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{When more than one fingering is shown, the first is the most common.)
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Pitch Tendencies & Adjustments

Oboe
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4

. S = Sharp (Notes not addressed are
F=Flat generally acceptable)
V =Very
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Pitch
Tendency F VF F S F S S
Adjustment Use RP3 Morereed & air ~ More reed & air Add low Regular RI/R3 Less reed
Morereed  Firm embouchure  Firm embouchure R3 key fingering RP3 Add R3 or RP1
in mouth
A o O
7 Py (9] =
2 O OO
Ffan [0 :
A3V
o
S VS S S F S S
Add R3 & RP1 Use less reed Less reed ~AddLP2or AddRP3  Use Add LP2
Add RP1 or Low Bb key if R1 &R3
RI,R2 &R3 available only
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ﬁ&l ¥
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A\SY;
0y
F F VF VS F S
Use more reed Use more reed Use more reed Add LP2 Multiple fingerings Available

Add adjusting key
Such as LP1
Experiment

Add adjusting
key - experiment

Add adjusting
key - experiment

depending on instrument
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The Tuning Process
Woodwinds

Flutes and Piccolos:  Play diatonically from top line F up to Bb three or four times. Tune the Bb 8 cents
sharp. (Note: Bb on piccolo is not always the most centered note. If you find this to be true, tune to (op line
F playing up from 3rd space C three or four times. Again tune approximately 8 cents sharp.) Be aware that
many piccoloand flute players tune with more air than needed. This pushes the pitch up considerably. Play
with what Emory Remmington called "a conversational breath.” This will give you a more accurate reading.
Be aware of the head joint and its adjustment, as this has a severe influence on the pitch. (Note: Bb above
the staff should be well centered. Use frequent checks to see if this note stays constant.)

Oboe: Beingaware of the problems that the reed and instrument present, itis still imperative that we become
consistentin our approach to tuning. Play diatonically from st space F up to 3rd line Bb three or four times.
The Bb should be slightly sharp. Then play diatonically from 3rd line Bb up to F three or four times. The
F, especially the fork fingering, will be slightly sharp. If you use the regular fingering for top line F, the pitch
will tend to be flat. (Note: A reed of approx. 70mm is recommended to achieve the desired pitch without
squeezing.) Constantly check 2nd space A and A above the staff as thisis the most centered note on the horn,

Bassoon: The instrument, reed and bocal have a great deal to do with the pitch of this instrument. Check
the 2nd line Bb and 4th line F, playing to both of them diatonically from below three or four times. If these
notes are not close to the required pitch immediately work with the bocals (size 00 to 4 from small to large
or sharp to flat) and the reed lengths. The reed should be 2-1/8" overall and a #2 bocal on a good instrument
should work best. Also be aware of the distance the reed fits on to the bocal. Too much or too little will cause
the instrument to play far enough out of tune so that accurate tuning will be impossible. It isimportant to
note that choosing a qualified student, instrument, reed and bocal will tend to make the pitch problems
less frustrating for you and your double reed players.

Clarinet: Check 2nd line G and adjust the barrel (approx. 1/8 inch). Then check low C. If 1t is sharp, adjust
the middle joint. Finally check 3rd space C. If this note is also sharp, adjust the bell. (Note: If this adjustment
further flattens low E then disregard.) Once this is completed, play up to each note, diatonically, three or
four times to insure consistency. (Note: Most student clarinets are built sharp. This is why iti§ imperative

to secure an accurate reading on 2nd line G first.)

Alto and Bari Sax:  First check 2nd line G. It should be very close to the centered pitch. Second check
G above the staff. This note should register slightly sharp. Play up to these notes diatonically, from D, three
or four times. (Note: Top line F sharp is the best note to check for zero tolerance.)

Tenor Sax:  Follow the same procedure as alto sax. Second line G should be almost perfectand G above
the staff should be sharp. (Note: 31d line B is the best note to check for zero tolerance.)

It is again noted that the quality of the instrument, reed, ligature and mouthpiece play a very
important part in the successful development of acceptable intonation.
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Baldwin Band - Standard Warm-ups
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Articulation

Legato ("doo")
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Staccato ("dit")
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Application EXercises (Irom HOUIK & Lauver (cuu/), 11e Lorrpiste
Saxophonist. Glenmoore, PA: Northeastern Music Publishers)
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Warm-Up Set 1

Option 1 (unison "lip slur” with brass)
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Option 2 (octave slur study with brass lip slur)
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Options 3, 4, & 5 (technical patterns with brass lip slurs)
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Warm-Up Set 3

Option 1 (unison "lip slur" with brass)
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Options 3,4, & 5 ( technical patterns with brass lip slurs)

6 7 8

i 2 3 4 3
articulation Patterns: | [0 IT TR DD IR DR TR ERE. T

~— — ~ 3 (g db S G

W3208




1
i
x4
—t
>
-
H
@
|
i
ez

F ]
1
;
H
]
72
i
f
2
H
8
i
i
H

|
7%y
|

193
p

T

be
;
T
5
P
f
T
"
-

1

O
T
e r' }:
e
1

12

be
|
-
i
Bpp

53,
&
& fruall
1 T
]l I
F
1
!'

" ol

W320DB

/““_\
=

" T

e

. t

4

{ & :
ba

q—-r-

PpRIFRRRERRR
-.fbf?tf‘rn
.pu‘FFFfP

@
o plpf 2 e s , pferf

.

IBPRP
vyoFe

Y

‘v

2
P
(oo

{ H T i
be
j £

4l

N

|

e

s

ALOE’F

e

nbr‘ * L
z‘—ﬂ.ﬁéf

i
[EAAS Y

Fal

7
& Fa)
LI £ Y. W
5

A

7

ol
[ £ an W22
AV
LN

A

7

rad
[ W £ 2w W)
IS YA
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option 1 (unison "lip slur” with brass)
e o s
! 2 {
i e ——
7] !
e fr e
! H 3 1
2 '
Option 2 (octave slur study with brass lip slur)
2
b o ¢
7
o I
| &
2
Options 3, 4, & 5 (technical patterns with brass lip slurs)
H
Articulation Patterns: | []])J7]]
g Eﬁ?gl'rpfri.?lbm—m i
2
A{).b'b}gb]\:bﬁ F f‘ ‘f l}).bﬁ'bfbftb
E
be
e e e ele
1]0
ol
Eeee boreer

14




sme O boe Scale Options

|5 Notes - All Tongued|

0 1
i S5 T’ —f =
5 [5 Notes - All Slurred|
OH_1
#5;!—'” = e e e ——— f ¢
9 |5 Notes - Slur 2, Tongue 2|
f . 2N N <N
M P rier L er e
T — T —— T — ]
S S
13 |5 Notes - SAdF Tongue 2|4\ ¢
_ng) N ~ Y ~ Y P
{en>—of* —t— o —— ?_r— o s i e ¢
NV I 1 N ep—— 1 . } 1
> — i e ——] ] :

o . ———
1 17
i i —— P ¥
o i — T e S i i I — o &
ANSY, — e — o s | - ] !
o - 1 —— —" !
sim. descending
21 6/8 Exercise 1 .
b 2 { ) | —
i
y 47y P T I e S — T ) Y - 7 V7 1
{~? 7o @ 5 ® i ey A 1 SR S A— A S A—" — f yA—
ANV 9] 0 - 7 4 7280 4 Y ! !
e |4 y 7 14
250 6/8 Exercise 2 similar asc. & desc.
I
o2 9
o> o o 9o —9 | # @ # & & i I T T i )
<Y i | ] ! ) | [ i I 7 ! ! i i) ! I | | "4
Q) I —— | |4 —— 1 | 4 e — I | 4 ! '

29 Scale Slurs o N
S o~ A~

O /\ N T, g et LLPee e, —
p A, i o i I i i e i —
‘;*‘E 2 i I | i : — H | 1 1 ! | [nosl
ANRY = | 1 { ] 4 i —— — . J | 1 I
Y] U m—— e |
33 Scale Repeats . =
O T s popofpee
B A S T S S S o — =—
Greetpoprprr et i L [ L =——
<Y T — — ———
o - e
35 o

R il il ol il il oo, o0 5, . .
e e e i e s o e e >
AN — ———— — et ] c f’r



e
=
=
g,
<
¥
&N
*

One Octave Scales & Arpeggios

In All Twelve Major Key Signatures

nEp

3
o

e
LY

T
B
2

[
{
¥

Fa)

7

2
s
joav

D)

Bb

Y
il
1
i

{3

[ B
&

F

[® ]

1l

- T I PN

C

-

»
11

£S )

#
et

>

»
T T
1

>

¥ BV

N

)

>
Y ]
{

I
 S—

£ 2o
—

2 ¥
i

o AT

ARV J
D)

B

!

As . 4
LY B . B

3

hif

[
I
{

F

3208

W



Appendix - 48 ‘
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Minor Scales (Melodic, Natural, Harmonic

Oboe Concert Keys: ¢, g, d, a, e M. Max McKee
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BAND INFO — “NEED TO KNOW”

Strategies for SMART practice:

1.

2
3.
4.
5
6

Play rhythms on one pitch first if difficult

Look for patterns

Play in a comfortable range first (down an octave?)
Isolate one challenge at a time

Work slow to fast (use a metronome)

Build from the middle

Logical Steps to Effective Intonation

1.
2.

3.
4.
5.

Listen for “beats”
Make an adjustment; if beats get faster, try the opposite until the beats slow and

eventually disappear.

If you have to pinch to make the beats stop, make your instrument shorter

If you have to relax to make the beats stop, make your instrument longer

When you hear no beats while playing with your normal embouchure you are in tune!

Ways and Steps to Listening

1.

2.

If you hear yourself sticking out of the band’s sound you may be playing too loud. Thisis
BALANCE. See below for info on the Pyramid of Sound.

If you adjust your volume and still stick out of the band’s sound, adjust your posture,
embouchure, and breath support to make your tone mesh better. Thisis BLEND. Think
of putting your sound “inside” other voices...e.g. Alto’s try to fit “inside” the horn sound;
Trumpets try to fit “inside” the tuba sound.

If you adjust your volume and tone and still stick out of the band’s sound, you may be
out of tune. This is INTONATION (see above).

Always listen down to the lowest instrument, to the people on either side of you, and to
yourself.

The Pyramid of Sound (BALANCE)

1.

Higher voices are more easily heard than jow voices; therefore to create a more
balanced sound, adjust all dynamics levels as follows.

Low voices (tuba, low brass, tenor sax) should be strongest...play at or above the written
dynamic level

Middle voices (alto, horn) are the next highest priority...play at or slightly below the

written dynamic level
High voices (trumpets, flute, clarinet) should be least prominent...play one level below

the written dynamic level



Scale and Chord Related Theory

\ scale is a series of single notes which ascend or descend in a stepwise manner within the range of an octave.

jecause scales are arranged in a stepwise

[he notes within scales have a specific whole step/half step

manner, the note names will always be in alphabetical order.

ntervalic relationship with each other.

C natural minor scale (lower the 3rd, 6th, and
7th scale degrees a half step).

C major scale (half steps are between scale degrees tervats: W H w o w H o ow o w
3-4and7-8) I !/\II I I/\FL ]
C DFF G A B C
Scale Degrees: 1 2 3 4 5 6 7 8
Intervals: W w H w w w H - )
r 1 1 yaNE I I VAN C harmonic minor scale (lower the 3rd and
C D E F G A B C 6th scale degrees a half step).
. Intervals: w H w w H wsn H
Scale Degrees: 1 2 3 4 5 6 7 8 1 /\r[, — r;_.j
Tonic  Dominant Leading Tone C D F F G A B C
Scale Degrees: 1 2 3 4 5 6 7 8
. : Augmented & Diminished
C melodic minor scale (ascending lower the 3rd and descending lower the 7th, 6th, gm n
2] <cr ) Intervals from C
and 3rd scale degrees a half step). g
" " " " Augmented 4th’
Intervals: w w w w w w w w w w T {tritone)
r""}/\q 1\ I 1{\r T %\r ; . o
CDEPFFGABCBANGF PDC | GEL
Scale Degrees: 1 2 3 4 5 6 7 8 7 6 5 4 3 2 1 ;
: Diminished 5th
. (tritone)
Intervals of the C major scale: o : Jl
i @!}5 z - '; ol
Major 2nd Major 3rd Perfect 4th  Perfect 5th Major 6th Major 7th Perfect Octave :
i G 31 T T H i I i ) 3 Augmented 5th
(o= e e === H | 5
Y & 4 r ¢ r . * s ! r f A2 ! T
X y
Minor Intervals from C .
EW minor2znd | C major triad (three note chord) in root position and inversions.
& =
?M minor 3rd Root Position First Inversion Second Inversion
* H
? E l('(l {* § ¥ 1 {}
= minor 6th HO g e TS ¢
D) © -
= inor 7th From Bottom: From Bottom: From Bottom:
. minor root-third-fifth third-fifth-root fifth-root-third

Essential Vocabulary:

‘ Basic chord types constructed from C:

Major Minor Diminished
Interval - the distance between two notes A fower third fower third & BEeh
u 5. i e -
alf Step - the closest interval between two notes = 8 g g

Whole Step - an interval of two half steps Augmented Sus 4

raise fifth fourth replaces third
Third - the distance of two adjacent lines or two adjacent spaces E\ { 1 — -

s Cg S ;'j

Scale Degree - a note's classification according to its position in the scale 3’ "8 o

Tonic - the first note of a scale, the "key-note" from which the scale takes its name

Dominant - the fifth scale degree, chords built on this note are "dominant’ and normally resolve to the tonic

Leading Tone - the seventh scale degree, it is one half step below tonic and its tendency is to "lead" or rise to the tonic

W32FL




