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Basic Problems in 
Woodwind Teaching 

YOU can build a far better 
horn section in your school 
band or orchestra if you'll 
follow the modern swing to 

ZALZER Bb 
FRENCH HORNS 

0 

Progressive music educators from coast to 
coast agree on the swing to Zalzer Bb French 
horns. It's a practical and successful means of 
training beginners into competent and enthu- 
siastic performers. Records show that there has 
been steady improvement in the musical per- 
formance of every organization where the 
change to Zalzer Bb French horns has been 
made. Here are some of the reasons why: 

1 The ZALZER Bb 
Horn is easier blow- 
ing, more responsive, 
more comfortable to 
play than the F Horn. 
2 The beginner more 
quickly develops a 
good embouchure on 
Bb Horn and more eas- 
ily maintains it. 
3 Tonal production is 
easier and more reli- 
able than with F Horn. 
4 The more brilliant 
Bb Horn tone carries 
better, is more clearly 
heard whether in solo 
or large ensembles 

both indoors and in 
the open. 
5 Not only is it more 
effective musically, the 
Bb Horn is actually fun 
to play-an important 
factor to consider 
when you're dealing 
with young musicians. 
6 Zalzer Bb Horns 
are built from brass of 
special formula and 
temper-very thin, ex- 
tremely resonant-de- 
signed in a compact, 
easily handled model 
that makes playing 
truly a pleasure. 

0 

FOR MORE DETAILED INFORMATION ON NEW 
SIMPLIFIED FRENCH HORN TEACHING METHODS 

as outlined by leading school publi- 
cations-MAIL COUPON TODAY! 
With these methods and the new 
Zalzer Bb French Horn it is possible 
for you to build up-quickly and 
easily-a better horn section in your school band or orchestra. 

r - - - - - - - - -- --I THE FRED GRETSCH MFG. CO., Dept. 
60 Broadway, Brooklyn 11, N. Y. 

Rush me your detailed information 
on Simplified Teaching Methods for I Zalzer Bb French Horns together I 
with a list of horn prices. 

Name I 

School 

City. State 

A FORETOKEN of the gradual demise of 
the high school orchestra was the in- 
crease in the number of instrumental 

teachers who were not primarily string 
teachers. The inevitable result has been 
a matter of concern for a number of years. 
In many communities the instrumental 
program has been, and apparently will 
continue to be, one-sided. An obvious 
parallel, equally unpleasant to contem- 
plate, pertains in the band. The condition 
of our woodwind sections may be due to 
a lack of understanding about how to 
develop woodwind players. 

A lack of adequate training in instru- 
mental methods will be especially noticed 
in the woodwinds where generalizations 
concerning embouchure and fingering 
systems cannot be made as easily as with 
the brasses. This is not to over-simplify 
the brass problem; but it seems that there 
are more teachers who are primarily 
brass players. 

Tone Control Important 

The basic problem in instrumental in- 
struction is not digital technique; it is 
not the development of reading ability; 
it is the development of tone and tone 
control. For the basis of reading ability 
should be founded before instrumental 
work is begun; digital technique yields 
to the kind of practice which high school 
students find most interesting; and an 
intelligent teacher can understand the 
system of most keyed instruments by 
careful study of good fingering charts, 
preferably the complete ones found in the 
conservatory methods. But, again to draw 
the parallel with the orchestra, without 
exception the string program has been 
successful only where there has been a 
teacher who knew how to develop string 
tone; and almost without exception the 
teacher was one who knew how to pro- 
duce and could exemplify good string 
tone. The development of tone need almost 
have been experienced if the teacher is 
going to help others develop good tone. 
Certainly a mental concept of good tone 
quality and vicarious experience in de- 
veloping it are indispensable. 

High school students are likely to be 
interested most easily in rhythmic prob- 
lems and digital technique; but proper 
stimulation can lead them to find their 
fullest satisfaction in the development 
of good tone. Concern with improvement 
of tone can yield amazingly quick results, 
although its ultimate development is a 
slow process. It is a complicated process 
because the teacher has limited time to 
spend with his classes, and because em- 
bouchure development requires continuous 
correction and example by the teacher. 
Only the most interested students follow 
assiduously and correctly the teacher's 
suggestions and corrections. Subsequent 
practice develops other poor habits which 
again must be corrected. 

Let us consider the clarinet, which 
should be basic to the teacher's approach 
to the woodwinds. While there are nu- 
merous problems of mouthpiece, reeds, 
and instrument which can be understood 
fully only by one who plays a woodwind 
instrument, an understanding of two basic 
problems will improve tone quality. A 
good mouthpiece and a good reed, both 
properly suited to the maturity and capa- 
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bility of the student-and the one to the 
other-are necessary for good results. 

Embouchure Needs Checking 

Almost immediate results can be at- 
tained by checking the length of the 
bite and the amount of breath support. 
Attention to this first basic point can im- 
prove the quality of the clarinet section 
within a few days. A small bite results 
in a pinched tone; contrary to the stu- 
dent's expectation a pinched tone is often 
flat because of lack of breath support. A 
longer bite permits more air to flow into 
the instrument, requires more adequate 
breath support, and produces a fuller tone 
with better intonation. The bite must be 
long enough to produce a full tone, but 
not so long as to produce a wild tone; 
it may be roughly estimated at one-half 
inch, with variations dependent upon the 
length and openness of the lay and the 
maturity of the embouchure. 

Embouchure development should begin 
in the lowest register. Playing low "E" 
with a firm round embouchure will hasten 
the development of adequate breath sup- 
port and will strengthen the muscles, all 
of the muscles. The muscles are not used 
like the jaws of a pliers from above and 
below the mouthpiece but are used more 
like a rubber binder placed about the 
mouthpiece with firmness from all direc- 
tions. Again, the over-exaggerated "smile" 
results in a thin, pinched tone. With the 
full roundness of the low "E" adequately 
supported with breath as his standard of 
tone quality, the student proceeds up- 
wards for an octave, slurring various tonal 
combinations. There are some excellent 
exercises for this purpose in Baermann, 
Klose, and Lazarus. The work is to be 
slurred and all tones are to be compared 
to the full basic quality of the low "E". 
When this has been accomplished with 
some skill, always bearing in mind that 
the embouchure does not change and that 
breath support remains constant, the 
student should do similar exercises at the 
twelfth above. 

The register change and even skips of 
small intervals in the low register seem to 
be crucial points for most teachers who 
are brass players. Overtones on brass 
instruments are produced by the em- 
bouchure; brass players react involun- 
tarily to skips, more so than most of us, 
and find it difficult to understand the idea 
of a basic embouchure which need not 
change to produce various pitches. There 
is of course a slight adjustment necessary 
to aid intonation, but this humoring of 
those tones whose fingerings do not pro- 
duce true pitch should not be confused 
with a change in the basic embouchure. 
The basis of tone is a firm, steady em- 
bouchure and a full flow of breath. 

Pupils Should Know This 

One way of presenting this fact is to 
show that tone production is the work 
of the embouchure and the breath. This 
may be considered one department of 
playing, unrelated to pitch, which is de- 
pendent upon fingering. It is possible to 
prove to the student, by the teacher fin- 
gering the instrument as the student pro- 
duces the tone, that it is unnecessary to 
anticipate every change in pitch or move- 
ment of the fingers with a corresponding 
change in embouchure. The various 
pitches will be produced even though the 
students cannot anticipate what the teach- 
er will finger. 

The tone exercises are played with a 
full tone, at a steady volume. The cre- 

IKE, I 
MR. PRESIDENT" 

A brilliant and exciting march for band by Fred Waring. Good 
throughout the year ... In concert or on the field ... An ideal Octo- 
ber birthday tribute to our nation's number one soldier-statesman. 

Concert Band - Full Band: $3.50 - Symphonic Band: 
$4.50 - Arranged by Harry Simeone. 
(Inaugural Edition as played by The Service Bands) 

Marching Band: $2.00 - Arranged by Randall Bellerjeau. 
(Includes instructions for field formations forming the three best- 
known letters in the land.) 

Also new for band - "STEPPING OUT" - a lively field 
march by Randall Bellerjeau $1.50 

hawneeress inc. 
Delaware Water Gap, Pennsylvania 

* THE SUPERB TONE QUALITY DEMANDED 
BY TEACHERS AND FINE MUSICIANS 

* BUILT TO GIVE FINEST PERFORMANCE 
UNDER THE MOST ACTIVE DAILY USE 

The ideal piano for 
schools and studios 
. . .and surprisingly 
low in price for such excellent 
tone quality and enduring stamina! 
44 inches high, with the famous 7-ply pin 
plank for longer tuning life! Mahogany, bleached and 
ebonized finishes. If you teach . . . or are responsible for 
the musical education of others, you'll want to know all about 
this outstanding new piano! Mail the coupon today for full details. 

JESSE FRENCH & SONS PIANO DIV., H. & A. SELMER INC. 

free! 
PIANO FACTS 
booklet tells you how 
to make the right 
final decision in 
choosing a new 
piano. 

September-October, Nineteen Fifty-three 

-_; - - --- -- ----_----- -___, 
JESSE FRENCH & SONS 
Dept. J-92 Elkhart, Indiana 
Please send full details on the new Jesse French I 
Studio Piano, also Free Piano Facts booklet. 

Name...................................... 

Address .................................. 

City ................Zone ..... Slate ........ PCiJ ty.r . Zone ...Slate .... 
0 . Please check here if you are a teacher 
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PEABODY 
CONSERVATORY OF MUSIC 

Instruction in all branches of music for the 
beginner or advanced student. B.Mus., M.Mus. 
Prepares for professional careers in music, 
incl. composing, music therapy, teaching, 
sacred music, public school music. Accredited 
summer school. Scholarships. Member N.A.S.M. 
Catalog. Reginald Stewart, Director, 11 East 
Mt. Vernon Place, Baltimore 2, Md. 

FOR A FINER 
CHOIR YEAR 

A complete selection of distinc- 
tive choir robe styles. Available 
in a wide range of materials in 
all colors. Prices to fit every 
budget. 

Send today for FREE 
catalogs: c-10 gJ 
(choir robes). J-10 C^lj 
(junior robes). 

Write 

nearest 

you 
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scendo and diminuendo might well be de- 
ferred until the student can play with good 
control of pitch. Inherent in this concept 
of tone production is the legato approach, 
the smooth flowing from one tone to an- 
other, carrying the full quality of the basic 
tone gradually higher and higher. This is 
in antithesis to the approach in teaching 
brass instruments where early emphasis 
is on attack, and presents another diffi- 
culty for the brass major. Firm, steady 
embouchure and continuous breath sup- 
port are aided by slurred studies and are 
hindered by those which require continual 
articulation. Scales, scales by thirds, 
arpeggios, and larger intervals constitute 
the cumulative material of this study in 
legato playing. 

The beginning band books are often 
based on the brass approach, with em- 
phasis on the attack and release of tones 
of short duration. This rhythmic approach 
is important for the student as a potential 
band member but does little for his de- 
velopment as a clarinet player. Legato is 
important also for the development of 
digital facility; detached tones conceal 
the lack of smooth finger action. The 
band approach must be complemented by 
exercises as suggested. 

Correct Articulation Essential 

The second basic point is articulation. 
It is essential that the student learn how 
to begin a tone. Even slurred passages 
must be started. But the word "attack" 
is misleading. Adequate though the term 
may be for brass teaching it connotes a 
hardness, a thrust, which may be re- 
sponsible for the type of articulation 
which is often heard. Some fine teachers 
have borrowed the vocal term "place," 
which is hardly descriptive except to 
suggest the care with which the breath 
is sent into the instrument. And that is 
the heart of the matter: basically it is a 
matter of setting the reed in motion with 
the breath, the breath having been set in 
motion by the action of the tongue. The 
action of the tongue is a retrograde 
motion away from its initial position near 
the tip of the reed. It may be noted that 
the reed can be set in motion by the 
breath alone without any action of the 
tongue, but this method lacks definitude. 
Extreme legato tongue is merely a mat- 
ter of giving repeated impetus to the air 
column; in a sense it is tonguing on 
the air column. An analogy may be drawn 
with the legato down-up bow of the 
violinist who maintains the vibration of 
the string even though he changes the 
direction of his bow. Too often the clar- 
inetist not only does not maintain the 
flow of air, and the flow of tone, in 
legato tonguing, but attacks each new 
tone with such vigor as to upset the 
pitch and even to chop off the previous 
tone. 

Rapid tonguing carelessly executed re- 
sults in the tongue stopping the reed 
even as it attempts to set the reed in 
motion for the next tone. This will not 
happen if it is remembered that starting 
the tone is essentially the function of the 
breath aided by the tongue, that the 
forcible action of the tongue underneath 
the reed is unmusical. The question about 
where the tongue should be placed may be 
debatable, for toncrues are equal neither 
in lencth nor agility. But the effect is 
the thing; and the effect should not in- 
clude the noise of the tongue be-inning 
the tone. The light use of the tongue's 
tip near and below the tip of the reed will 
nroduce the most legato and musical ef- 
fect; the heavier action of the tongue 
nearer its base or from the throat or the 

Strings Moderne is a collection of outstanding 
musical favorites which have been arranged 
especially for groups of young string players. 

DEEP PURPLE 
BLUE MOON 

OVER THE RAINBOW 
STAIRWAY TO THE STARS 

IN A LITTLE SPANISH TOWN 
ONCE IN A WHILE 

DAYBREAK 
SIBONEY 

JEANNINE (I Dream Of Lilac Time) 
WHEN I GROW TOO OLD TO DREAM 

1st Violin 

2nd Violin 
3rd Violin-(Viola $) 

Piano-Conductor 

Viola 
Cello 
Bass 

Puce 
STRING PARTS, each ..........$1.00 
PIANO-CONDUCTOR .......... 1.50 

AMERICAN EDUCATION WEEK 
NOVEMBER 8-14, 1953 
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use of the tongue underneath the reed 
will produce an unmusical effect. 

If it is understood that staccato is 
basically a matter of shortening the length 
of a tone, of thereby separating tones 
from each other, the modulation from 
legato tonguing is not too difficult. Sepa- 
rating the tones, releasing the tones, is 
not the function of the tongue, but is 
achieved by the breath which now simply 
does not hold the tone for its full written 
value. It is true that certain qualities of 
staccato may require more forceful ex- 
pelling of the breath; but it should be 
borne in mind that the action of the 
tongue is limited to the initial placing 
of the tone. Stopping a tone with the 
tongue, which spoils quality and affects 
pitch, can easily become a habit unless 
proper articulation is practiced very 
slowly so that each tone may be carefully 
placed until such action becomes habitual. 
An essential of all qualities of attack is 
that the pitch must be constant; there 
must be no initial impact with a falling 
off and subsequent rising to pitch. 

Good articulation can be developed 
from the slurred tone exercises which 
were suggested earlier, but might be 
started on a single tone such as the 
repeated placing of low "E". An addi- 
tional exercise follows: play the scale 
of F, or G, in one octave from the lowest 
F. Slur upwards and return. Play with 
the fully supported tone and good finger 
action previously suggested. Then without 
stopping, except for breath at the bottom, 
do the same thing using a very legato 
tongue. Some students find the syllable 
du or da is an aid to comprehending the 
idea. The legato tongue must be as smooth 
as the slurred scale; it is the next thing 
to a slur. Play slowly. Play the same 
scale but this time do not connect the 
tones. I used the phrase advisedly: "Do 
not connect the tones." This is staccato. 
The tongue action may be the same. Had 
I said: "Separate the tones," the student 
might have substituted a different tongue 
action. By alternating the three: the slur, 
legato tongue, and separated tones, the 
idea is impressed that the essential dif- 
ference is the length of the tones. Various 
qualities of staccato can be developed 
from this stage. 

The quality of the entire reed section 
can be improved by attention to em- 
bouchure, concomitant breath support, 
and articulation. The method of articu- 
lation is similar, except that larger reeds 
respond less easily than do small ones. 
In the last analysis the entire matter de- 
pends upon the aural discernment and 
sensitivity of the player and the teacher. 
Young people are sensitive to quality and 
under stimulating leadership will work 
hard to improve tone and articulation. 

FRANCIS N. MAYER 

This article is reprinted from the February 
1953 issue of Gopher Music Notes, official maga- 
zine of the Minnesota Music Educators Associ- 
ation and Minnesota Public School Music 
League. Mr. Mayer is band director at the Col- 
lege of St. Thomas in St. Paul, and is well. 
known throughout his home state as an 
adjudicator and clinic director. 

EDUCATIONAL FILMS can now be 
mailed at the same low rate as books, 
by the provisions of a bill passed by 
Congress and signed by President 
Eisenhower. Senator Carlson, republi- 
can of Kansas, and Representatives St. 
George, republican of New York, and 
Rees, republican of Kansas, joined a 
delegation from the National Education 
Association for the brief signing cere- 
mony in the President's office July 20. 
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The 3rd edition of this valuable 
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