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PARTS OF THE FLUTE
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FIGURE 1. Parts of the Flute

ASSEMBLING THE FLUTE

Correct assembly and disassembly of your instrument
will help keep it in the best playing condition, and help
estabiish the proper playing position. The following pro-
cedure is an efficient one for beginners:

1. Remove the protective cap from the middle joint and
hold it by the end away from the mechanism.

2. Take the foot joint by the end below the key
mechanism and attach it to the middle joint with a slight
winding motion back and forth. Line up the foot joint so
that the rod on which the keys pivot is exactly centered
with the keys on the top of the middie joint.

3. Remove the protective cap from the head joint and
holding the middle joint at the top away from the key
mechanism, attach the two with a slight winding mation.
Line up the head joint so that the embouchure hole is in
a straight line with the keys on the top of the instrument.

FLUTE PLAYING POSITION

1. The flute is held to the right of the body with the
instrument angling slightly downward. The head is tilted
s0 that the line of the lips follows the line of the flute.
Head erect except for a slight tilt to the right; eyes
straight ahead; shoulders turned naturally to the right;
elbows free from body; wrists flat and adjusted to the
proper finger positions {Figure 2). In a seated position,
turn the chair slightly to the right so that the back corner
will not interfere with right arm or shoulders,

2. Left Hand. The body of the flute rests on the index
finger between the knuckie and the first joint. The thumb
is curved slightly to contact the B-natural or B-flat tever
slightly above the middle joint (Figure 3).
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Flute Playing Position

Fiute Left Index Finger and Thumb




3. To reach the proper holes the index finger has a
considerable curve, the other fingers lass curve, with the
flittle finger almost straight. The cushions of the fingers
contact the keys in the center of the indentations (Figure
4).
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FIGURE 4. Flute Left Hand Position

4. Right Hand. The body of the flute is supported on
the cushion of the thumb contacling the tube opposite the
space between the first and second fingers (Figure 5).

5. The litle finger helps balance the instrument by
pressing the D-sharp key {on all notes except D-natural).
Cushions of the remaining fingers contact the center of
the indentations of their keys (Figure 6).

FIGURE 6. Fiute Right Hand Position
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6. Guide Position. The instrument is held securely
through support of the right thumb and the index finger
of the left hand, assisted by the right little finger and the
contact of the lower lip with embouchure hole. With the
addition of the left finger touching lightly bul not press-
ing the G-sharp key a guide position {Figure 7) is set up
which will maintain the correct playing position and fa-
cilitate rapid progress in performance. Check this guide
position often, until it becomes aulomatic.

FIGURE 7. Flute Guide Position

EMBOUCHURE FORMATION

Follow the directions of your instructor, or use the fol-
lowing procedure which is one of the standard flute
embouchure formations. Check constantly with a mirror
until the formation becomes established.

1. Hold the head joint wilh the embouchure hole
against the lips. Feel with the tongue so that the hole is
centered on the lips.

2. Rolt the joint forward until the embouchure hole is
parallel with the floor, and so that the lower lip covers
one-fourth to one-half of the hole.

3. Keeping the lower lip relaxed, pull the corners of
the mouth back slightiy to firm the upper lip.

4. Allow the center of the upper lip to relax and pro-
duce an opening no more than one-sixteenth of an inch
high and one-half inch long. The desirable opening is

FIGURE 8. Flute Embouchure
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more of a diamond shape than an oval. It should never
be circular.

5. When this is_established proceed with preliminary
tone production.

PRELIMINARY TONE PRODUCTION

Before producing a tone on the instrument practice
with the head joint alone:

1. Hold the head joint with the Ieft hand and stop the
open end with the right. Using standard abdominal breath
support, blow a gentle concentrated stream of air through
the hole in the lips directed toward the opposile edge of
the embouchure hole rather than down into it. Move the
lower jaw and lips slowly back and forth until a tone which

approximates is produced.

2. Continue to experiment with the speed of air
through the lips and the adjusiment of the lower jaw and
lips until a rather full steady tone can be sustained for
at least ten seconds.

3. Open the end of the head joint and repeat the proc-

=
€ss 1o produce a pitch which approximates:

4. A slightly greater pressure of the breath, and a
change in its direction achieved by pushing the jaws and
lips slightly more forward rather than down is necessary
to produce this pitch.

5. Il these two pitches are produced easily, experi-
ment to produce two notes, using a greater velocily of
air and adjusting the iower jaw and lips to produce’ the
higher pitch:
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Success in producing a clear full tone on the flute
is determined by four closely interrelated factors: (1) the
amount of embouchure plate covered by the lower lip,
(2) the direction of the stream of air, (3) the focusing of
& concentrated stream of air determined by the size and
shape of the aperture formed by the lips, and (4) the use
of standard abdominal breathing and breath support.

CARE OF THE FLUTE

. The instrument must be thoroughly cleaned and put in
its case afler each use. Disassemble in the reverse order
of assembly, holding the instrument as instructed to pre-
vent damage to key mechanism. Use a soft lint-free hand-
kerchief or chamois skin in the cleaning rod to dry the
inside, Wipe the ouiside with a soft cloth. Do not use
silver .polish on the flute, uniess specifically directed by
your instructor. If dust accumulates beneath the key
mechanism it can be removed with a soft watercolor

brush. The mechanism should be oiled three or four
times a year. A special "key oil” is commercially avail-
able. A drop of oil on the end of a needle or toothpick,
or with the applicalor provided with the oil, should be
put at each pivol screw of each key.

Keep the protective caps in place. Keep inside and
outside of connecting joints clean so the instrument can
be assembled easily. If joints are clean and the instru-
ment is still difficult to assemble, use a small amount of
prepared joint grease, or in an emergency a small amount
of vaseline. Instruments in good condilion do not need
this fubrication.

Place the parts in the case carefully with the keys up.
Figure 1 gives a typical arrangement of parts in the case.
There is only one correct way in which the parts will fit.
Do not force the case closed. If it doesn't close easily,
check the arrangement of the parts in the case,

Keep the instrument away from all sources of heat and
out of direct sunlight.

TUNING AND INTONATION

The flute is a noniransposing instrument, ie, A"
played on the fiute sounds "A" on the piano, the music
sounding exactly as wrilten. A-440 is the standard tuning
note for the instrument, although bands frequently use
B-flat instead, since this is a better tuning note for the
brass instruments. For accuracy the tuning note should
be sounded by a tuning fork, tuning bar, or etecironic
tuner, or checked with an electronic aid. Tune with the
piane if playing with one, or if no other comparison
source is available. Even with regular tuning, pitch on a
piano fluctuates and is not the best source for a tuning
note.

In the very beginning stages of learning to play, tuning
and intonation present some difficulties. However as the
embouchure develops and technical facility is increased,
more and more attention must be given to intonation and
tuning. Use of an electronic aid such as the stroboscope
is invaluable,

The flute is tuned with the head joint. Pulling the head
joint out from the middle joint makes the overall pitch of
the instrument flatter, pushing it in makes it sharper. Most
{lutes are made to sound A-440 with the head . joint
slightly out from the middle joint.

The plug at the end of the head joint determines the
basic intonation of the instrument with itself, and must
never be used for tuning. Once set in the proper posi-
tion the plug must never be moved. The proper adjust-
ment of the plug is made with the use of the cleaning rod
provided with the instrument. The plug is adjusted so that
the line etched on the cleaning rod is exactly in the cen-
ter of the blowhole when the rod is inserted in the head
joint and is against the plug. The intonation may be
checked or, in the absence of a cleaning rod, set by ad-
justing the plug so that the three “D's" are in tune with
each other. In teaching careful attention to the adjust-
ment of this plug is necessary since young students pull
it out of position by turning the screw cap. Frequently
serious intonation problems which students have can be
solved by a simple adjustment of the plug.

Once the instrument itself is accuralely tuned to the
standard pilch, the remainder of the intonation on the
instrument is dependent on the player. The intonation is
controlled primarily by the embouchure with the as-
sislance of proper breath support. Good intonation is the
product of careful and continuous attention.




PARTS OF THE OBOE

FIGURE 9. Parts of the Oboe

ASSEMBLING THE OBOE

The key mechanism of the oboe is both complicated
and delicate, and it is of the utmost importance that as-
sembly and disassembly be done carefully, Befare start-
ing the assembly process be sure that all cork joints are
well lubricated with prepared cork grease. Do not put
pressure on keys or rods when putling the instrument
logather. The following procedure is an efficient one for
beginners:

1. To place the bell on the lower joint, grasp the bell
in the right hand with the thumb closing the pad so that
the lever which connects with the lower joint is raised.
The lower joint js held in the left hand near its lower end
and avoiding pressure on keys and rods. Push the two
parts together with a slight twisting motion. Line up the
twe parts of the connecting lever.

2. Putting the upper and lower joints together must be
done with extreme care, since there are three (more or
less depending on the mode! of the instrument) connect-
ing levers between the two parts which must be kept in
perfect adjustment if the instrument is to play properly.
Grasp the upper joint with the left hand with the fingers
depressing the keys to raise the connecting levers and
the lower joint in such a way that the keys are not de-
pressed. Hold the bottom of the joints toward you and
watch the connecting levers while joining the two parts
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Cork Grease.

with a slight twisting motion. Line up the connecting
levers,

3. Push on the reed firmly, lining up the flat side.with
the keys on the top of the instrument.

OBOE PLAYING POSITION

1. The oboe is held directly in the center of the front
of the body (Figure 10); the instrument at about a 40°
angle with the body (Figure 11). Head erect, chin up,
eyes straight ahead, with the shoulders up but relaxed.
Elbows should hang naturally away from lhe sides of the
body.

2. The right thumb contacts the thumb rest on the flesh
to the side of and at the base of the nall, with the ball
of the thumb against the body of the instrument (Figure
12).

3. The right little finger touches the C key lightly, and
the remaining fingers fail naturally into position no more
than an inch directly above the three tone holes. Let
the tips of the fingers overlap the plates slightly so that
the ball of the finger is in the center of the plate.

4. The left thumb assists in balanging the instrument
and controls the first octave key. It is placed at an angle
across the instrument so that the fleshy part of the ball
is against the wood of the instrument, with the side




FIGURE 10.

FIGURE 11.

Obos Playing Position Front View
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Oboe Playing Position Side View

touching but not pressing the octave key (Figure 12). The
octave key is controlled by vertical movements of the
first joint of the thumb in most instances. In some in-
stances, however, the best finger coordination can be
achieved by removing the thumb from the instrument just
before it is o be used.

5. The left little finger touches lightiy the B key and
the remaining fingers fall naturally into position not more
than an inch directly above the three tone holes.

6. Guide Position. With the hands and fingers in this
position a guide position (Figure 13) is established which
should be consistently maintained. Cbserve that the fin-
gers approach the instrument from a slight upper angle,
and the wrisis are flat.

In fingering the instrument the entire finger moves
from the knuckle and closes the tone holes with a snap
or click, pressing just hard enough to close the holes.
Avoid too much pressure against the plates with the
fingers,

EMBOUCHURE FORMATION

Follow the directions of your instructor, or use the
following which is one of the standard formations for
oboe. Check regularly with a mirror until the formation
becomes established.

1. With lips relaxed, drop the lower jaw so that the
teeth are about a half-inch apart. Place the tip of the
reed in the center of the lower lip.

2. Roll the lower lip over the teeth until the tip of the
reed is sticking just past the lip. Keeping the lower jaw
down, bring the upper lip barely over the teeth.

3. Bring the lips together, pushing the corners of the
mouth slightly toward the reed so that the reed is sup-
ported with slight pressure from all directions.
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FIGURE 13, Oboe Guide Position

4. Keep the lower jaw open so that there is minimum
pressure against the reed with the lower teeth.

5. When this is established, proceed with preliminary
tone production,

FIGURE 14. Oboe Embouchure

PRELIMINARY TONE PRODUCTION

Before producing a tone on the instrument practice
with the reed alone.

1. The reed must be properly moistened each time it
is used in order to reach its normal playing shape and so
that the correct response can be achieved. Place the
reed tip down in about a half-inch of water for five
minutes, more or less depending on the cane. Cnly the
blade of the reed should be in the water. Never let the
water reach the fishskin covering.

2. Form the embouchure, checking continually in a
mirror to see that it is correct.

3. Using a little mere reed in the mouth than will he
used in playing on the instrument produce a sound,
using standard abdominal breath support.

4. Continue blowing, checking embouchure forma-
tion, until the characteristic “double crow" can be pro-
duced and sustained for five to ten seconds,

5. When this is accomplished put the reed on the in-

strument, adjust the amount of reed in the mouth to the
proper playing position and practice exercise 1.

The selection and adjustment of a reed for a beginner
is highly critical. A good reed for a beginner blows quite
easily, and will produce a reedy guality on the instrument
which will improve as the embouchure strengthens.

CARE OF THE OBOE

The instrument must be thoroughly dried and put in its
case after each use. Wooden instruments crack if
moisture is left in them. Disassemble with the utmost
care in the reverse order of assembly.

Dry the inside of each piece thoroughly with swabs.
At least three types of swabs are available for the oboe:
wool swabs, cloth or chamois swabs, and feathers. The
only criteria for swab selection is that the entire inside of
the instrument be thoroughly dried. Be sure you have
swabs which will dry the entire inside of the instrument,
including the top joint. Swab each part several times if
necessary,

Put the protective caps in place and put the parts in
the case carefully with the keys up. Figure 9 gives a
typical arrangement of parts in the case. There is only
one correct way in which the parts will fit. Do not force
the case closed. If it doesn't close easily, check the ar-
rangement of the parts in the case.

Keep the instrument away from a!l sources of heat and
out of direct sunlight.

CARE OF THE OBOE REED

The reed should be blown free of moisture and kept
in a special case made for this purpose in order to pre-
vent damage and to keep it from drying out too rapidly.
If plastic tubes are used for reed storage, drill small holes
in both ends of the tube to provide for air circulation,
otherwise the reed will not dry properly. Reeds left loose
in the case are soon damaged beyond use, A reed case
is a wise investment.

Clean the inside of the reed every week or ten days
with a wet pipe cleaner when the reed is well soaked.
Insert the wet pipe cleaner through the tube from the cork
and force it gently through the tip of the reed. Then
pull it through the reed slowly moving it from side to side
so that all inside surfaces are cleaned. Repeat the proc-
ess two or three times.

Keep the fingers off the tip of the reed!

TUNING AND INTONATION

The oboe is a nontransposing instrument, i.e., "A”
played on the oboe sounds “A" on the piano, the music
sounding exactly as written. A-440 is the standard tuning
note for this instrument, although bands frequently use
B-flat instead, since this is a better luning note for the
brass instruments. For accuracy the tuning note should
be sounded by a tuning fork, tuning bar, or electronic
tuner, or checked with an electronic aid. Tune with the
piano if playing with one, or if no other comparison
source is available. Even with regular tuning, pitch on a
piano fluctuates and is not the best source for a tuning
note.

In the very beginning stages of learning to play, tuning
and intonation present some difficullies. However as the
embouchure develops and technical facility is increased,
more and more attention must be given to intonation and




tuning. An electronic aid such as a siroboscope is in-
vaiuable.

On the oboe it is not the instrument itself which is
tuned, but the reed. Correct tuning is part of the process
of making an oboe reed, and every player who makes his
own has an A-440 tuning fork for this purpose. Caorrect
pitch is determined by the length of the reed and by the
way in which the lay is cut.

Earlier it has been suggested that the beginning oboist
use reeds made by a professional player. If reeds are
being ordered for a particular instrument, the brand name
and model of the instrument being used should be indi-
caled, along with the information that the reed is for a
beginning player. Then the reed can be made to fit its
use.

If the reed being used is sharp or flat it can frequently
be adjusted to the correct pitch. Seek the assistance of

your instructor or a fellow student who is majoring on the
oboe. However, reeds made by a professional are care-
fully tuned and should require little or no adjustment.

Slight adjustments in pitch can be made by adjusting
the distance the reed is inserted into the end of the in-
strument, Pulling the reed out will flatten the overall
pitch, pushing it in will sharpen the overall pitch. How-
ever, this device must be used with discretion since it
also affecis the intonation of the instrument with itself
as well as ease of playing and tone quality.

It the reed itself is good, once it and the instrument
are accurately tuned to the standard pitch, the remainder
of the intonation on the instrument is dependent on the
player. Intonation is controlled primarily by the em-
bouchure with the assistance of breath support. Good in-
tonation is the product of careful and continuous atten-
tion.
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PARTS OF THE CLARINET
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FIGURE 15. Parts of the Clarinet

ASSEMBLING THE CLARINET

Proper assembly and disassembly of your instrument
will help keep it in the best playing condition. Do not put
pressure on any keys when putting the paris together,
Keeping all corks lubricated with cork grease will make
assembly of the instrument an easy task. The following
procedure is an efiicient one for beginners:

1. Put the bel! on the lower joint using a slight twisting
mation.

2. Pressing down the rings on the upper joint to avoid
bending the connecting lever, add it to the lower joint
with a slight twisting motion. Line up exactly the two por-
tions of the connecting lever.

3. Add the barrel joint.

4. Add the mouthpiece from which the ligature and
reed have been removed, lining up the center of the fiat
side of the mouthpiece with the register key on the bot-
tom of the clarinet.

ADJUSTMENT OF REED AND LIGATURE

To avold chipping the tip of the reed, it is best 1o
place the ligature loosely around the mouthpiece first and

then slip the reed down inside it. The reed is placed ex-
aclly in the center of the lay (the fiat part of the mouth-
piece}. Check bath the tip and the butt end of the reed
to see that they are properly centered. The tip of the reed
shouid be down from the tip of the mouthpiece so that
about a sixty-fourth of an inch of mouthpiece can be seen
when looking directly at it. After the reed is properly
placed locate the ligature so that its edges are over the
guide lines etched in the mouthpiece, and tighten the
screws slowly so that the reed is not moved out of place.
The ligature should be just light encugh to hold the reed
firmly. Proper placement of reed and ligature is of the
utmost importance for ease of production and control of
tone. Practice reed and ligature adjustment to develop
accuracy in placement,

CLARINET PLAYING RPOSITION

1. The clarinet is held directly in the center of the
front of the body (Figure 18), with the instrument at about
a 40° angle with the bedy {Figure 17}

2. The weight of the clarinet is on the right thumb
under the thumb rest and balanced between this point
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FIGURE 17. Clarinet P
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laying Position Side View
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FIGURE 18. Clarinet Right Thumb Paosllion

and the mouth, The thumb must contact the thumb rest
on the flesh to the side of the nail (Figure 18).

3. The thumb of the left hand closes the hclie under
the instrument and manipulates the register key. This
thumb is placed at an angle so that the fleshy part of
the ball is closing the hole, and the side of the tip just
touching, but not pressing the register key (Figure 19).
The register key is controiled by vertical movements of
the first joint of the thumb.

4. After thumb positions are eslablished the remaining
fingers of each hand lie in a natural curve and close the
tone holes with the fleshy parts of the fingers away from
the tip. The fingers may approach ihe clarinet at a slight
upper angle with the wrists kept flat.

5. Guide Position. The use of the little fingers on
guide keys help maintain the correct hand positions. The
little finger of the right hand guides by touching lightly
but not pressing key F, and the little finger of the left
hand guides by touching lightly but not pressing key E.
With the thumbs and little fingers in place, and the re-
maining fingers no mere than one-half inch directly above
their respective holes, a guide position of the hands is
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