious” movement of Assembly Line #1,
Sharin indicates breath accents with X noteheads in a specific thythm (see figure 4-27). This

——

ﬁig — — e
k E rr 7 >
Figure 4-27  Shatin, Assembly Line #1

is clear notation, but it is not standardized and should be explained in a preface to the compo-
sition.
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Smorzato

The exrended techniques pioneer, Bartolozzi, recommended the smorzato sound for all winds,
but it is a technique rarely demanded of oboists.® It is an abrupt, jerking type of single-stroke
vibrato, which is produced by coordinating movements of the jaw with pressure from the lips
s0 as to vary volume without altering pitch.” This creates sudden surges in volume. Bartolozzi
recommends it in the middle and upper-middle registers and with a dynamic range that does
not exceed mezzo forte. He recommends the notation shown in figure 4-28,

(in free rhythm)

mp

Figure 4-28 Bartolozzi, from MNew Sounds for Woodwind

Rolling Tone

The rolling tone is possible in the lowest range of the oboe (B, to D.) and is produced by
using extreme lip pressure to make a beating or rolling quality. It is a unique and arcracrive
sound, but it is dificult to control and o play with a wide range of dynamics. It is casiest to
produce a rolling tone by increasing the lip pressure after the note has begun, the technique
called for in this passage from Denisov’s Solo (see figure 4-219). [t is sometimes difficult to start
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Figure 4-2¢  Rolling tone from Denisov, Solo

a rolling tone precisely, but once it has been established, it is not hard o execure the diminu-
endo called for here.

The notation for a rolling tone is not standardized, but | recommend the symbaol employed
by lsang Yun in his solo piece Piri (see figure 4-30).

The rolling tone can be executed on the oboe d'amore und English horn. Ingram Marshall
calls for one in his Holy Ghosts, for oboe d'amore with digital delays. The beating cffect of the
rolling tone is enhanced by an electronic delay in the phrase shown in figure 4-31.

The ease of producing a rolling tone and its specific range may vary substantially on differ-
ent instruments and wich different reeds, Composers wishing to use this technique would be
wise to check it out with their particular performer.
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Figure 4-30  Yun, Piri
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Figure 4-31  Marshall, Holy Chosts

Singing and Playing Simultaneously

This rechnique, which produces such a marvelous effect when performed by jazz saxophonists
and flutists, is extremely problematic on the oboe. Due to the closed-mouth position and
highly focused embouchure, it is almost impossible to produce a strong vocal volume. One
might be able to use amplification ro remedy this; however, it is also difficult to bulance the
sung (or, more precisely, hummed) tone and the instrumental tone. In addition, composers
should remember that pieces that specify low vocal pitches are impossible for women to per-
form. (The reverse is not true: men can sing falsetto.) Two notable oboe pieces call for this
technique: Distance by Takemitsu and Atemsnudie by Globokar,!®

Circular Breathing

Circular breathing is a rechnique used to execute long passages without breaking the wind
stream to breathe. Insread, inhalation occurs through the nose while exhalation occurs
through the mouth caviry. Non-Western double-reed performers have used the technique for
centuries, and many modern oboists use it for long pussages, such as Bach abligaros,

Circular breathing ar first seems counterintuitive: it's strange ro breathe our and in simulta-
neously, but the technique can casily be developed. First, fill the mouth with air and puff out
your checks. Then expel the air from your mouth while inhaling through the nose. It might
help ar furst to press it out with both hands on your cheeks. Eventually, practice blowing out
using only the cheek muscles and tongue, Chenna and Salmi suggest filling the mouth with
water and then expelling a fine stream of water from the mouth while breathing in and out
with rthe nose."” Once this becomes comfortable, try the same thing with a drinking straw in
a cup of water. Then try it with a reed alone, and finally ooy it with the reed arrached 1o the
instrument. It is easier at first to use a very flexible reed—a big floppy English horn reed is
ideal.

Once the basic principle is understood, practice is needed ro stabilize the tone, intonation,
and dynamics. It's best to start with the middle register and a moderare dynamic level. Because
oboe playing requires such a small volume of air, it is advisable to pracrice both exhaling as
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well as inhaling through the nose while producing a vone. Until the circular breathing tech-
nique is perfected, it is casier to execute it on trills or florid passages because subtle variations
in tone are more dithcult to hear. Once the technique is developed, it is easily applied w all
instruments in the oboe family. Most mere mortals will only be able ro sustain circular breath-
ing for a limic of & couple of minutes without needing to relax the embouchure or have a good
lungful of fresh air.

In Jo Ha Kyu, Eleanor Hovda wrires a dazzling passage in which the oboist speeds chrough
a combination of fingerings thar, when played with low air pressure and a relaxed embou-
chure, produce microtones. Gradually the performer increases air pressure and lip pressure,
and multiphonics start popping out of the texture. By the end of the gesture, if lots of lip
pressure is applied and the lip position slips toward the string of the reed, higher octave mulri-
phonics and notes pop out. This gradual evolution is played withouc a break as long as possible
with one circular breathing inhalarion. The composer gives the fingering and uses words and
graphic notartion ro instruct the performer. (Refer to CD track 35.)

In the multiphonic passage described in chaprer 3, figure 3-11 {from Jack Vees's Tuttooed
Barbie) the oboist is asked to play the entire three-page passage using the circular breathing
technique, if possible. This section, which comes after about eleven minures of intense play-
ing, lasts just under two minutes, and it pushes me to my limits. Both the musical examples
noted include very fast successions of notes, which mask any instability of rone that might be
produced by the circular breaching rechnigue.

Miscellaneous Techniques

Overblown Notes

Berio uses the notation in figure 4-32 to indicate a note that is to be overblown.!* To overblow
a note, simply employ greater than usual air pressure. The resulting tone will be somewhar
distorted and may sound an ocrave higher. This technique has the grearese effect on low notes.

UBERBLASEFFEKTE Cd—
EFFECTS USING OVER-BLOWING
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Figure 4-32 Berio, Sequenza VI, averblown notation

Muting
A mute is rarely called for, but it can dampen the tone, especially in the lower and middle
registers. Usually it is indicated with the standard Iralian term con sording, but sometimes
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composers use their native language. Mutes can be made out of any soft material—a knee-
high nylon stocking works well for me."” When the mure is inserted, the lowest notes of the
aboe (at least B> and B, depending on the placement of the mute) are blocked and will not
speak. Muting may adversely affect intonation, especially in the low register.

Teeth on the Reed

Oboists most often place their teeth on the reed to produce extremely high notes (see chapter
2, “Upper-Register Fingerings”). For other notes, contact with reeth on the reed will produce
a thin, edgy sound, and the pitch will rise. In addirion, Nora Post recommends placing teeth
on the upper blade of the reed to facilitate the execution of a rolling rone.™

Key Clicks

This technique, which works quite cffectively on the flute, produces more disappoinring
results on the oboe. The inner chamber of the oboe does not resonarc as well, and the sound—
especially the change of pitch when different keys are struck—is barely audible. This can be
remedicd to some degree by amplification. Key clicks are somewhat more effective on the
larger members of the oboc family, and they can be executed without the reed or bocal to
INCTEAsC TesOnance.

Noisy Inhalation

Professional oboists are trained to inhale silently, buc it is very easy to make sounds while
inhaling. Globokar's Atemstudie and David Rosenboom's And Come Up Dripping (CD track
37) both call for loud sucking sounds that are achieved by inhaling through the reed with
slight lip pressure. In Jo Ha Kyu, Eleanor Hovda wanted a line with continuous and unbroken
energy—and with articulated changes of gesture. She requested that the performer loudly
inhale and exhale with the mouth off the reed. Indeed, she has even choreographed the
breath, sometimes requesting several short exhalations before a big inhalation, for example.
She uses graphic notation and verbal means to communicate this to the performer, The breath
sounds are louder if the mouth is slightly closed and air is allowed to escape only through the
front of the mouth.

Playing the Reed or Bocal Alonc

Numerous composers and some improvisers have created interesting sounds with the reed
alone, the bocal alone, or the reed and bocal suns instrument. Chenna and Salmi pointed out
that it is possible to clasp the reed in a slightly open fist and to open and close your hand to
make a “wah-wah” sound similar to a trumpet or trombone with a plunger.'s

Playing without a Reed

Some creative performers have become absolute virtuosos at playing double-reed instruments
withour a reed. Joseph Celli wrote and performed the haunting Sky: S for J (for five English
homs withour reeds).'® He has also perfected the techniques of performing alla romba (using
a trumpet-like embouchure) and blowing into the instrument more subtly to create whistle
tones comparable to those made by a flure. Inhalation as well as exhalation can creare inter-
esting sounds,
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Playing More than One Instrument Simultaneously

Anyone who has ever seen or heard a recording of Rahsaan Roland Kirk would have to be
intrigued by this rechnique. The late and grear Roland Kirk was a blind jazz musician wha
very convincingly performed two and somerimes three instruments simultancously, often with
intricate counterpoint and always with a lot of soul.'” He sometimes played the English horn
and tenor saxophone simultaneously. One of the challenges is simply how to hold more than
one instrument at a time. A neck strap can help in this macter, but it's still precry awkward.
Another problem is how ro play with only one hand. Obviously, the range will be limited. It's
possible to tape some upper keys shut if lower nores are desired. Vinko Globakar called for
this approach in Dualité for two oboes played by one oboist. The performer plays one oboe
with his or her right hand while the left hand plays the other. Both aboes are in the mouth
simultaneously. Globokar mentioned to me that the piece works best when the knees are also
emploved, raising and lowering the oboes to assist the embouchure. This approach cerrainly
enhances the theatrical as well as the sonic gesture.

Rheita Technique

John Corigliano used this term to describe a technique in the last movement of his Concerto
for Oboe and Orchestra. In the preface to the concerto, Corigliano mentions thar the rheita is
an Arabic oboe that is played with the entite reed inside the cavity of the mouth. He
explained, “1 had been to Marrakesh, where | heard the Arabic oboe accompanying cobras in
the main square as they danced. These oboes are wooden and have a plastic disk around their
top. The player puts the reed in his mouth, and presses his lips against the plastic disk, blowing
his cheeks our, and you get that raucous, wonderful microtonal sound.™* Rheira rechnique is
achieved by placing rhe lips on the strings of the reed and blowing energetically.

A number of composers have requested a similar tone quality without using the rerm
“rheita.” George Crumb's Ancient Voices of Children includes a movement, “Dances of Ancient
Earth,” in which the oboe is requested to play with a “raw, primitive, shawm-like" rone and
ar a fartissimo dynamic (see figure 4-33). This rechnique is also effective on the oboe d'amore.

Very rhythmic [.F-IEB]
35|

rawy, Tinty dhawmeLiks

Figure 4-33  Crumb, Dances of Ancient Farth from Ancient Voices of Chilelren

Marti Epstein included a section to be played “with a nasal tone like a Middle Eastern inscru-
ment" in Thalia, for oboe d'amore and live elecrronics. This technique is less effective on the
English horn because of its durker tone quality.

Playing Non-Western Oboes
Many creative performers have studied and mastered non-Western double-reed instruments
including the shenai, nadaswaram, or mukha veena from India or the p'iri from Korea, to
name only a few. Almost every culture has its own oboe, and usually it's a raucous, Dionysian
thing that makes our refined, polite oboe pale in comparison! A study of the recordings and
the technique of various non-Western oboes can inspire performers and composers looking 1o




18/~ Chapter 4

broaden their musical horizons. A number of recordings of non-Western oboes are listed in
the selecred discography near the end of the book.
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Electronics for the Oboe: A Primer

Electronics are an integral part of the contemporary musician's world. Almost all active musi-
cians find themselves in situations in which their instruments need to be amplified, many
perform in radio broadcasts and creare recordings, and some urilize clectronics in order to
expand their sound palette. This chapter will offer basic information and practical considera-
tions regarding electronic applications for the oboc.

The diagram shown in figure 3-1 illustrates the standard configuration for any use of elec-
tronics.

Electronic
processing
{optional)

T iy

Microphone i~ MipEipE board p Amplifier | o Loudspeakers

y 4

CD, DAT, tape
{optional)

Oboe Ly

Figure 5-1  Hectronics configuration

Amplification

In chamber music sertings and particularly in solo performance, it is imperative that one has
basic information about amplification. Consideration should be given to sound quality, case
of use, and eliminarion of problems such as excess key noise and feedback (the loud screech
that occurs when the microphone picks up the signal from the loudspeaker). Various micro-
phone setups are available: air microphones (the commonly used type thar converrs sound
waves traveling through air into an audio signal), conracr microphones {(which are affixed w
the reed or the instrument), and wireless microphones (an air microphone attached o the

79
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instrument chat sends the signal ro the mixer via radio waves). It has been my experience that
there is no better tool to amplify the instrument and produce the truest and best sound quality
than an air microphone. Contact microphones allow for freedom of movement and largely
eliminate feedback. Unfortunately, they just don't yet sound as good as air microphones.

Sound emanates from the entire instrument, nort just from the bell. For instance, if one
plays an A 440, much of the sound will emanate from the G hole. Therefore, it is best to set
the microphone somewhere along the middle of the instrument, about six to ten inches away.
Another approach is to use two microphones, one for the top joint, and another for the bell.
I always use two for the amplification of the English hom or oboe d'amore. For these larger
instruments, place one microphone about six to ten inches from the middle of the top joint
and the other the same distance from the top of the bell. Don't place the microphone directly
under the bell, for this will resule in overly loud and booming levels for the lowest notes on
the instrument.

Once the microphone signal goes to the mixer, equalization (or EQ) is applicd. This inten-
sifies or attenuates various frequencies. For instance, it is possible to make a rich, dark oboe
tone sound thin and bright by hoosting the high frequencies und attenuating the lows.
(Unfortunately, it's not so easy to make an unsubstantial tone sound good!) Performers need
to understand EQ in order to ensure that the audience hears their desired tone quality.

We can lcarn something from popular music vocalists who are adroit at using the micro-
phone. For instance, Frank Sinatra was known to use the microphone extraordinarily well to
gain dynamic range with a naturally small voice. He could sing with an unforced, intimate
tone and be heard above a loud band. It is crucial to understand that as soon as one steps in
front of a microphone, one is playing an electronic instrument. The microphone is an exten-
sion of the instrument, and it must be used effecrively. One needs to know where to stand,
how to move, and the effects of various microphone placements. It requires practice, just like
with any other instrumental technique.

Many performers are interested in exploring amplifcation and electronic effects, bur chey
don't know where to start. 1 use an AKG C1000 S microphone for both amplification and
recording. Also recommended is any microphone by Neumann. | would advise investing in
the best microphone affordable. Next to the oboe and reed, it's the most critical purt of the
chain.

The standard sound system consists of several separate components: mixing board, clec-
tronic effects, amplifier, and loudspeakers. Simpler systems are available, for example the pow-
ered mixer, which combines the mixer, the amplifier, and optional effects; or self-powered
speakers that usually include only the mixer and amplifier, and that take a signal directly from
a microphone. Self-powered speakers are appropriate for situations in which only modest
sound reinforcement is needed. The component system provides the greatest degree of flexi-
bility and sonic sophistication. Following is basic information about the standard components
in a sound system.

Mixing Board. Also known as a “mixer,” this device combines and roures audio signals from
a set of inputs to a set of ourputs, usually with some adjustments to levels and EQ, often with
electronic processing. A basic mixer usually has at least cight channels thar receive signals
from micraphones, CD or tape, synthesizers, electronic effects, compurer interfuce, or any
combination of these. A professional mixing board might have as many as forty-eight or more
channels. Signals come in at “line level” or the weaker “mic level." Most microphones necd
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a pre-amplifier to boost the signal before it reaches the mixer. The pre-nmp is usually included
as part of the mixer, but it is also available as a separate unit.

Amplifiers. The main outputs of the mixer go to the power amplifier, and its function is to
boost the signal. It will always be the last component before the loudspeakers in a sound sys-
tem. The size and power of the amplifier must be appropriate o the loudspeakers and the
room size in order to avoid distortion in loud passages or excess noise in soft passages.

Loudspeakers. A loudspeaker converts the electrical signal into sound. Often a loudspeaker
will contain more than one driver in various shapes and sizes: small tweeters for high frequen-
cies, large subwoofers for low frequencies, and separate drivers for mid-range frequencies. As
with the amplifier, the loudspeaker needs to be appropriate to the room size and to the type
of music being amplified. For example, a solo oboist would generally not need speakers with
gigantic subwoofers. This type of speaker would be more suitable for a rock band with heavy
bass frequencies.

Electronic Processing

Sophisticated electronic processing used to be available only to the privileged few who could
gain access to major electronic music centers (usually ar academic institutions), However,
thanks to the invention of musical instrument digical interface (MIDI) and the booming pop-
ular music industry, electronic processing is now accessible and affordable ro just about every-
one. A variety of multi-effects processors, usually designed for guitarists and vocalists, are
readily available on the market. There's not always a clear dividing line berween electronic
processing and amplification. For example, EQ is a type of processing, and in many instances,
engineers will add some reverberation. Electronic effects can be used in a live performance,
and this is referred to as “live electronics." In general, it is best to apply elecrronic effects after
the audio signal has gone into the mixer. That way, you have control over the balance of
processed versus acoustic sound. Note thar depending on the size of the hall and the engineer's
mix, the penetrating acoustic oboe sound is often audible and not totally colored by the live
electronics. For recording purposes, it is customary to record the unprocessed sound and to
apply effects afterwards. Following is a description of some of the most basic types of electronic
processing.

Filters

Filters can be used to accentuate or atrenuate certain frequencics wichin the full acoustic
spectrum. A common type of filtering is EQ, discussed above, in which filters are applied o
the amplificd instrument's signal {with consideration to the electronic system and room) o
sound as much as possible like the initial acoustic source. High-pass filrers will not allow cer-
tain low frequencies through; low-pass filters will not allow certain high frequencies.

Wah-wah

The wah-wah effect is a simple type of filter system usually controlled by a foot pedal. It recre-
ates the wah-wah sound made by a brass player using a plunger mute. As a player presses the
foot pedal, it goes from atrenuating the higher frequencies to attenuating the lower ones, cre-
ating u wah-wah cffeer. It is widely used by guitarists, but can be used by other instrumentalists
as well. | had the honor of performing in the American premierc of Stockhausen's Sternklang,
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Reverberating Eighth Note (countesy Tom lohnson)

a performance in which each of the instrumentalists used a custom-made filter pedal, similar
to a wah-wah, in order to mimic vocal sounds.

Delay

Although the rerm “delay” is often used interchangeably with “echo,” it has a broader mean-
ing. If the audio signal is delayed in various ways, 1 number of effects will result. Reverberation
is a type of delay thar consists of multiple blended sound images (nor individually discernable
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“echoes”) caused by reflection from walls, floor, ceiling, and orher surfaces.! In contrast, echo
refers to one or more distinet sound reiterations. Reverberarion can be applied to a signal o
mimic the acoustics of anything {rom a cathedral to a small room to a basketball arena. A
reverb unit is often included in multi-effects processors. Delay can be created with digital or
analog means. Some of us remember early delay systems created by tape loops: analog tape
stretched between two machines. (It was always good sport to warch one part of the tape loop
sag while the other tightened duc to slight inequalities in speed of the two machines—and
wonder whether the tape would make it to the end of the picce!) Digital delay units are readily
available and can create delays of a fraction of a second through several seconds after the
original sound. Ingram Marshall's Dark Waters for English hom, tape, and digital delay uses a
delay of cight seconds, and his Holy Ghosis for oboe d'amore and digital delay employs a much
shorter delay that sometimes creates a canon to the eighth note.

Chaorus, Phase, Flange

These are all effects achieved through manipulation of the delay process. In the chorus effect,
several parallel delays are played, each with tiny variarions in starting time (30—40 millisce-
onds). The effect, as the name implies, creates the impression of multiple sound sources, such
as three oboes attempting to play in unison. In phasing and flanging, the original signal and
the delay play back ar slightly different speeds. The resulr gives the effect of a sweeping comb
filcer.

Pitch Shifter, Octave Divider, Harmonizer

These devices add one or more additional pitches to the original signal. A simple pitch shifter
would always add the same interval, a major third, for instance. A “smart” harmonizer, a more
sophisticated tool, would add intervals appropriate to a given seale. (For example, if shifting
pitch up a third in a major scale, a harmonizer would add a major third to the tonic and a
minor third t the super tonic.) An octave divider would add the upper or lower octave. Laurie
Anderson has used pitch shifting extensively, and this effecr can be heard in both the narra-
tion and the accompaniment of her well-known picce, O Superman.”

Envelope Modifier

An envelope is the shape of 4 sound, from atrack through sustain to release. Envelopes can be
maodificd, as in the bombastic attacks in the conclusion of Jack Vees's Apacrypha for obae and
tape (CD rrack 36). He used the ephemeral sound of an oboe reverberating in piano strings
as the initial sound source, and gave it a sforzando brassy attack using a Buchla Spectral Proc-
#4501,

Ring Modulation

A ring modulator combines two input signals. One signal is the carrier, and the other is the
modulator. For example, if a voice is modified by a tremolo effect, the resule would simply be
a voice with varying amplitudes, (Tremolo effect changes amplitude or volume, while vibrato
effect changes pirch.) If the rremolo goes faster than about twenty cycles per second, it would
produce an audible pirch. A ring modulator would use this second signal to modulate the
voice signal. The pirch of the carrier signal (the voice} would not change, but its timbre would
be altered. This effect was used widely by the avant-garde electronic composers of the ffties
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and sixties, such as Karlheinz Stockhausen in Mikraphonie I1. The effect was also used to create
the robot voices in 19505 science fiction movies.

Vocoder

A vocoder takes an original signal (often a human voice) and splits it into a number of narrow
frequency ranges. Each range is processed scpararely through an envelope follower and
replaced with a synthesized sound, and is finally mixed as a single composite signal. The resulr
is a synthesized sound that has many of the same properties as the initial sound source. The
band Kraftwerk used this technique in “Expo 2000," as did Styx in their well-known “Mr.
Roboto."

Distortion

This effect, popular among electric guitarists, distorts the tone, It is often available on multi-
effects boxes, and can be applied to an oboe tone. In sections of Jack Vees's Tartooed Barbie,
distortion is applied on both the oboe and the electric 12-string guitar (CD track 34).

Sampling

The sampler makes a digital picrure of the original sound source and can play it back, like an
instant recording. The sound can be processed and manipulated in any of the ways described
above.

Noise Gate

A noise gate will turn off the audio signal passing through it when thar signal falls below an
adjustable threshold. This is a very handy tool for the oboist seeking to perform with live
electronics while using an air microphone. The noise gate will help to eliminate feedback and
to amplify and process only the oboe tone, not other sounds on stage.

Computer Interface

Through the language of MIDI, it is possible to interact with a computer with a sophistication
and spontaneity comparable to that of chamber music. A pitch rider can follow the oboist’s
playing and initiate gestures when particular notes are played. In other pieces, a performer
can st a tempo, and the computer can be programmed to follow. Todd Winkler's Three Oboes
for oboe and live electronics features real-time harmonizarion, pirch shifting, delay, and other
sound processing. Some composers have used MAX, a computer program that can sample the
tone and transform it into another gesture or apply effects. The MAX program is used in Scott
Lindroth’s Terza Rima to play a synthesizer as well us to control digital effects. The effcers
device processes the live oboe sound as well as the synthesized timbres. This synthesized music
comprises varied texrural backgrounds for the oboe’s melodic lines, and MAX can gencrate
these rextures indefinitcly. The oboist (or an assistant) initiates each textural change with a
foot pedal or some other MIDI input device.

Work wich elecrronics can be very helpful ro expand and inform any musician's ear train-
ing. Joseph Celli commented that electronics have had rwofold use for him: “Live electronics
in performance . . . [and] electronics informing me of what actually goes into producing
sound."? He mentioned that elecrronics coneributed to his understanding of overrone sysrems
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and the acrual acoustic composition of a tone, and he noted that this perspective can instruct
the way we play.

il

Compilex Triplet (courtesy Tom fohnsan)

1]

BRecording

Oboe recordings tend to be of two types: a studio recording in a dry acoustical space, or a
lacation recording in a space with acoustics suitable for the piece. In a studio recording, rever-
berations and EQ (and sometimes effects) are applied after the pure oboe sound is recorded.
Microphone placement is usually up close. A location recording tends ro emphasize the sound
of the instrument's resonance in the acoustical space, and microphone placement tends to be
slightly further away in order to capture some of the sound of the room. In either type of
recording, a knowledgeable performer can usually be involved in decisions regarding micro-
phone placement and equalization of the oboe tone. Recording engineers love to close-mike
instruments—it gives them more control of the sound. However, the result is often strangely
unlike the sound of an acoustic oboe—for example, the sound of the keys, saliva on the reed,
and the breath are magnified out of proportion ro an acoustic sound. Usually engineers will
move the microphone back if the performer respectfully pleads with them, and vsually the
sound will be more attractive to the musician. Otherwise, the above discussion of microphone
placement for amplification also applies to recordings.

Whenever possible, it is advisable ro be involved in determining the specifics of EQ.
Recording engineers respect musicians, and they usually want to help instrumentalists project
their desired tone quality. The recording process offers a wonderful opportunity to explore the
muances of EQ. Listen to playbacks as often as possible, for they will teach you much. In most
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situations, it is best to put effects onto a separate track. That way, one can change them after
the recording dace, if desired, Once the recording is made, the editing process takes place.
Today's digital editing makes it fairly simple to make minute and highly detailed changes. It
is always a good idea to be involved in editing, if possible. Not only is it very helpful to under-
stand the power and limits of the process, but it is also wonderful to have some influence as o
which take is sclected.

MNotes

1. Gary Duvis and Mark Jones, Sound Reinforcement Handbook (Milwaukee, Wise.: Hal Leonard Publishing
Co., 1987), part 11, 5-17.

2. Asguoted in Aaron Cohen, “Oboists and Eleceronics: Embracing a New Era,” Intemarional Donble Reed
Sociery lowrnal, no. 25 (July 1997): 43.
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Standard Fingering Chart for the Oboe
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APPENDIX TWO

ot

Apocrypha Score

The music reproduced in this appendix was commissioned by the Minnesota Composcrs
Forum and appears with the following performance directions.

The lower staff of each system shows the major recognizable cues of the “tape” part. This
part is now on an audio CD, available through Leisure Planer Music. The performer should
synchronize with this by using a stopwatch or by following the timer on the CD player. Most
of the interplay between the live player and prerecorded marerial are “soft” riming cues. How-
ever, the general tendency is that the live player leads the “rape” in the beginning of the piece
and responds more to ir ar the end.

The two-channel playback of the tape part is hest realized if the speakers are located front
and rear of the performance space, as opposed ro left and right. To be clear about which
speaker is which, the front channel contains almost all of the sounds during the first minure
of the piece. The performer should set up close to the front speaker so that the live and taped
sounds are almost indistinguishable from one another. The petformer tmay also use a micro-
phone, not so much for volume but to enhance rhe blending with the other part. (If it is
impossible to place speakers front and back, a lefi/right standard sterco system may be used
with the performer standing far left on the stage.)

Much of the live part is abour shading the main pitch given in the score by the use of
alternate fingerings and trills. The fingerings shown in the score are suggestions thar have
proven to work well. Performers may substiture other alternate fingerings that achieve similar
resuls.

The indicarion “ter” indicates a timbral trill. This is achicved by trilling berween the stan-
dard fingering and another that slightly alters the timbre or pitch.

The trill notation with two wavy lines (first appearing at 2:00) indicates a double trill. Trill
using both the left and right hand fingerings or by using the first and second fingers of the
right hand on the Fi key and rhe screw just above it.

An asterisk placed above a note indicares thar an alternare fingering should be used.

The indication “silently,” which appears first at 7:00, is an indicarion for the player to
“mime" thar note or notes within the dotted lines. It is heard in the prerecorded part.

The numbers 1 or 2 appear in some fingerings. These indicate octave keys; 1 is the back
octave key, and 2 is the side ocrave key.
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. Beating Multphonsc
. Beating Multuphonas

. Tremolos E-C

. Double Tonguins
. Double Tongums
. Flutter Tonguing

K PEPENDIX THREE

. Harmonics (:07)
. Alternative Timbre Fingerings (:13)
. Glissandi (:04)

. Pirch Bends (:03)

. Srandard Multiphonics,
. Srandard Multiphonics,
. Srandard Mulriphonics,
. Standard Multiphonics,

Standard Multiphonics,
Standard Multiphonics,

. Beating Multiphonscs
. Beating Multuphonscs
. Beating Multphomsc
. Double Harmonacs

. Metamorphic Melest
. Metamorphic &

. Metamorphic Melor
. Double Trill
. Microinterval Tz

]

. Standard Multiphonics,
. Standard Multiphonics,
. Standard Mulriphonics,
. Standard Multiphonics
o= B1-88 (:39)

0t

CD Contents

Techniques

1-5(:34)
916 (:47)
17-24 (:45)
25-31 (:3%)
3240 (:49)
41-48 (:43)
4936 (:42)
57-64 (:38)
63-72 (42}
73-80 (:39)

1I-2 (:35)

-16 (:38)

sme o o

17-24 (:37)

S TR ARy

= '.'--:'_:' )
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31. Breath Accents (:06)
32. Rolling Tone (:08)

Excerpts of Repertoire

33. Scotr Lindroth: Terza Rima for oboe and live electronics (255}

34, Jack Vees: Tattooed Barbie for electrificd oboe, 12-string electric guirar, and drum machine
{1:12}

35. Eleanor Hovda: Jo Ha Kyu for oboe solo (:18)

Entire Compositions

36. Jack Vees: Apocrypha for oboe and rape (5:32)
37. David Rosenboom: And Come Up Dripping for oboe and live electronics {15:46)

Libby Van Cleve played oboe on all tracks. Jack Vees played guitar in Tattooed Barbie, and
David Rosenboom performed on live eleceronies for And Come Up Dripping.

Tracks 1-35 and Track 36, Apocrypha, were recorded on October 3, 2002, at Yale Universi-
ty's Center for Studies in Music Technology, New Haven, Connecticut, David Budries, record-
ing engineer. Track 37, And Come Up Dripping, resulred from a live performance on March 3,
2001, at the Engine 27 performance space in New York City, Jody EIff, recording engineer.
The recording was later reprocessed and mastered by David Rosenboom in the composer’s
studio, California Institute of the Arts,

This CD was mastered by David Budries ar Sound Situation Studios, Glastonbury, Con-
necricut.

About the Compositions
Apocrypha (1986) by Jack Vees

The cboe 15 the original sound source for all of the tape portions of Apoceypha, In fact, this piece was
originally puc together on old-fashioned analog rape, and it was the last time [ did dhac T recorded
several samples of the oboe played into a piann, resonating the strings. This raw marerial was then
processed through a Buchla 300, an early “digieal” synrhesizer and audio worksration, and mixed back
onte 4 two-track tape. From its inceprion, the piece was designed for both the live and rape parts 1o be
equal, not a solo voice wirh accompaniment. In the craditional sense, neither one caries cthe “theme.”
The real essence of the piece lies in the interdependence of each component, in the way they revolve
akout one another sometimes cighely, other times broadly, giving and receiving sonic material, (Quota-
tion by Jack Vees)

And Come Up Dripping (1968) by David Rosenboom
“The sun- or sky-god descends to fructify the frozen earth in rain and lightning; there is a
period of waiting; then the Young God is discovered in the first bloom of spring.”

This recording of And Come Up Dvipping by Libby Van Cleve and the composer is a new realization
and updating of an original 1968 composition. The phease, And Come Up Dripping, which | found in
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a book of colloguial ssyings, is meant to evoke an image of new forme—new life forms or new musical
forms—emerging from a primal soup of an underlying, selforganizing complexity creared from the
interaction of simple components. Thus, the form of each performance emerges every time anew. A
funclamental process through which each form grows invalves exrension in rime-space, realized by
means of time deluys that eaprure extended percepts in memary, which eventually coagulate inm a
mass, in this case, the mass of a musical architecture, Musical gestures notared with various graphical
syrnbols provide minal genetic impulses of sound thar become extended in chis way, Complexicy then
arises from recombinant feedback in which every repeated phrase may be modificd or mutated in three
ways: 1} by processes which increase the information complexity of the oboe wavetorms, making them
less prediceable, 21 by processes which decrense their informarion complexity, making them more pre-
dictable, and 3) by gating, a process imparting amplitude or loudness shapes to the musical gestures.
The score provides a prototype scheme for all chis, and the elecrronics performer is invired o wse
whatever means are at her or his disposal 1o make a fuithful realizacion. In the first performances of
And Come Up Divipping, the electronics part was realized with the aid of  homemade analog computer
constructed by the composer. In this newly revived version, digital signal processing software was used
to simulare the cireuies used earlier. The oboist is free to choose the remporal ordennye of the four main
sections and where to begin on whar i= a kind of clecular structure contained in each section. Some
parts allow for considerable freedom in interpretation and some invite structured improvisation. The
seore was fiest published in Sowrce, Music of the Aswmr Garde (Composer/Performer Edinon, No. 6,
1969, (Ouetarion by David Bosenboom)
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Selected Music Bibliography

The following compilation includes many major pieces in the oboe repereoire and a number
of less well-known pieces. Manuscript compositions are noted as “manuscript,” and addresses
of composers have not been provided. Instead, readers are encoutaged o consult such sources
as the World Wide Web, Dictionary of International Biography, Wha's Who in Music, ASCAP
and BMI directorics, and the Directory of Music Faculties in Colleges and Universities, 1.5, and
Clanada.

Oboe Alone

Alexander, Kathryn, Luminescence. Manuscripr, 1997,

Amy, Gilber. Jenx pour {1 8 4} hauebois. London: Universal Edition, 1970,

Andriessen, Jurrizan. Balocen. Amsterdam: Donemus, 1960,

Andriessen, Louis. A Flower Sang IT for oboe solo, Amsterdam: Donemus, 1964,

. For Pauding O, Londom: Boosey & Hawkes, 1993,

- vergeet mif niet (for obaist who stmultaneously plays piano), Manuscripe, 1970,

Antoniow, Theodore, Five Likes for Solo Oboe (Oboe damore). Kassel, Germany: Birenreirer, 1969,

Amold, Maleolm. Fansasy for Ohne, London: Faber, 1066,

Baley, Virko, Persona, Troppo Note Publishing,

Barrolozz1, Bruno. Collage. Milan: Edizioni Suvini Zerbond, 1968,

Berio, Luciano. Sequenza VI Vienna: Universal Edirion, 1969,

- Sequenza VI Vienna: Universal Edicion, 1969, Ed. Jacqueline Leclair, 1996,

Boone, Charles. Springtime. Paris: Editions Salabert, 1930,

. Vermillion. Paris: Editions Salabert, 1970.

Bresnick, Marcin, Theme and Variations for Solo Oboe. New Haven, Conn.: Common Muse Music Publishers,
1963,

Bricren, Benjamin. Six Metamorphoses After Ovid, Op. 49. London: Boosey & Hawkes, 1951,

Cage, John, 4'33". New York: C.F Peters Corp,, 1932,

Cardew, Comelius. Vilo Solo for soloist or group of virmeosos, Manuscrips, 1964,

Cartrer, Elliore, A 6 Lewter Lester (1996). London: Boosey & Hawlkes,

——— Immer New. London: Boosey & Hawkes, 1992,

+ Inner Song oboe solo from Trilogy. London: Hendon Music, 1992; distribured by Boosey & Hawkes.

Castigliond, Niccold. .—‘irr.'j'. Mainz, Germany: Ars Viva Verlag, 1965,

. Gruezl Milan: Casa Ricondi, 1990,

Chavez, Carlos. Upimgos (1937), New York: (. Schirmer, Inc., 1957.
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Childs, Barney. Five Littde Sotndpieces. Tritone Press, 1939; distributed by Theodore Presser Co.
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picch bends, 21-22, 26-27, 33
pitches, 32, 53, 39, 61-63, 72
pitch rider, 54

pitch shifter, 83

powerad mixers, 80
pre-nmplificrs, #1

quarter tones, 148-21, 21, 23-25
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“This amazing guide to contemporary oboe techniques is what one would expect from
Libby Van Cleve, a superlative artist-oboist, who is passionately musical, deeply intelligent,
and eminently practical. Oboe Unbound is inspiring, comprehensive, and easy to learn
from, with easy-to-read fingering charts. | recommend it highly.”

—Allan Vogel, principal oboist of the Los Angeles Chamber Orchestra

“Libby Van Cleve has established herself as a leading innovator, virtuoso instrumentalist,
and visionary scholar of twentieth-century music. She has demonstrated creative mastership
and evolution for decades and is rightly viewed as one of the ‘state of the state’ oboe
virtuosos of this time period. The release of this book will extend the evolution and
exploratory dimensions of creative oboe music. It is a must-have for any serious student

of oboe music.” —Anthony Braxton, MacArthur award-winning composer,
multi-instrumentalist, and musical improviser

Oboists, forever obsessing over reeds and the demands of their finicky instrument, have
often lagged behind their more adventurous colleagues. Oboe Unbound: Contemporary
Technigues seeks to open up the tradition-bound assumptions of the instrument’s
capabilities. Not only does it include descriptions of standard oboe technigue (such as
range, reeds, and use of vibrato) and a basic fingering chart, but it discusses many recent
techniques (such as multiphonics, microtones, altered timbres, and extended range) and
provides numerous musical examples and hundreds of fingerings. The fingering charts
are extremely reliable, having been tested by a range of oboists with varying reed styles
and instruments. The book also provides basic information about electronic amplification,
recording, and sound enhancement; a substantial bibliography of music and literature; a
discography including jazz, non-Western, and art music recordings; and a detailed oboe
diagram. The accompanying CD contains examples of all contemporary oboe sounds
and two previously unreleased compositions, making this an essential resource for
oboists and composers.
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