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THE DOUBLE REED

Developing the Altissimo Range of the Oboe1

Christopher Redgate
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During the 20th century the range of the
oboe has been creeping upwards. In the
1930s A62 was first used3 4 while in the

1960s the occasional B5 could be found, and in the
early 1970s C7 was sometimes used.6 By the early
1980s a few composers had written up to D77 and
pitches between A6 and C7 were employed more fre-
quently. The range from G6 upwards can usefully be
referred to as the altissimo range.

Because of the changes which have occurred in the
last 50 years, a reconsideration of what is reported as
the range of the instrument, for example in orchestra-
tion books, is required. When writing for professional
performers I suggest the following revision: For use in
orchestral music Bt>6 should be the top pitch and for
soloists C7. These are of course the ideal and should be
tempered with advice concerning their use.8

In the early days high pitch use tended to be either
individual pitches used in isolation or in a situation
where there was time to prepare or to move to/from
them chromatically.9 More recently, the demands
have increased and many of these pitches have been
written in technically complex passages.10

The techniques required in order to execute these
pitches fall into two categories: first, using stan-
dard blowing techniques, (which are sometimes en-
hanced)" and second, the use of teeth on the reed.
Many lists of fingerings for the upper range are not
specific concerning the technique or, where one
technique takes over from the other.12 This can cause
problems, as many writers suggest that the use of
teeth on the reed pushes the pitch up by as much as a
semitone." Technical problems also exist in that the
use of teeth on the reed involves a slight gap in sound
production. This makes a real legato impossible and
slows down the execution of some passages that re-
quire movement from one to the other. In addition,
the sound quality of these pitches varies significant-
ly, depending upon which method of production is
used. Writers also vary in their understanding of
what is possible in terms of dynamic range.14

From my own experience of performing a consid-
erable body of music that employs the altissimo range
i have become convinced that, though a challenge, it is

worth the effort and that the extended range adds con-
siderably to the instrument's potential colour pallet.
My arguments in favour of this assertion are of course
the excellent works that already employ this range.15

Developing and using the altissimo range should
not, however, be the preserve only of the avant-garde.
Any professional performer and many advanced stu-
dents (university, music college etc.) should be able to
play in this range if the fingerings are properly devel-
oped, the techniques are understood and the psychol-
ogy is right.

There are surprisingly many alternative finger-
ings available for almost all of the altissimo range
pitches;16 many of which are minor modifications of
similar fingerings.17 In some cases, when comparing
the fingering lists, the same fingerings can be found
on different pitch lists, which is not surprising given
the use of teeth on the reed by some performers and
its potential to raise the pitch by a semitone.

Many oboists faced with one or more unusually
high pitches will be familiar with the time it takes to
find fingerings, and the sense of floundering around
until the required fingering is stumbled upon. This
was my experience in the early days when fingering
charts were not available for this range.

A central aim in writing this article is to pres-
ent a method that will take a great deal of the sense
of floundering about out of the search for fingerings
along with some guidance on the techniques needed
for successful performance in the altissimo range.

The central themes are:
• Fingering development;
• Understanding of the techniques required

in order to play in this range successfully; and
• The place of the reed in developing the range.

In addition to the above I will explore a number of ar-
eas of keywork development with which I have been
involved and which are specifically concerned with
range development.

FINGERING DEVELOPMENT

"Fingering positions in this register only set up
the acoustic possibility of producing the desired
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note, but will in no way guarantee it—the ac-
tual pitch is attained from a strengthened lip
position, which must be slightly altered for each
tone." Larry Teal—Art ojSaxophone™

While the technique and performance practice of the
saxophone may be quite different from the oboe, the
above quotation does raise an important issue that
needs to be addressed at the beginning of this sec-
tion: The study of the fingerings must be undertaken
alongside the study of the techniques that help perfor-
mance. Where Larry Teal talks about 'a strengthened
lip position' we have a more complex range of issues to
address, including the way in which we cause the air
to pass through the reed, the possibility of using teeth
on the reed and of using the embouchure strategically.

In devising this article I have compiled informa-
tion and a strategy that can be applied to almost any
oboe." When beginning the search for high note fin-
gerings it should be remembered that there are very
many variables, and that what works for one oboist in
this range may well not work for another.20

The first level of the search for fingerings is usu-
ally simply finding something that works, and, at its
most basic, the following can be used to do just that.
However, there are other issues that are important.
Ideally it is advisable to develop fingerings that are as
comfortable as possible,21 safe in performance, that
can be used easily with other high-range fingerings
(both in terms of ease of fingering and that speak in
legato) and that can be articulated in isolation. Find-
ing fingerings that work well without the use of teeth
on the reed is the final goal.22

A METHOD FOR OBTAINING THE ALTISSIMO
RANGE PITCHES USING GENERIC FINGERINGS
AND FINGERING MODIFICATIONS

A comparison of all of the available fingerings for
each pitch in the altissimo range led me to develop
a set of generic fingerings and a list of most likely
modifications.23 These two resources enable perform-
ers to explore a wide range of options and to develop
fingerings that will be practicable on their own setup.

A basic process can be used in exploring the range:

Generic Fingerings24 (details in Appendix Two)
Using the Generic Fingerings as a starting point,
test the fingerings both with a normal embou-
chure and, at the top of the range, with the teeth
on the reed. Make a note of the pitches obtained
and any obvious problems: too sharp, too flat,

nothing speaks in the required range, only just
sounding, etc. You may want to try these tests on
two or three reeds for a more accurate evaluation
of the fingerings. If you have not tried to play in
this range before, take your time and make sev-
eral attempts if necessary.

Venting
The octave keys are used more than any other
keys for venting25 even in this very high range.
Occasionally in the fingering lists two octave
keys are used together; either 1 and 3 or 2 and 3.26

This situation arises at the very top of the range.
Suggested octave-key use in the fingering charts
varies greatly on otherwise similar fingerings. In
addition to their use as vent keys, the octave keys
in this range can also alter the intonation. This
is particularly the case with the third octave key.
Therefore there can be occasions where an octave
key can be added simply in order to lift the pitch
a limited amount.

The left-hand index finger is very significant
in this register and in addition to the standard
ways of using this key (closed, open and half
hole) I have found it useful on C7 and C '7 to use
a quarter hole (in effect letting out only the small-
est amount of air through the hole).

The trill keys play an important role in the
altissimo range especially for B6, C7 and above.
They can work as a speaker key rather like the 3rd
octave key in the standard upper range. Trill keys
can significantly alter the pitch, usually taking it
up, when opened. So if you find that a fingering
is not working, is only just there or is not in tune,
take a careful look at the trill key use. In some
fingering charts the trill keys are used on Bt>6,
but as there are good fingerings for Bfc>6 that do
not use the trill keys there is no reason to com-
plicate the fingerings even further.27 Additional
information about key use can be found in Ap-
pendix Three.

Intonation
Each fingering lives in its own limited pitch
world. It is rare that a modification takes it up
or down far. When seeking to move a pitch to
its correct place, remember that the teeth on the
reed will lift the pitch and so if you are using
teeth this needs to be taken into account.

Fingering options28

If you find more than one fingering that works
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on your setup then note it down. Given the com-
plex nature of many of the fingerings it is useful
to have options. This is the case for ease of execu-
tion in complex fingering patterns but can also
provide fingerings with different responses, some
being better at different dynamic ranges or re-
sponse to articulation.

Most of the Generic Fingerings will produce
a pitch in the right general area and if you are
lucky they may work perfectly, but for most per-
formers there will be a need to modify them in
some way.29 You may also find that even if they do
work, they are not quite in tune or are a bit stiff
or unstable.

COLOUR FINGERINGS

In the standard range of the oboe there are a several
alternative fingerings available for many of the pitch-
es. These fingerings can provide beautiful colour al-
ternatives, as can be seen in Berio's Sequenza VII. In
the upper and altissimo range a similar array of colour
options is possible and so any optional fingering you
find should be noted for potential use in this context.

In addition to the variety of colour fingerings
available there is also the teeth option to consider, not
simply as a technique for high note production, but
also as an alternative quality of sound. Teeth notes
tend to be rather thin and sometimes fragile. Many
composers would much prefer the more standard
quality; however, in my experience there are times
when the very fragility of the teeth notes can be the
ideal choice for a composer. In the book The Tech-
niques of Oboe Playing30 there is a specific section on
teeth notes starting from the G6 fingering and going
up to top C7. So it should be possible to perform from
G6 upwards using teeth if that particular sound qual-
ity is required.

ADDITIONS TO THE STANDARD FINGER
TECHNIQUE

The use of the trill keys at the upper end of the altissi-
mo range requires a slight rethink of the way in which
they are used. The challenge is to depress the required
trill key (or keys) while holding down the keys around
them. For example the left-hand C# and D trill keys
need to be used in conjunction with the standard G
and A keys. To achieve this, the hand must be turned
slightly in order to depress the required trill key
while maintaining a hold on the other keys. This can
seem rather uncomfortable at first, but soon becomes

a part of the technique.31 If the left hand index finger
is not in use over its usual touch piece then it can of
course depress the D trill key. Occasionally reference
is made to moving the fingers down so that the left-
hand index finger covers the second key (A key) while
the second finger depresses the Cf trill key and the
third finger covers the G Key. This can be a useful
solution in some cases.32

The spatula key employed by the left hand index
finger (usually used for an Aif /B trill) is sometimes
used at the top of the range, and the performer needs
to become quite adept at sliding on and off it.

EMBOUCHURE AND BREATH TECHNIQUE

The technique required for playing in the altissimo
range requires careful consideration as there are
some very specific technical changes that would be
frowned upon in the standard range. At the very top
of the altissimo range, the B6 and above, the need for
change becomes even more evident. Up to fit6 most
professional performers should be able to play with
a standard technique once they have sorted out the
best fingerings for their setup. However, even in the
lower part of the altissimo range some performers
may want to employ some of the technique modifica-
tions recommended below.

USING TEETH ON THE REED

I have already mentioned that in this range the teeth
are often employed on the reed in order to obtain the
highest pitches. Though this technique is obviously
less attractive to oboists than maintaining a standard
embouchure, it is worth careful study for a number
of reasons:

• Teeth on the reed may well give you an in-
stant pitch.

• If a performer has not played in this regis-
ter before, psychologically it can be an en-
couraging way to start.

• Initially it may be the only way of obtaining
the highest pitches

• In extended passages in the altissimo range
it can take the strain off the embouchure.

The teeth are placed at the bottom of the scrape33

with the lips closed around the reed in order to stop
the air leaking out. A light pressure is then exerted
upon the reed. Biting too hard will of course close the
reed up, while insufficient pressure will not produce
the right effect. It is worth experimenting in order to
find the best place for the teeth. In the initial stages
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try several reeds in order to establish which qualities
in the reed encourage the better performance of upper
pitches. When learning this technique, I have found it
useful to blow without articulating with the tongue.34

Using the teeth on the reed in this way effectively
shortens the vibrating length of the reed and thus
helps the highest register. Roxburgh describes it thus:

"Consider that the reed, as generator of the
sound, maintains a vibratory system independent of,
as well as adjacent to, the oboe. Like any vibratory
medium it is activated by a mode of attack - in this
case, air and embouchure. Played without the instru-
ment the reed will make a croak at the pitch b' [B5]. If
any part of the medium (the cane) is prevented from
responding by being stifled, the wave forms being
propagated will be shorter, and the resultant sounds
higher."35 [Square brackets mine.]

Some of the suggestions in the next section may
also prove helpful when using teeth (very few tech-
niques on the oboe work in isolation!). One of the
problems of using teeth on the reed is that it tends to
produce a sound with limited control, and is there-
fore hard to employ in a musical setting. Using the
following suggestions alongside the teeth can help to
bring a greater level of control to the sound especially
where dynamics are concerned.

STANDARD EMBOUCHURE TECHNIQUE

In order to perform in the altissimo range, and espe-
cially when using the standard embouchure, there is
a need for significant breath support. This is often a
contributing factor in gaining the pitches through-
out the altissimo range and may be all that is needed,
especially for the first few pitches. Other strategies
however may be required.

Taking the reed further into the mouth36 or in-
creasing the pressure of the embouchure,37 and
sometimes a combination of the two can be helpful
throughout the altissimo range. At the upper end of
the range a careful focusing of the breath38 is very im-
portant. The best descriptions I have seen for this are
to 'Close the throat as if saying "ee" ',39 or 'focus the
air stream as if saying "Hee" '. 4°1'" My own way of
describing this is to constrict the aperture at the back
of the mouth.

These technical options soon become natural
when playing in this range. You may find that one or
other suggestion is best for you, but a combination of
each is probably ideal.

Performers will differ as to how the two tech-
niques are used. Some will opt for a complete 'no teeth'

option, while others will use teeth. Many performers
will find a happy medium between using teeth and us-
ing the standard embouchure. Those using the second
option will also choose different points in the range to
change from one to the other. In the final analysis it
is the musical effect that is of paramount importance,
and performers will want to choose the options that
are most suited to the music in question. My personal
preference is to use teeth as little as possible, but hav-
ing said that, I do frequently use the teeth especially
when passages demand continuous playing in this
range or where there are very long notes (by this I
mean longer than a minute). I also vary to some ex-
tent according to the reed I am using, as some reeds
respond better to one or other technique.

PRACTISING IN THIS RANGE42

Anyone performing music using this range or inter-
ested in developing it will almost certainly already
have an advanced technique, and therefore playing
up to G6 will be quite normal.43 By placing the teeth
on the reed you may have found that all of the pitches
up to B6 or C6 have 'popped out' relatively easily (if
not, don't give up!). I suggest the following guidelines
for developing this range:

• Never practise for too long at any one time
in this range - probably no more than five
to ten minutes at a time.

• Get used to playing individual pitches so
that you become accustomed to the sound

• Try using the teeth for the highest pitches -
at least initially.

• Extend the practice of the chromatic scale
note by note - this helps to integrate the
fingerings.44

• Work regularly in this range so that it ceas-
es to be something out of the ordinary.

THE PSYCHOLOGY OF
PERFORMING AT THE TOP

There is a psychological side to performing at the top
of the instrument. I have for many years now encour-
aged my students to be able to play pitches higher
than they need in performance.45 So if a performer
is playing G6 in concerts, especially solo or exposed,
and the performer can obtain the G#6 or even A6
with any regularity in practice, there is a good chance
that the G will not seem quite so intimidating. How-
ever, because we consider the altissimo range to be
out of reach for many of us, it carries with it psycho-
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logical challenges. This is where using teeth on the
reed can be a great help in the early stages of learning
to play at the top, as the pitches can be much easier
to attain, especially in isolation. This then can build
confidence to explore the more demanding but more
musically successful embouchure production.

Verdi writing about the teaching of the Saxo-
phone player Sigurd Rascher4' states that in his book
Top-Tones for the Saxophone he 'places strong empha-
sis on the development of the "inner ear" and "tone
imagination" (Top-Tones), i.e., the ability to mentally
"hear" the tone before its production.47 This is a very
important part of the psychology of performance at
the top of the instrument. Knowing where the pitches
are in your 'inner ear' or imagination is a vital step
towards actually producing them. My own experi-
ence in this range resonates very strongly with this
approach. The ability to know what you are aiming
for is an essential part of developing the range.

REEDS

The general consensus is that any style of reed can be
used when performing contemporary music. There
are several very fine performers from every major
approach to reed design that do indeed perform suc-
cessfully on their own style of reeds.

Every writer in this area agrees that a light reed is
essential for the performance of contemporary mu-
sic, and Cleve adds that "... extreme high notes are
played more easily with lighter reeds and narrow
openings."48 To some extent this depends upon what
contemporary music is being performed. There can
be two reasons for using a light reed. First, if the mu-
sic demands contemporary techniques such as dyads
or other difficult multiphonics, a great deal of flut-
ter tonguing, etc. Second, if the music is technically
extremely demanding or very long, A great deal of
contemporary music of course fits none of these cat-
egories and therefore makes no extra demands upon
the reed or performer. Where the music does fit into
these categories and, obviously, if the performer is
having difficulties, a lighter reed should be consid-
ered. The down side of course is that the performer's
sound quality can be adversely affected by a lighter
reed. Roxburgh suggests the following:

'Less wood in the reed than usual will certainly
produce a slightly thinner sound, which many play-
ers might consider too much to ask. There is no com-
promise. Players approaching this part of the reper-
toire for the first time are well-advised to begin with
a very easy reed. Facility and ease of production di-

minish the problems by half, and the conditions of
the embouchure for less conventional demands will
gradually mature to compensate for any thinness ini-
tially experienced.'49- w

Cleve's suggestion that a 'narrower opening'51

can be helpful for the high notes is quite true. I have
certainly benefitted from the use of a reed with a nar-
rower opening in this register creating, as it does, a
similar acoustic environment to that of the use of
teeth on the reed. There are two issues raised by this
however: First, the response for other techniques can
be limited by the narrow reed and, second, the dy-
namic range in this register can be limited. I suggest,
however, that an opening ideally similar to the per-
former's usual reed is much more useful, especially
if the teeth are being used, and that the techniques
discussed above can compensate for a more normal
opening to the reed.

Daniel McAninch suggests the use of a very thin
and short tip52 which enables response while at the
same time leaving the heart un-thinned. It could
therefore be a way of getting around some of the
sound loss issues.

Wiring the reed is an issue that requires some
thought. I have performed contemporary music, in-
cluding passages with large numbers of altissimo
range pitches, with and without wire on the reed and
have found, at different times, both equally responsive.
A strong case can be made however for not using wire
when performing contemporary music. If teeth are
being used, or as suggested above, a little more reed
is taken into the mouth,53 the wire on the reed could
catch on the lip and cut it. This has never actually hap-
pened to me, but in theory it could. Some plumber's
tape, wrapped around the wire, can help protect the
lip. With regard specifically to the upper range, I have
noticed that the wire can have a positive influence. I
have experimented with moving wire up and down
reeds while working in the altissimo range. As a gener-
alisation pushing the wire up towards the tip so that it
is firmly gripping the reed (often at about the halfway
point on the visible cane) can help in producing the
pitches. It is worth experimenting with this.

Some reeds respond much more in the altissimo
range than others. The above suggestions should all
be tried. I have yet to find the perfect formula for a
good high-range reed that can also do everything else!

KEYWORK DEVELOPMENT

An entirely different and much more radical approach
to developing the altissimo range is to rethink aspects
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of the design of the keywork which are specifically
concerned with range performance, and then to re-
design keywork accordingly. With the maker How-
arth of London, I have been doing just that. The trill
keys which, as can be seen from the lists above, play
a significant role at the top of the altissimo range, are
a case in point. These keys, while being well placed
for their traditional role of trilling are not easy to
use when playing at any speed in the altissimo range.
Therefore we have re-sited them near the 2nd-octave
key so that they can be played with the side of the
hand, taking down the 2nd octave key as well when
needed. Actually trilling on them in this position is
much easier as well. We have also been looking for

other venting options: the equivalent of the 3rd oc-
tave key but for use higher up the instrument. This
aspect of the research is still a work in process.

GOING OVER THE TOP!

I was hoping to find a pattern or sense of order in the
fingerings that could point me to the development
of fingerings above C7. I have been unable to find
any obvious pattern in my analyses that could offer
a structured or logical insight into the development
of the extended altissimo range. That does not mean
that it will not yield to further research, but simply
that this research will be more arduous.

APPENDIX ONE: BACKGROUND TO THE FINGERING RESEARCH

'--*V* *•&

I amassed and tested every fingering that I could find from G6 upwards.54 Each test was performed on three
reeds with a normal embouchure and also with the teeth. Almost every fingering worked to some extent but did
not always produce the pitch stated.55 Given that not all fingering charts are specific with regard to the use of
teeth, I had to make decisions about how to test and classify the fingerings.56

The Techniques of Oboe Playing, the most comprehensive work available for fingerings in this register, has a
clear line where teeth take over from the embouchure: Bt>6 is the last fingering given for standard embouchure
while fingerings for B6 and C7 are listed only in the Teeth Notes section.57 For many years this was also my own
practice, so I used this as a standard for testing the pitches.

I was therefore able to collate clear lists of fingerings for each pitch. These lists then enabled me to compare
the given fingerings, seek out the common patterns, and from these to develop the Generic Fingerings of which
there are several for each pitch.58

When comparing the common patterns I was pleased to note that many of the fingerings that have moved
down a semitone did actually fit the Generic Fingering patterns of the lower pitch. In other words these finger-
ings were simply being pushed up a semitone with the teeth and were in fact a fingering for a semitone lower.
This was particularly the case with Bb6 fingerings, many of which are A6 fingerings being pushed up to Bb6
using the teeth. Some pitches however simply did not produce the pitch stated.

In addition to testing all these fingerings I also tested each key in use on each fingering in order to ascertain
their function. Having done that, I tested each key that was not in use on the fingering to see how that would
affect the fingering. Having been able to develop a set of Generic Fingerings I was eager to see if there it was pos-
sible to develop a list of the most useful 'Modification' keys.

Having a list of Generic Fingerings and lists of Modification keys provided a strategy for developing al-
tissimo fingerings on any oboe.

The motivation for this area of research was threefold. First, I wanted to find B6 and C7 fingerings that did
not require the teeth on the reed, as I was finding this rather limiting in some of the virtuoso passages in the
works I perform, and in addition I wanted to see just how feasible it is to play without the 'teeth' limitation at
the top.59 Second, I needed a strategy that would enable me to explore a wide range of fingerings as part of the
continuing development of the keywork of the oboe. I could not be sure that the fingerings 1 use would work on
a redeveloped oboe or, if they did work, that they would be the most useful. It was therefore essential to have a
strategy in place such that I could find fingerings that work on the modified instruments. Third, I intend to push
the range still higher, so any guiding principles for developing the range beyond C7 that could be developed
from the fingerings studied would be a great benefit. I am still searching for these, but I have already found some
nice 'teeth' notes beyond C7.
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APPENDIX TWO: GENERIC FINGERINGS AND SUGGESTED MODIFICATIONS

For each of these fingerings the thumb plate should be used. They should, with the possible exception of the first
fit 6 fingering, all work on a conservatoire system instrument. The first Bb6 should work with a small modifica-
tion making sure that the small 'a' key just below the A touch piece is closed.

G6 - 38 fingerings collected and analysed
Generic 1
lor 3
^^ Key changes worth considering:
^^ • Half holes on LH 1 or LH 2 are used individually-each raises the pitch.
^ft « The E, F and D keys all lower the pitch.

• B and Et> are sometimes added individually and together but do not make a great difference.

_0
•
o
o

Generic 2 - The basic form is a little sharp
1 or 3
^^ Key changes worth considering:
^^ • Lifting the G key take it up to a possible Gl.
(~) • Adding the low D also raises it considerably.

• Adding the G$ key lowers the pitch.
^ • The C t key is sometimes added, but improves neither the pitch nor the sound quality.

O
o

I

i1i 1' 'f

Generic 3 - This is very sharp and identical to a G I basic fingering. I have included it because it is the foun-
dation for a considerable number of G fingerings.
1 or 3
^^ Other key changes worth considering:

• Adding G# brings it down.
O . Adding E and F together brings the pitch down. Also adding the GJ* key

brings it down further.
{_) « Experiment with adding the F key and the A key.

Cl
-U

O
o
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Gf 6 - 27 fingerings collectedLand_analysed
Generic 1
1 or 3 (occasionally a 2 is listed but I found it less convincing than 1 or 3).
^^ Key changes worth considering:
^^ • Half hole on LH 1 (there is one use of an open key which raises the pitch).
(~) • Bb and Eb are often added (individually or together); these additions strengthen the fingerings

considerably. It even works with no octave keys sometimes!
^P • Adding the Bb key can take the pitch down a little.

o

Generic 2 - note that this is the same basic fingerings as G 3
1 or 3 (occasionally a 2 is listed but I found it less convincing than 1 or 3).
^_ Key changes worth considering:
^P • A number of fingerings use a Lhl half open or open these alterations raise the pitch.
S~\ Experiment with C, Eb, G| and B keys for pitch variation.

O

o
o

A6 - 36 fingerings collected and analysed
Generic 1
1, 2 or 3 and occasionally in the lists a doubling of 1/3 or 2/3 - The second raises the pitch a little and the 3rd
is rather poor.

Key changes worth considering:
• LH1 half closed is common but can flatten the pitch.
• G(T and Eb are the most commonly added keys - GJf raises the pitch.
• Adding Ft! can lower the pitch.

O
o

o
o
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Generic 2
1 or 2 the 2nd raises the pitch a little.
/"\y changes worth considering:

o
•G,
o

LH1 is often listed as open and raises the pitch - occasionally there is a closed listed.
Bt> and B are the most common additions.

Generic 3
1, 2 and 3 are all used.
(~~\y changes worth considering:

• LH1 is often listed as a half hole which flattens the pitch
(_) • The A key is sometimes closed which flattens the pitch
^^ • Adding the G| key takes the pitch up a little
^P • Adding the Et> key takes the pitch up a little

O

o
B \>6 - 19 fingerings collected and analysed (many of which in reality A6 fingerings)
Generic 1 - a little sharp
1 or 2 - the 1st is slightly flatter.
x->. Key changes worth considering:
^^ • LH1 is occasionally listed as a half hole
A . Taking the G# off flattens the pitch

• Adding the G key flattens the pitch

OGt

O

O

li/°at',*&, a
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Generic 2 - a little flat
1 or 2 - the 1st is slightly flatter.
(~\y changes worth considering:

• LH1 is occasionally listed as a half hole.
(^) . Half holing the G can tune the fingering.

G#

o
o

B6 - 20 fingerings collected and analysed (teeth used throughout the tests)
Generic 1
All three octave keys are found in the lists but 2nd is by far the best - the 1st flattens the pitch.
f~\y changes worth considering:

« LH1 half hole is occasionally suggested.
^^ « Experiments with both the CJt and the D trill keys can modify the pitch and intonation and
^^^™ sometimes help the pitch to speak.
^P g • Taking the G or E keys off can raise the pitch.

o
Generic 2 - this tends to be flat.

2
f~\y changes worth considering:

• LH1 half hole is occasionally suggested.
^^ • Ct trill key can raise it to pitch.

• D trill sharpens the pitch.
^P . Half hole on the G raises the pitch.

• Removing the G or E keys can sharpen the pitch.

O
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C7 - 20 fingerings collected and analysed
Generic 1 - this tends to be flat.
All three are listed but 2nd is by far the best.

Key changes worth considering:
• LH1 half hole is occasionally suggested.
• A number of fingerings use the D trill key rather than the C# trill key.
• D trill sharpens the pitch.
• Experiment with both trill keys.

o

u
Generic 2

2

e
•
o
•
o"~
0

- this is sharp : • ! • :

Key changes worth considering: ;- i
• LH1 open and closed are also found in the lists. 1 1 T
• Cf trill key often added. i : :
• Some do not have the D trill key. it "

1
APPENDIX THREE: MY OWN NO-TEETH ALTISSIMO RANGE FINGERINGS60 B| [

G6 l G*6 1 A6 2 Bb6 2 B6 2 C7 2

• • 0 0 0 © 51
0 o o • • • ml
•G. • • 0,0 0 O 2§
^ _ <**:3»

O
o

° o o • • i l j
• o • •- o- I

»* • »o o " IjIII



! 219

92 DEVELOPING THE ALTISS//MO RANGE OF THE OBOE

C*7 2 D7 2 and 3

* I*No thumb O No thumb

o™'ate
o o
o" o
o o
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