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ABSTRACT

The bassoon can @ overlooked instrument in the school barktequently,
this may be attributedi 2 | RANBOG2NRNa fAYAUGSR SELISNASYO
overwhelming amount of material for bassoon pedagogy is available, but not all is
appropriate for use in a secondasghool setting. Most of these materials were written
for more proficient players than the typical middle or high school plagamsequently,
directors may give their bassoon students music to learn withowgrn®rcing the
fundamentals of the instrumdan Woodwind methods books used in a mixed instrument
Of Faa YlIe& A3AYy2NB o6l aazz2y &aLISOATAO GSOKYAIldz
adjustment. The purpose of thithesiswas toprovide a resource for band directors to
assist them in helping theirstients make the transition to bassoon from another
instrument This resource contains information about the fundamentals of bassoon
playing, as well as a list of appropriate method books aodreespondingist of
techniques to work on with each exercise

The specific problem of this study was to identify the obstacles facing students
beginning to play the bassoon, ande&an overview of the procegsr successfully
switchingstudentsto the bassoon from another woodwind instment. In order to
address the problems of the study, college music education majors were surveyed to
determine what was difficult abothed 8 &322y FNRBY | Of I NAYySGA A&
of view. Saxophonists and clarinetists were questioned, since these instrumestaitest

a frequent source for bassoonists.



Method bookswere alsoevaluated to determine which exercises can be used to
teach bassoon fundamental techniqué&he data collectedvasusedto create a

database of materialfor properly teaclingbassoon to secondary student

Clariret players found bassoom S 1 6 SSy G YSRAdzYé | yR aY?2

They found idissimilarto the clarinet, and indicated that learning the bassoon
embouchure, voicinggndflickingwere the hardest skills tmaster. The clarinet players
also noted the bassoon felt awkward to hold and play.

Saxophone players fourithssoon to benlyd Y S RA dzY dhaveragedahdzt § ¢
found the bassoon more similar to their own primary instrument than the clarinetists.
They indicatedhat voicingandthe bassoorembouchurewere easier to learn, while
flicking and half holing were more difficiti learn

While having a musicablskground in any instrument is useful when learning
bassoon, results of the survey suggest that saxophonists may have an aglvavtien
switching to bassoobecause of their experience with voicing, a similar embouchure
with equal pressure from all sides, and holding larger instruments. Clarinet players,
however, reported an easier time learning howhalf hole than saxophonistso they
are not to be discaoraged about switchingp bassoon.Ultimately, the desire and
motivation of the student to learn and prace will determine th& successHaving

prior singlereed experience, especially on saxophone, has shovine helpful.
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CHAPTER |
INTRODUCTION
TheProblem

A young girl was playing bass clarinet in the middle school band. After three
years playing the clarinet, she wanted a new challenge. The band director suggested
switching to bassoon since there were none in the ensemblee music teacher did not
havemuchexperience playing or teaching bassoon, but was able to provide some
starter lessons. It was recommended to the new student that she take a few lessons
with a local professional before teaching herself the rest of the band music. The lessons
went vey well, and before long the new bassoonist decided to continue studying
privately.

Within a year, the young girl had learned enough to be a competent player, and
joined a youth orchestra and concert band. In her lessons the student worked on solo
repertoire, technical etudesand ensemble music. By the time she was starting high
school, the student began making her own reeds with the guidance of her bassoon
GSFOKSNY ¢KS aoOKz22f YdzZaAO (GSIFOKSNA ¢SNB O
one of the band directors noticed thathe student could not sustain long passages, or
properly articulate very fast notes.

During her senior year of high school, the student auditioned at colleges and was
accepted into several music schools and conservatoriegadt audition though,
LINEPFS&aa2NB O2YYSYiUSR 2y KSNI I 6aSyoS 2F ol a

GKEFEEF K2f Ay3E o LG 2yS FdzZRAGAZ2Y S (GKS LINRTFS



be different about her playing. The girl was not able to pfexananswer, since she
incorrectly assumed she was doiegerythingcorrectly.

This girl wasne. | came to college very well versed in ensemble bassoon
literature, but lackedsome basiéundamentalskillson the bassoonl spent my first
semester of college rearning fingerings, fixing major problems with tone production
FYR ONBIGK adzlJL2 NI FyR Y2aid Myhdd sthobly G f & >
0FlYR RANBO(Gl2NI gl a 2y GKS NRARIKG GNFXO1 6KSYyYy
able to sustain long phrases, but as a trumpet player he was reluctant to give me
guidancefor how to solve these problemsWith even the most basic knowlge of
bassoon technique, any muskdcher can sestudentsup for a successful playing
career.As my story has shown, it is equally important for bassoon specialists to review
the fundamentals of the instrument before starting a new student. Aspectasddon
playing | now take for granted, like half holing and flicking, seemed daunting when | first
began collegiate study.

Skills such as these are important even for students déwde to not become
music majors in collegelhe ability to play in tunevithout notes cracking is important
when playing in ensembles, and will make the experience much fnareAdditionally,
reinforcing the proper fundamentafsom the beginning will make it easier for student
to pick up the instrument again later in life if theg choose Once the proper
foundation is sestudents should have an easier time making and enjoying their music.
Having students perforrat their fullest potential and with greatest ease makes for a

more enjoyable musical experiendeoften found it frustrating that | was cracking notes
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my performance.Playing in ensembles was also a lot more fun when | wasintiously
getting the right notes out with ese.

Even with thisomission in my training was among one of the lucky students
who had the opportunity to studypassoorprivately. | cannot thank mlyigh school
bassoon teacher enough for instilling adoaf bassoon playing and music in me, and |
grew tremendously as a musician during the time | studied with him.

Rationale
The bassoon is not nearly as difficult as many people seem to think it is.

According to Barris and Jamio 0 M ¢ @ thé dhgainly dize of the bassoon that

Ol dzZaS& RANBOG2NR (G2 | aadzyS AyO2NNBOGte& GKI

challenge with this instrument is to avoid forming bad habits that soon become

AYANI AYSR LINRPOf SYaé¢ Ostantes Haced@s afresiin@niga ¥ (G KS f

college was unlearning all of the bad habits | develojhed my teachers had not
noticed or corrected

Some school districts providggnall grougessons as a part of the instrumental
curriculum. A benefit of starting amew studentin suchlessons ishe opportunity to
reinforce good habits and discourage bad habiteacherdiave the opportunity to
teach this student all of the correct fundamentals! It is imperative to focus on bassoon

specific techdj dz8 ¢AGK I 0S8S3IAyyAy3d aidd@ibopive aAyOS

IANRdzL) f Saazya (2 o0S3IAYYAY3I olaazzyAraida 2

(Barris& Jampde, 1997, p.28). Appropriately vorking with students from the very first

(



lesson will helemphasizehe importance of a solid foundatiorEven with the

challenges manpersonsassociate with bassoon, it can be an especially rewarding

experience for children who are lookingtobg @& Ij dz§> |y R aidlyR 2dzi ¥FN
flute and clarinet players in the band.

In my experiencet seems that many bassoon players lack the fundamental skills
necessary t@lay the instrument at a higlevelof proficiency Perhaps they were never
taught thesefundamental techniquegas a beginner. Unless a student takes lessons
from a professional bassoonist (who is diligent with drilling fundamentals) or a band
director who has experience with bassoon pedagogy, it is l&dBmaynever learn
bassoon specific techniquéy’ Y | y & | eqiskrable® the bassoon is either misused,
poorly played, or not used at all because of a lack of knowledge concerning certain
aspectf the bassoon on the part of the instrumental teachéro needs to have more
GKFYy 2dzad Fy St SYSyil NSbenteyldss, p.S)RtIsIptathe 1 KS 0
teacher to ensure students receive proper instructiorthe fundamental skills needed
to play the assoon well.

As a freshmarollege bassoonist, | did not know the propiegerings for
several noteandwas using a very ineffective embouchure. It took me almost an entire
year of study to beak many of my bad habitg.still find myselhaving to addresbasic
techniquessuchl & & K I f T atiaéks. Aay Ebéen mafi&®aware of these problems
when | first learned bassophmight not be having these issues in my playing now.

Correctly teaching bassoonists from their first lesson will set students up for

success later om their musical careers. It will also limit the amount of frustration they



mayencounter whertrying to play properly My situation is fairly common among
bassoonists, and it is typical for high school bassoon players to be using improper reeds,
embouchures, and fingeringg.hisconclusion is based any own observations of
students when | am asked to assist with orchaklrassoon sectionals. | am always
amazed that students can play withacked and worn out reeds, demtdocals, and
leaky instruments.However, these students are compensating for these problems by
using inefficient playing techniques like biting thede forcing air too hard, and using
alternate (often accidentally found) fingerings.
Purpose
The purpose of this study was assist instrumental music teacharsproviding
appropriate basson instruction by explaining the fundamentals of the instrument,
detailing theprocess okwitchingto bassoon from singteeed instruments, and
providing a list of resources that can be used to teach bassoon lessons.
Many band directors have little exgence playing double reed instruments, so
they may be hesitant to recruit and teach bassoon and oboe players. They may not
even know where to looinformation about bassoanThe bassoon is an especially
forgiving instrument, and will create sound evehem a musician forces air, fingers
y23GSa AYyO2NNBOGftex FyR dzasSa | LIR22NJ ljdz- £t Ade
main categories: These are: (1) finger technique, (2) the use of the tongue, (3), the use
2T FANE YR O0n0Z0KKPIBSYSRUDKIABKE {1 $$oF 2N 3
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Theaspects of wind playing thalir. Weisberg take for granted are often
overlooked in a school settingdased on my own expence, abassoonist using a reed
purchased from the local music shop and using fingerings found in the band method
bookis not prepared for a successful beginniBgeforel was able to work on
fundamentalsn collegelike using groper embouchure and breath support, | first had
to change the way | made reeds and fingered notes. My high school reeds, though
adequate forschoolensemblesdid not allow me to play in every octave with good
intonation. The fingerings | had been ugiid not incorporate resonance fingegs
and alternate options for special situations.

For these reasons, it is emgally important that band directors are aware of and
teach sound fundamentals to their bassoonislisis equally important that school
instrumental music teachers assist their students in finding excellent quality reeds.
These will never be reeds thatre mass produced and sbilo music retailes Quality
sources include collegiate bassamachers, local professionals; advanced collegiate
students.

Overview of Methodology

The purposef this study was served by identifying several major bassoon
fundamentals (Breath Support, Voicing, Flicking, Half Holing, and Instrument Carriage).
In subsequent chaptergach concepts explainedand strategies foteaching each
provided In addition, asurvey was administered to singleed music majors learning
bassoon, and the results were analyzed to determine which of thesediveepts were

most difficult to learn anaxecuteon bassoon. The survey also indicated what prior



knowledgefrom a specific singleeed instrument was helpful, and in some instances
unhelpful. Finally, a sequence of method books and etude baakgrovided Using

these books and etudes will help teach the fundamentals discussed in earlier chapters
since exercises selectatign witheach fundamental skill.

This thesis focued on four potential issues facing beginning bassoonists
OY2RAFTASR TNRY 2SAa0SNHQa lylfeara G2
1. Appropriate instruction focusing on fundamentals from the first lesson
2. Techniqueshat are similar ad differentfor switchingto bassoorfrom clarinet
and saxophone
3. Resources to aid directors with limited double reed experience
4. Appropriate use of bssoon method books, and a preferredquence of
exercisego use
Overview of Content

Eachchapter of the thesis is basexh one of the four issuethe authordecided
was important to the development of beginning bassoonisisndamentaldocused
instruction, carrying over techniques from previous instruments when appropriate
providing resoures for teachers, and using appropriate method book sequenices
Chapter Wo | describe the fundamentals of the bassotow breathe support, voicing,
flicking, half holing, and instrument carriaged@ne properlyon the bassoon Ways to
teach these concepts to students, as well as diagnosing common problems in each
category are also includedin Chapter Tireel providean overview of how the research

for the singlereed music majostudywas conducted How participants were selected,



how tools were developed faurveyinghese participantsthe processes followed, and
how the datawere analyzedre included In Chapter Bur the results of the
guestionnaire are presentetb qualitativelyexplaincollegiateclarinet and saxophone
major) @A Sga | o bdassodhknSnstiumentith@yKlearneoh atechniques
class Problems these particular instruemtalists faced inheir switchand
recommendations they gave students of their own instrument switching to bassoon
are included In Chapter Fve | recommend methods books and suggesequence of
use for beginning instructionChapter & servess asummary ofthe pgoer anddetails
the conclusions reached regarditite use of fundamentals in learning bassoon, and
process of switching to bassoon.
Limitations of the Study

Little scholarly research about the switch to bassoon from other instruments
exists In order to determine the issues facing instrumentalists switching to bassoon, a
review of existing literaturenaynot be enough.Thisprojectwas designedo survey
collegiate music education majongho havetaken bassoon methods, class that
teaches how to play bassoon in half a semester. It is regarded as an extremely intensive
class and as a final exam students are required to play a two octave chromatic scale and
intermediate level etudes. Thus, these students are consideeeyl prepared to teach
bassoorwith knowledgeof what it is like to learn each bassoon specific technique from
aLJr NI A Odzt | NJ Joindol vieliz YBRagslayets ivéodwindplayers

percussionist, string players, and evarocalists have taken #course in the past.This



study was limited to singleeed major students that had taken the course within the

past two years.



CHAPTER TWO
FUNDAMENTALS OF THE BASSOON

In this chapter five fundamental skiltleeded to play the bassoon welbreath
supportand emboubure, voicing, flicking, half holing, and instrument carriagee
explained This serves the purpose bélping band directorgeach each concept to new
bassoonists.Each skilisdefined and eglained, and strategies for teachingaite given
in each subsection of the chapter.
Breath Supporand Enbouchure

| grouped these two categories together because breath support and
embouchureon the bassoorare very closely relatedin woodwind and brass
instruments, breath supportreferst ¢ KS Sy 3l 3SYSyid 2F GKS | 6R?2
OAYyOf dzRAY3I GKS aARSa | yR f 2 2080MD1)0 FhiS&iris R dzNA y
blown directlythroughthe embouchure and into the reed to create vibrations, and
ultimately sound.Breath support should not beastlydifferent between woodwind
instruments, since each woodwind requires a steady stream of air to be played properly.
Students changing from fie to bassoommay struggle with this concept at first because
they are not used to having a reed in their mougén the resulting back pressure
However, successful flute players should overcome this initial obstacle since they are
used to managing extreety large quantities of air, and controlling this air in a way to
play long phrasesonflutet ¢ KS Ff dzi S NBIjdzA NBa |y Sy 2N)2dz

more than other wind instruments, becautigere is nothing in or on the mouth to

10



inhibit the flow of theair. Therefore the flutist must master the process of using the air
ST T A ODP&y109RI66. 0

Just as brass players practice buzzing on mouthpieces, bassoon players should
LIN: OGAOS aONBgAYy3IE 2y GKS NBESRGcrowyeR LI @AY
studensi 2 AaF2NY GKS SY02dzOKdzNBZ FyR o6ft2g6 I aid:
producel Yy 2Aaé& ONRGAY 3 , p.BJdTfiRgvesydiNghasSoades H N np
way to check their embouchure and air stream without the added complexities of
remembering new fingeringand holding the entire instrumentCrowing will remain
important as thestudent advances, and is the first step in testing bassoongeBdt for
a beginner, crowing on the reed is a great way to ensure that the embouchure is loose
enough. If a student bites on the reed while crowordy a highpitched sound will
result. A good crow has a mix of both low and high frequencies simultane(Dstyan,
1997) At this stage, it is important to remind the bassoonist thedwing is dest to
see if the embouchure is too tight, and the reed balancadoroperly balanced reed will
ONRBg | O iU KISOND G @ (2 LINF OGAOS 3ASdHaGAy3a GKS
then rolling in the lips slight & & A O K |, 2080\py’3).SRlEng thedlipsisis €
important for the doublelipped embouchurdassoon utilizes.

Once the student can get a good sound crowing on just the reed, it is time to add
the bocal. Playing on the reed and bocal igHactiveway to replicate the air and
embouchure used on the full bassoomhe sound will be differenbut the physical
sensations should be similar. If the student is struggling with the entire instrument in

later lessons, playing for a few minutes on the reed and bocal should also remind them

11



of the proper breath support and embouchure you taught thintheir firstfew
lessors. Before attempting to play on the entire bassoon the student dtidae playing
on the reed and bocal assembly (Froseth, 2005).
A good beginner reed and bocal exerdise author likes to use i®ng tone
practce t f @  NBEFSNBYOS LIAGOK 2F a4/ éinsttugf G KS LI
the studentto match pitch on the reed and bocal. N* OG A OS GKS &l Gdl O ¢
tongue stroke. Remind them you are nottrying@®A 2t Sy Gt & alF Gial O1¢ y2
beginning them with yourtonguel. A Y F2NJ I &/ ¢ GKFG KFa | NBf
and end. The lips and oral cavity should be in the same positioh ks A y 3 Oic®R S 4 ¢ &
studentscan do this, challenge them to play longer and longer notes (while still
maintainingthe proper embouchurgoral cavity shapend breath support!).Put the
metronome on quarter note= 60, and use this to time each not@&he goal of this
exercise is t@et studens utilizing all of the air they take in, and expelling it at an even
rate.
Band teachers will probably already have a favorite exercise to teach breathing,
and most of these will probably work very well for bassoon too. Any exercise that
emphasizes taking a controlled breath without raising the shoulders will help stadent
with their long tone practicingOne particularly effective exercisefts the studentto
put the left hand on the chest, and the right handderthe ribs. During a prper
inhalation you should feel the ribcage expanding in the right hand Jitl@lmovement
in the left hand. If neither hand moves, the student needs to take a deeper breath.

While perhaps not practical in a public school settibhgan be effective for the student

12



to actually feel how much expansitakes place inthé SI OKSNRa NARO6 Ol IS
strategy would probably only be appropriate in a collegiate situation if both teacher and
student are comfortable.

Donot try and introduce dynamics to new studesright away, since trying to
playvery loud or soft can unknowingly cause the stutnchange some aspect of the
correct embouchure. For at least the first month the student should be playing
everything at a cmfortablemfdynamic. 62 KSy adlF NI Ay 3 LN} OGAOS:
overcome to this end should not be too high at a comfortahfeavoiding extreme
registers. Attention should be given to the balance between embouchure tension and
breath contro€ (Klutsdi, 2003p. 6).

Finally, the bassoon embouchure should be as relaxed as possible while still
maintaining a cushion of the lips forthe reedtosit@anL y 2 NRSNJ (2 3Idzl NI y
vibration of the reed, the lips grasp it b®sely as possible without allowing air to
escapé O Y {2028, .G the student can whistle, haw@m do so. This lip
formation is very similar to the bassoon embouchure. If the student cannot whistle,
haveherYl {1 S | & Of 2 @vith the lip©dBaivn up ¥ &arf eRaggerated smile)

Then havénerpucker up, asisheisdI2 Ay 3 (2 (1Aaa a2vYSz2ySo ¢ KS
embouchureneeds to be avoided at all costt will result in the corners pulled back too
FENFYR GA3IKIP muthbStterdexaaythe)oBaukat thefemiibSchuted |

should look like. If the student struggles with thig,can practice making both faces in

the mirror untilhisY dz4 Of S YSY2NER OFy NBO23ay AT SIf 1 KS LIN

the proper embouchure can be seary on,student bassoonistwill not struggle with

13



playing sharp down the roadDurran, 1997) Former single reed players may be
especially tempted to bite down on the reed from top to bott@mpull the corners
back tightly.

The lips should be almost touching the first wire of the reed, but not quite.
Having too much or too little reed in the mouth will greatly affect the pitch and
response of the instrument. A good hint for students is to take in only as much reed as
they need. In the lowest register (below the bass clef staff) it will be nearly impossible
to play articulately and quietly with this much reed in the mouth. In this instance, it will
be necessary to back off the reed and take in only about a quarter tontlf iln much
higher passages (above the tenor clef staff) it may help the student to take in slightly
morereed.d ! WK NRQ Ssé to#hdAidsKwirdlBrings Gehster response in
0KA & NB3IA200F plrl)HbweledziheipS ghould ever actually be on the
wire. Not only will this hurt intonation and response, a rough or sharp wire couldtres
in a painful cut to the lip.

Voicing

Voicing on the bassoon is also directly related to breath support and the
embouchure. Voicing refers to the shape of the interior oral cavity when playing: K S
mouth, throat, and even the vocal chords, must provide a resonator of appropriate size
and shape to reinforce the pitch being fingeR 2y (1 KS 0, B%DDY ¢ 05 dzNN.
Different vowel shapes (aah vew) have differeneffects on pitch. This is comparable
to the technique a brass player would use to activate different partials with the same

fingering. A trumpet player must increase air speed and direction, dectbadp

14



aperture,anddza S 'y aSS¢é¢ &ad2dzyR (G2 LIl @& KAIKOD [ A1
O2YY2Yy FT2NJONlaa LI IF&@8SNhR (G2 dzaS aft2¢gSNE ag
eSgé¢ 2N a22Ké¢ ©@2¢6St akKl LSO

While bassoonists do not have to negotaifferent partials taget the right
note to speak, theyleal with quite a bit of pitch flexibility.This is both good and bad,
since advanced players can use this to match pitch in ensembles. For the beginning
student, this flexibility is often confusy. A note can be fingered and any variety of
sounds might come out! Voicing properly is very important for consistency in pitch and
response, and should be taught from the very firstlessotS YSY6 SNE GG KS addz
does not actuallyoicethe vowels, réher they form these vowels it KSA NJ 2 N> £ OI @,
(Ewell 2000 p.41).

I & RA a OdzEmBEchukeyand Biéa8h Sapposection the first step to
teaching voicing is playing on the reed and bodslith ay $idbé @2A O0Ay 3 | Yy R LJ
attack, the student should be able to soundhédle C The student should be able to
maintain this C without changing the oral cavity shapeit like the trumpet, not every
y20S 2y o0l aaz2z2y dzihe tudankvillthavé R emaeimbedghkrOA vy 3 @
notes use each voicing. At first this can seem daunting but the proper voicing will soon
become automatic, if the student is diligent in using them each ti@practicesthe
instrument.

The nextstepistohave KS A G dzRSy i @2A0S aR2S¢ | yR L3
bocal. Heshould discover this voicing lowers pitch by about a half step (a B natural

should sound)Now havehim@2 A OS & R S ghewill haar theypiich faigene
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half step backto CThe studenti K2 dzf R G KSy (GNEB (K alrys
pitch will raise another half step, up to about a C sharpe ability to makelhtese
seemingly small changes in pitch will pay dividends kerran,2000. If the student

is making the voicing changéut still cannot achieve these pitch changes, their air

speed is likely not fast enough.

I 2yGAydzS G2 KIGS GKS aiddRSyd LXle& GKS

patterns. Shewill need to remember the feeling of each vowel in order to replicate
them on actual notes laterRemind students that intonation is controlledth a

balanced reed, correct air speed, apbpervoicing. If students strugglewith this

concept, having them sing each voicing may help them feel how the mouth should be

shaped when playing.
When diagnosing intonation probleswn bassoon it is important to remember
that several factors contribute to pitch. The instrument, reedcdl, air speed, and

voicing all effect pitch and a problem with one can make playing in tune very difficult.

l f 42 GOKSNBE Aa | KASNINODKe (2 YSiK2Ra

F2ff26X. NBIFGK adzZlLl2 NI O2YSa T AaNdonlKai tkeS y

(0p))
s

(0p))
zZ
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end temper the intonation with an emlazO K dzZNB I R 2 dz2R00% S42) Kis 6 9 6 S

tempting for students, especially thossvitchingfrom clarinet or saxophone, to want to
control pitch with top to bottomembouchureand jawpressure.Remind these students
that air speed and voicing on the bassoon are what control intonation, and do not let
them bite the reed. If students still become quickfatigued after weeks of playing, this

is a good indication they might be biting too hdad are playing on heavy/imbalanced
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reeds) Anothersign ofusingtoo much biting pressure are marks left on the inside of
LX F 8 SNR&a fALRAOD
In addition to teaching the student proper voicing and embouchure control, it is
also important at this stage to remirtle student how to control attacks. As discussed
Ay GKS LINB@A2dza aSOGAzys (GUKS (2yS akKz2dz R o
Ydzad y20 W6 dzNE& {, p.7) das B stude¥tbemminiesnio® advanaed,
these note beginnings becomeeavmore important, especially in an ensemble setting.
G¢KS | oAfAle (ppandithon Sn/acednt ot ogly2opeds up
possibilities for fine musical nuances, but also makesemble work considerablyasier
F2NJ € o0l aaz 2,pXNa Tthasé attackstadzonly Qdssible witha o
controlled tongue stroke.
+AO0ONF G2 A& | GNB3Idz | NJ Lddz al A2y Ay GKS
LIAGOK 2NJ I OKIy3aS Ap570l dbva® {madipul&irgthe fiME = ™
to change pitch) is customanyn certain instruments, bus not appropriate forthe
bassoon. More advanced saxophone players may be using a jaw vibrato, and this will
have to be unlearned when playing bassodcertain amount of debatexistsamong
bassoonists whether tharoat or diaphragm vibrato is best, but it is universally held that
jaw vibrato or voicing changes should not be used on bassGtarinetists may have
the advantage here, since thejten (some clarinetists do use vibrat) not have any
vibrato habits that will need to be unlearned or modified.
A student should not be taught vibrato ungihecan sustain pitches in each

NEIAAGSNI O2YF2Nlilofeéey dzadzZ ftte |o2dzi | &SIk N
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necessary beforerying to alter the steady bea@ @ LJdzG G Ay 3 | GAONI G2 2y

(Weisberg, 1975. 59. The most common approach is to use a diaphragmatic vibrato,

which uses the same muscle groups associated with breathiage the student inhale

with hishand onhisabdomen The muscles that are activated are the same muscles

GKFG Attt 0SS aldz aSRé f1F0GSN) 2y G2 LINRRdJzOS
To teach vibrato for the first time, put a metronome on quarter note = 60. This

will serve as thdaseline for all vibrato practicelhe student should already be

accustomed to practicing long tones with the metronome clicking quarter notes to mark

GAYSZ odzi y2¢ GKS Of AO1 oAt AMyfish @dcticeS | ¢ LI

pulsing quater notes with the metronome. Once the student can do this comfortably,

haveher pulse eighth notes to each clickinally, have the student pulse sixteenth

notes to the metronome clickOncestudents can do this on individual notes, they are

ready tobegin practicing this metered pulsinginmusi A & G F I a & SWKIndA 6 NI G 2

FYR 06S02YS SY02RAS @ietk, o9& p. 200 )S\WeissehJori{1840) 3 ¢ &

etudes from the beginning of the book are excellent for this purpd&eese can also be

GLINI OGAOSR 2y f2y3 y2iGS8as GKSyYy Ay I LASOS

Movement). The vibrato is, of course, slowgri 1 KS f 2¢Sad NBIAAGSNI G

(Apfelstadt 1993, p. 38) Sudents should practice these etuddsr solos)with the

metered sixteenth note pulsing to develop their vibrato. After practicing in this manner

for severalmonthsthe vibrato will almost naturally lose its rhythmic intensignd the

previously mentioned registerelated vibrato speed wilitart to happen Sudentswill
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need to keep experimenting with faster and slower speeds of vibrato, but this is an
excellent way tdegin study.

Formersaxophone playemnhayneed to be extra cautious when firstaming
bassoon vibrat@ao make sure they are keeping their jaw stationaag jaw vibrato is the
most common vibrato technique used by saxophonistsnay be tempting to use the
same sort of pitctiluctuation, but this is not appropriate for classical bassoon playing.
Clarinet players arkkely not used to using vibrato at all, but jazarinetplayers may
Ffaz2 KIFE@S (G2 adzyf SENYyé GKAA 2F¢ Y20SYSyido
Flicking

Flicking is another bassoon specific technique that is often overlooked. 2 &
young players and many ndrassooALJt @ Ay 3 (S OKSNR | NB gK2f f ¢
(Durran, 1997p.13). It is possible to play the bassoon without flicking, but notethat
top of the staff will repeatedly crack. Even with flicking these notes can still crack, and
the correct manipulation of the half hole and voicing must be ekarctrackfree
playing.Ct AO1T Ay 3z | faz2 Ol ortt Ry G & y BIKGEAECHrae D NNz Y A L
bassoon playinglt is possible to play notes at the top of the staff without flicking, but
excessive embouchure pressure and air speed would be necessary (making the pitch go
sharp). a DA @Sy (KS RA,Etlidenisdrdten gastiénthe fekeSsitylof & |
mastering the flicking technique. Take time in this lesson to carefully explain the reason
for flicking . . the student will be much more likely to put in the necessary time to

YFAaGdSN 6KS (1 2mepy.BYdzS¢ 0696Sft f
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l y20KSN) gl & G2 RSAONAOGS GKAAa GSOKYAIl dzS
2004). The left thumb must be extremely mobile when playing bassoon, something that
will likely be new to both clarinetists and saxophonists. Even though both of these
instrumentsuse some thumb motion to manipulate an octave or register key, proper
technique on both single reeds involves limited thumb motidine bassoon does not
have a permanent octave key, @00 NA STt & 2LISyAy3 2yS 2F (KS
jointtotemporarf @ & SNIIS | & necgssay@Duirgd®o7,p.99.¢ A a
Consequentlythe bassoon requires the player to constantly be pressing the whisper
key, lifting off, and lightly depressing (flicking) another key. This coordination will
require much slow iad repetitive practice.

As soon as top dhe staff notes are taught tetudents (A, A#, B, C, D) flicking
must also be taght. Different keys will need to be flicked for each note @ltofvs:
When playing top of the staff A, the A key mustfliéked. When playing A#, B, and C,
the C key must be flicked. When playing D above the bass clef staff, the D key should be
flicked. However, not every student modestrumenthas this extra key (a fourth key
above the whisper key). If the studé&bassoon lacks this key, flicking the C key when
playing D is acceptabld he next time a new bassoon is purchased, a high D key would
be a very desirable option

CtEAOLAY3a gAft 2FG3SYy NBIdzZANBE aftSIF@gAy3a (K
g KA &LISNI ,39% p. B)5 ToztNdg gidentsto not latch on to any one key
will help them keep their thumb moving lightly and accurateBertain passages will

only call for flicking and lifting off, but many are far more complicat8dmetimes,
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flicking will be impossibledrause the left thumb will be engaged with another key. In
these instances only, it is acceptable to not flick and insteaguse faster air andhore
SY02dzOKdzNBE LINB&a&adzNB (2 aF2NOSE GKS y2GS Ay
Air speed will also need to be changed when playinder intervalleaps The
KAIKSNI Yy AYGSNBIEf 06S02YSas ab2GAO0S @2dzNJ |
SY02dzOKdzZNB Ydzad oS | fAdGGE S,200Ap\NTE) SKeéplinNE dzy R
mind this change is minimal though; increasing either air or embouchure pressure too
much will result in sharp pitch.
Specific intervalsvill even require the simultaneous opening of a half hole and
flicking of thumb keysThis is what may make the bassooresemore difficult than its
woodwindpeerE | YR @gK& aGeéz2dzy3 ol aaableedaia FSSE )
(Huddleston2003,p. 46)
Half Holing
Half holing, coordinated with flicking, mecessary for playing at evea
competent level. (Durrgrl997).Wdza & | & Of F NAYy S{ L) | @ SNB Ydza
of their instrument when playingp to a B natural, bassoonists must navigate a break of
their own. As in playing from an almost op&sharpto all fingers down B in clarinet
the bassoon has a register break between fourth line FRastarp Besides the
addition ofsevenfingers to the note, the bassoonist must also properly manipullage
GKIFfF K2tSé¢ Ay (KEdAYRSE FAY3ISNI 2F GKS tSF
Thetechnigu@ ¥ G KIFfF K2t Ay3 NBIldzZANSaE GKS ST

with a downward rolling motion towards the second fingen order to properly
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SESOdziS GKA&a GSOKyAldzS (GKS 9 K2tS8 aKz2dzZ R o

LJ2 NIi A 2 y2000,00938) S Sirfgle reed players might have been taught to use the

GSNE OSYUuSN)I 2F GKS FAYy3IASNDRA LIR G2 O020SNJ 0

problematic change for those instrumentalisti$.is important to use the top fathe

finger only to cover the first hole, or a much larger part of the finger would have to be

moved in order to half holeHowever, clarinetists may already be familiar with the

basic half holing motion. Opening and closing the bassoon half holeiligrgimthe

rocking of the index finger when playing to [one finger] A on the clarinet (Durran, 2000).
Because a new bassoonist has so many other fundamental skills to be working on

G0oSAAYYSNI 6l aazz2yAraida ack 2.dualditightiie pitcties & | G |

over the break of the bassoon use half hole techniques that are uncomfortable for

0 S 33Xy BaBiNEE7, po31).0ne reason th skill of half holing seems so difficult is

GF2NI LYyl G2YAOLE NBI a2y a geroh taSleftdidldogs@at £ (G A LI

O2YS a4 SlLraArte a (GKS K2 NXIKRuschRoD3, p24pSYSy i

It may be best to hold off teaching these notesnew bassoonists until they have

sufficient finger technique (abowt month or two ofstudy). However, this may become

problematic in the band rehearsal. Elementary and secondary band bapadisrare

often similarto the trombone part. These parts may go into the half hole range, since it

is quite easy for a beginning trombonistltéf & | &aol aaz22y KFfF K2f S

position. It may be necessary to do some editing to the bassoon part so it contains only

F3 and below for the first month of study.
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Once studerd areready to learn half hole notes, it is crucial to teach how much
holetoaD G dz t £ @8 2LISYy F2NJ S| Onire tfiah haf df the tonk Bolea D€ Y ©
open(see fgure 21)d CKAA y20S gAff AGLINRPRdzZOS | 3INRgf
openenoughofthehak 2f S gAGK (KS TANFaterF2008 6] 2 F G K
Coordination between finger movements must also be perfectherrtote may crack.

CNIAY @2dzNJ alidzRSyGa (2 KIS GKSANI aFAY3ISNE
(Huddleston2004,p. 22).

Figure21-[ SFd 1 I yR LRaxéiAzy F2N aKI{F K2t S

C2NJ 20KSNJ y2GSazx (GKS S NshapkahdiATlatiK2 f Ay 3¢
this octave also require a fraction of the E tone hole opered not half! For F sharp,

slightlymore than half of the hole should be opened for crack free sousdeFigure
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2.2). It may be necessary to open about 2/3 of the hole for both G and F sharp (Durran
1997). While having too small of an opening may cause the note to crack, having too
large an area open will cause the pitch to become sharp. It i$iGatkebalancing act of
having just enough open for free response and even intonation.

Figure22-[ SF¥d |1 I yR L2 aFshagy F2N aKIfF K2t S

When playinghe note A flat, it is particularly important to not have too much
hole open(see flgure2.3) ¢ 2 aLJX & D aKINlXk ! Ff+Fd gAGK |
21LISY | ljdzZl NI SNJ 27F (i, R084, pi 2)1fSnork thdn & quartedoizZR Rt S & (
the tone hole is open for this note, the beginning of the note will almost certainly crack.
This is especially true for the A flat/G sharp in the higher octavéhis high register, it
is actually possible to play this note with about only 1/8 of the logden (see kgure

2.4).
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Figure23-[ STG | YR LR aAlGA2yY FT2NI aKIfF K2fS D &K

Figure24-[ STG 1 YR LIRaAdAz2y FT2N) aKAIK D aKIF NLXK!
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Instrument Carriage

Properly holding the bassoon is another aspect of bassoon playingadestnot
often receive appropriate attentiof G.Fraaz2zz2y GSFOKSNB R2 | 32
to form an embouchure and blow into the instrument and finger the notes and play the
music, but rarely do they actually teach how to hiié instrumené 0 h 20G1yp. 3).
The bassoon might seem intimidating to young students at first, since it must be
assembled from five pieces. Saxophone players especially might have trouble
understanding why it is imptant for proper wing joint placement; clarinet playdrave
some experience with assembly from lining up the bridge key on their instru(aeat
Hgure2.5for wing and boot joint assnbly) All students will have to master putting
the bocal in at the proper angle for comfortable and in tune playing.

Figure2.5- Lining up the bassoon wing joint and boot
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It is extremely important to teach young players how to ¢allg assemble their
instrument during the first lesson. Th&assoon is a very delicate instrument, and
repairscan be costyat NP ol 6f & G KS Y goatibutihgiedBeNdadlii¢d FI O
YR O2y(AydzSR dzaS¥dzZ ySaa 2F Iy AyaildNdvzySyi
1958, p.19).¢ 2 LINB LISNX & | & a S Msert tBe wingj&int, &and &vistNttiay Sy G Y
achieve a emfortable adjustment of thavhisperkey mechanism. .so that thegroove
running the length of the winfjines up withJthe boot. After achieving this position. .
the bass jointsinserted in the boot joint. The playshould be extremely carefuthen
using this method odssembly, since carelessness can damage the keys tartbes on
the wing and bass joinfs  § ZDA0EP. 6).Lastly, the bell, and then the bocal can be
added. Each time the bassoorassembled, cork grease should be useteftenons fit
tightly. Bear in mind that cork grease should never be used on tenons with cork
wrapping. If wrapped tenons are too tight, simply remove string. If wrapped tenons are
too loose, more string should be added and sealed with a thin coafipgraffin wax. A
twisting motion should always be used for each piece of the bassegardless of
tenon style When putting inthe bocal a6 S  @ladg® Fedrthe large end. If the
bassoon is to be carried any distance, the bocal shouldSotli ST Ay GKS o6 &3
(Spencer1958, p. 19). The bocal should be removed and placed tip down into the bel
It will not fall into the bell, and this is the safest place for the bocal when walking with
the instrument.
Once the instrument is properssembled, studestmust be able to hold it in a

oFftl yOSR LRaAdAzy GKIG oAttt FI OAf AiGah(GS LI |
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bassoonists hold their instrumentwithtrgR 2 F &SI G &0NI LX gKAOK

hole on the metal cap of thedwt joint. The stap is laid on the seat and the student sits

on the strap with the bassoon restirgainstthe right thigh. Student may employ a

neckstraX Y2 aid LINRPFSaadaAzylft LIXIF&@8SNER K28SOSNI FAY

justaneck strapistaK S NJ | ¢ | 4,12000R 8. 36% Osigse neck strap results in

the reed and bocal entering the mouth at a different angle than using a seat strap alone.
Posture is also important when holding the bassoan¢t KS 06 Said |yR Y2 ai

way to play thebassoon is in a seated position.where the reed enters straight into

0KS Y2 dzi260, oIrmsS{SEOlr dzaS GKS ol aaz22y NBabta 2y

FTNBS 2F | ye S BR6ID. 6% Bhis Adarstherd issh lgfsk weight for

the left arm and hand to support, decreasing the chances for tendonitis or carpal tunnel

to occur. Sudents should sittcomfortablystraight, with their backaway fromthe back

2F (G0KS OKI ANX ¢ @6 thaé musidia0 i fal® §adod biekths{iahd/rdievé y I 6

back strain (Vonk, 2006) he instrument should then be brought into the playing

position, with the player looking at the music over tieng jointside of the instrument

GLG Aa A YL Nlbting ihe ifsteudént to hisimbugh Shitithé @outh to the

Ay & G NXzY S y1998, p. 80). Thalpaditidn of the seat strap also affects the playing

position.{ 1 dzZRSy (14 aK2dzZ R aoNAy3d GKS 06201t (G2 KA

the instrument viahe seat strap . . . A correct angle can be attained by adjusting the

LI2aAdGA2y 2F GKS aSFd adNIXL) FNRBY B&ERYyO (2 0

Figure 2.6or the proper position of te seat strap on the chair, and Figure fa7an

illustration of improper position.This is another reason why a seat strap is preferable to
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aneckstrapg y SO1 .adINdzA® G KS AyaildNdzySyid G2 Fr&t |

cannot be adjusted (Barr& Jampole 1998, p. 29).
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Figure2.6- Position of the selastrap to create the proper playing position
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Figure2.7- Incorrect msition of the seat strap on the chai
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There are three contact points between the bassoonist and bassaoh.K S Y 2 & (i
passive ishe outside of the right thigh. The leg helpalance the instrument in
conjunction with the left hand. The point of contact on the left hand is the corner of the
palm at the base of the index finger .The right hand is to keep the bassoon from
rotating on its axis to the left and away from théf | & S NE, 19875pdB).DKvigusly,
the mouth is also in contact with the bassoon via the reed, but this should never be
GK2dzaAKG 2F a | gl @& (2 .GreFighNeX®raviedl ok v & (i NHzY

the correct bassoon playing position.
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Hgure2.8- The bassoon in the proper playing position
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The left hand plays a large role in how the bassoon is held, and proper left hand
position can also assist with half holing techniqWéith the left hand in thecorrect
spot, rolling theindexfingerdown to half hole is much easieGtudents should know
GKS tS¥li KIFIYR GAYRSE YR YARRES TFTAYIASNI 6Af
finger, rather than the flat of the finger (as in clarinet), should cover the second tone
hole. Theringfinggp Af £ 0SS NI GKSNJ FE Il G G2 NBMTEK Ada
gets the hand in the correct shape for supporting the instrumestudents should also
make sure they are using the correct muscle in the left hand when half holing. To find
thisma Of ST Gt RFRE2@&NIAF &2dz 6SNBE IF2Ay3 (2 ak
Maintain this position while moving the index finger up and down. The index finger
should moveinascissbrA { S Y2U0A 2y FTNRBY (KS Shienty ¢ 65 dzNN.
should practte this exercise frequently to build up this fine motor contrblis
important not to pick up the left hand index finger when playbagsoon, and rolling
the finger down using this muscle will ensure the finger stays down.

Performingall of thesetasksat once can seem dauntingt a I Yy 3Ay 3 G2 ol f
the bassoon and to plagn instrument that has such extraordinary coordination
demands can be a very challenging eador. A bassoon instructor must be constantly
vigilant when teaching the student twld the bassoon in a wetlalanced position while
alUAtE YIAYGFAYyAy3a |, R0B4pl4B8)SIRs heljfuhfordaNiSsE o | dzR R
to watch themselves in front of a mirror while practicing. This way ta monitor
their own half holing, insument and hand position, and even embouchure when their

teacher is not watching.
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Anotherpositionstudents carwatch while practicing in front of a mirras the
shape of their fingersAs stated before, only the first and second fingers will be arched.
To reach the tone hole, the third finger will need to be significantly less arcfsee.
Hgure 29). Having thendex and middldingers laying flat across the instrument will
make itdifficult to play technicamusic at higher speedslhis will also help maintain
stability in the left hand and thumtsince the tone holes will be fully closed. Wiadin
fingersare flat it is more difficult to get a good sealer the tone holesand he
resulting adjustentswill create instability in the fingergHuddleston 2004). Clarinet
players are used to having to seal tone holes with the pads of their fingers, and
saxophone players are used toggeng their fingers arched to facilitate technical
playing. This may be one area in which singbed players have a head start in learning

bassoon.
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Figure2.9- Left Hand position for nohalf hole notes

There is some debate about thesefulness of a hand rest for the right hand.
Some believa thand rest on the boot joint will be invaluabile helping to maintain the
correctposition ofthe right hand ¢ t, B9gOOBH U @ G ! gréaeYriimbiérof
bassoonists, including mysetfp not use the hand respreferringthe freedom of
motion without its use. Paicularly, with young players, the hand rest never seems to
be the proper height nor placed in a comfortable position. Also, the resultant sharp
bend in the wristwhen using he hand rest gives me conceabout carpal tunnel

a2 Y RNER Y S £998, p.@NIedenglly, the most comfortable option will be what

36



studentsare used to. Giventhe possible health problems related to hand rest usage, it

YIe 0S Ay GKS aiddzRSyidQa o6Said AyuaSNBaid G2 7
Finally, it is important to add that KS & NB & (i {cafridge oflib2 & A G A 2 Y

instrument when the student is not actively playitgfor the bassoon isrucial to

ensure water does not collect in the tone holddute, clarinet, and even former

& E2LK2yS LI I @8SNA YAIKG o0 SwvhashdsSmtruméntid a 02y O

laid across the lap when sitting flang periods oftime). This will not work for the

bassoon for two reasons: laying the bassoon down across the difficsilt because of

its length. Unless the student sits at the end of a row, there will be no room to sit with

the bassoon in a position matching th&ttbe other woodwinds. More importantly,

laying the bassoon down horizontally wélusecondensationn the bocal and wing

joint to run down into the tone holesThis water can be a nuisance when it leaks out,

YR Attt Ol dzaS SEMRNKEYES AR dA Ruza 2 NI OSWIH | & FdzNE

to get rid of this accumulated watdresides loudly blowing out (into) the affected tone

hole. Repeated exposure of the tone hole to water may cause the finish of the

instrument to wear off. Additionally, th condensation can run into the unlined section

of the boot, leading to irreparable dry rott KSNEF2NBE> al f gl &a | SSLI &

GSNI A OF f 6 dzIRddeth 20050p. 3)I2Thid alsd rAeyns that bassoon students

should swab out and returrheir instrument to the case duringhearsal breaks. Not

only is laying the instrument across two chairs asking for disaster, it could result in

watery tone holes and ruined pads!
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Awealth of informationis availablepertaining to bassoon instruction, but not all
of it is easily accessible by music educat@asy band glectors may notave the time
to locate and read through all these materials when starting new stuglaotthe most
important concepts have been identified and discusketke. By focusing on these
fundamental skills from the initiddassoon lesson, students cget setup for longterm
success on the instrumenEmphasizing proper breath support, voicing, flicking, half
holing and instrument carriagensuresbeginningstudents have the proper tools to play

the bassoon at a high level of proficiency.
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CHAPTER
METHODOLOGYR SURVEY
In this chapten explainthe methodology for the survetp determine what
singlereed players found challenging about the bassoon coming from gineirious
instrument. Thesurveyinquired aboutthe techniques that are similar or different
between singlereed instruments and bassopand specific difficulties encountered by
participants Participant selectioffior the surveyis discussedas well ashe rationale for
certainquestions. Surveyguestion developnentwas based ol KS & Cdzy Rl YSy G I f
identified anddiscussed in Chapter Zhe processes followed to qualify for Human
Subjectshased researchre provided and Pennsylvania State University IRB
certification informationis given Finallythe processes followed to collect and analyze
the collected survey datare providedso this study may be replicated.
Design
The purpose of thiportion of the projectwas toquestion singleeed players
learning bassoon to determine what thégund mostchallenging about bassoon, and
how they thoughtplaying their instrument was similar or different to playing bassoon.
Thedesignwasdescriptiveand each respondent was asked the same series of multiple
chace and open ended questions. Tiesults were compared and analyzed to see if
any similaritieexisted amongplayers of the same instrumemtho werelearning
bassoon.Fourpersonswere asked to participatdwo clarinetists and two saxophonists.
Three of the four respondents were Pentat® School of Mus students at the time of

survey administration, while the fourth was a recent graduate of the program.
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ParticipantSelection

The selection of participants was based on several fact®asticipants needed
to be singlereed musianajors who had takea bassoortechniques course the past
three years and not been more than one year removed from their collegiate study.
Every student who mehese criteriawas invited to take part via an initial emallo
flute playerswere available to participate Of the eligible singleeed players, two
clarinetists and two saxophonists were willing and able to particip&ender was not a
consideration for this study, but both responding saxophonists were male, and both
clarinetists were femig. All of the participants were between the agef0fto 30.
Participants were invited to give their contact information for possible participation in a
follow up intervew, but both clarinetists declined. Therefore, it was appropriate to
conduct a follow up interview of only saxophone players, sincaaoompanying
clarinet datawould be availabléor comparison
QuestionnairdDevelopment

The data used for the studyere collected by using a 2art questionnaire
which included two open ended questions for ttespondentto elaborate onwhat they
personally found most challenging about bassoon and suggestions for soméane
playstheir own instrumentwhen learning bassoonAll participants wee asked the
same questions, regardlesstbkir major instrument

The questioswere designed to purposely correlate with the fundamental skills
described in Chapter 2. Since the purposthef thesiswas toassist band directors or

teachers of bassoon who are not bassoonists themselves, it made sense to thoroughly
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explain each corept and strategies for teaching it befoneentioning it in survey data.
This also mde it possible for teachers switching a particular instrumentalist to use the
survey as guide. The teacher coultktermine what specifically might challenge their
students, and thenobtainresources anddentify strategies for teaching those
challenging skills in the sandecument. Thequestionnairedistributed toparticipants in
the study can be found in Appendix A.

Questions 1 and 2 were designed to collect bagmrmation about each
respondent including their primary instrument and when they toakassoon
techniques course This ensured thahe person submitting the survey met the
participationcriteria. Question 3 asked about the overall level of perceived difficulty of
bassoonwhich could then be compared to how difficult other aspects of bassoon
playing were. Questions 4 through 7 asked about embouchure and breath support, and
how similary different and challenging this was compared to their primary instrument.
Questions 8 and 9 dealt with voicing in the same fashion, again askimgit similar,
different from their own instrument.Participantss SNBE 6t S (G2 FyasSNI ab
question if theydid not utilize voicing on their own instrumenQuestions 10 through
12 pertained to flicking, while questions 13 to 15 asked about half holing. Questions 16
18 asked participants about instrument carriage on the bassoon, and which support
system(if any)they use for their own instrument and bassooQuestions 18 19 and 20
asked participants about articulations on bassoon and their primary instrument.

Each of the preceding questions wasswered with dour-point Likert scale.

This scale wachosen in place of a fiymint scale to force participants to make a
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take a side for each issue presented.
Two final operended questions were alsocludedon the questionnaire The
first questionasked the participant to make suggestions for someone playing their
instrumentwho is learning bassoon. The second cpeded question asked the
participant to describe in further detail what they found most cbatiing about
bassoon.Theseresponses may give music teachensl students a better idea of what
to expect when teaching or learning bassoon.
Procedures
In accordance withite Office for Remarch Protectionguidelines it was noted
on thequestionnaie andinvitation to participatethat all questions wer@ptional. To
align with researclguidelinesL.J- NI A OA LJ- yia O2YLX SGSR 'y aLy*?
before proceeding with the questionnaird sample copy of this Informed Consen
form is provided iMppendix B
Participants arrived at the online survey from the recruitment email. Each
eligible participant was contacted and givean individual link to theuestionnaire
Each participant had unlimited time to complete theestionnaire and had the option
of finishingit at a later time. Participants were told to print a copy of the informed
consentform for their own records from the starting page at Survey Monkey.
Before survey participantsompleted the onlinguestionnaire it was piloted by

aMusicEducation brass majorThis persoriook the same version of thguestionnaire
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asthe actual participants to ensure the questions wetear and all links functioning.
During this stagd,also took thequestionnaireseveral times ta@onfirm accuracy.
Data Analysis
Responses were then downloaded by the Primary Investigator and reviewed to
determine any recurring &mds, similarities, and differences between clarinet and
saxophone participan NJB &. LABsyiers3dithe multiple choice questions were
compaed individuallyby instrument Clarinet and Saxophonmesponsesvere then
compared as well.
All participantsanswered all 22 questions. Two clarinet players and two
saxophonists completethe questionnaire.Results are presented in Chapter [Vhe
Of F NAYSG LX I @ SNDa&a adidandlyzed and dre rgpSriddhe 02 Y LI NB R
G/ tFNAYSGE &doaSOiA2yZT | yR &lFE2LK2yAa80G0a8 N
clarinet and saxophondatawere comparedagainsteachother and results of this

comparison canbefounly (G KS G{e&yiKSaAraé¢ aSoObtArzyo
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CHAPTEN
SWITCHING TO THE BASSOON

The purpose bdistributing the questionnaire to singieed playersvas to
determinethe challenges they face when switching to bassoQuestions attemptetb
establish which, if any, skills from the previous instrument carried over to bassoon, and
whichof these skills were helpful. By knowisygecifically what fundamentalbassoon
skils singlereed players found difficultband directors can tailor bassoon lesstms
studentsbased on the instrumerfrom whichthey areswitching. Each clarinetist and
&l E2 LK 2y A avér@analyized anér§ duEnmarized below. To protect the
identity of each participanta letter was assigned to eacharinet and saxophone player.
Every participant completed the sameestionnairefrom the online providerSurvey
Monkey.
FromQarinet

Two clarineistscompleted the questionnairéor this study. Both were current
Penn State students at the time thfe survey Both clarinetists also happened to be
female but gender was notraintended variable for the studyOne clarinet playetook
the bassoortechniques coursas a senior in the Music Education program, while
another took the course as a junio©ne participant hakad experience performing
with bands orchestras, and chamberoups, whildi KS 2 § KSNJ 4G dzZRSy i Qa
mainly with concerbands. Both clarinet players have had experience playing the

auxiliary clarinets, including bass, alto, and E flat soprano clarinet.
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experience playingr teachingoassoon before taking the bassotathniquescourse.
h@dSNIfttx !¢ AYRAOLF GSRneduB\RNF X 6B dzfi & & @2 & o |
NEALRYRSR (KIF{G o0l &a2 2pyimagylindtruniey, &aiinett A YA £ I NE
This student foundhe bassoon embouchurdifferent from what was leaned
and practiced for clarineindicaingthat the embo O K dzNBE 61 & Gy 20 aAYAf |
clarinet embouchure | 2 g S @ AN similaditiesixistedRetween the
clarinet embouchure and learning thmssoon embouchure, but did not elaborat&his
is one area in which having a prior background in another instrument may help the
beginning bassoonistMaking connections to already acquired skills could lessen the
overwhelming aspects of learning a cplicated and new instrument.
Clarinetistd ! ¢ | fa2 ¢gNRBUGS GKIFIG GKS ONBIFUGK &dzL
are the same/ f | N y Gtilizésivadicing ds & paof clarinet performance, but said
GKIG @2A0Ay3 2y K Svoidiig ficinzh2 grimanginstiughenti & A YA |
h@SNIffs a!é F2dzy R deediOmoidultzy (GKS ol aazzy
When asked about flickingg ! ¢ AYRAOFGSR (KS ySSR (2 afF
clarinet to improve pitch or responsand found bassoon flicking2 6 S & YSRA dzY

RAFTFXNOdL dd2 y20SR GKIFIOG 'y AYLINROY

(0p))
_<
(0p))
<
[N
>x
<

diligently.
| FEF K2fAy3 o6 a aYSKRAkYheydound dothingFsnear / £ | NA

to manipulating a half holen the clarinet The only othemwind instrumentin existence
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today that requires the use of a half hole is recorder, so mostitsindents will come
to the bassoon completely new to this skKill.
[ T NAySGAald a! é NBaLRyRSR GKIFG (GKSeée dza$s
Of FNAYSGx YR GKIFG K2t RASNE |IyoRg o8 NIREAN2T diaiCR
short reach (keyed"3tone hole) bassoon which limited thistance the left hand ring
finger has to stretch.This keyed mechanism, in theory, reduces the stresheneft
hand since a more natural hamasition can be used. With an open third tone hole, the
ring finger must reach much further down the length of the wing joint to completely
seal the bore.
In the course of théechniquesOf | 34X a! ¢ F2dzy R GKFd F NI A
and clarinet were similar, since contact needed to be made on a specific part of the
reed. The participant did not indicate which part of the reess used on clarinet, but
in the bassoorcoursestudentsare instructed to articulate just to the left of center on
GKS NBSRO® G! ¢ F2dzyR GKA& o0l aaz2z2y | NIAOdz |
CAylLffex a!é alFAR UGUKS Y2adG KSt LJ¥dzZ adza3
learningto play thebassoonistdl Y I { S 2&dzNIBNI O G A OS SOSNE Rl &8¢ d
repetition is taught as a part of thechniquescourse in order to ensure studesére
progressing in the right directiomx ! ¢ | f a2 adl SR GKId GKS Y2a
Fo2dzi f SINYyAYy3 o0l AAFAEGNEYAIGRENLIAFRGUKSOI dz
YI 1S f 23AThik ik espebigit@eintthbitd octave of the bassoon, where
most of the solo repertoirés written. The lower two octaves actually are quite logical,

as fingers are added, the tube is lengthened and lower pitches are achieved. The flick
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keys are alstogically arranged, since each successive flicking note uses the next highest
GFEtAO01¢ 1Seod
Clarinetisi & . €

/ I NX y &ointhentéd irva. way similar to Clarinetist! Sabneaspects of
bassoon playing were found difficult, especially the abilitflitd, hold the instrument
properly, and remember fingerings.

G. & LI NI A OA ldchini§uescldsyl K& & & By a SY Sahii SNI | &
had the exact same bassowwstruction ¢ . ¢ F2dzy R LX F@Ay3a GKS ol a
/[ £ 1 NR Y Safingadiy 208 (& SROA T BA @dzfr &2 F2dzyR Al Y2NB
indicating bassoowasa y 2 (i &0A YWALEEIENJGI2  Of I NAY Sl @

When asked about the bassoon embouchure, | NJA y Said & &asx ye. (i¢
AAYAELFENI LG FfEfé G2 GKS Of I NAd&di findany 2 dzO K dzZNB
similarities between learning the clarinembouchureand learning the bassoon
embouchure./ f  NAySGAadG a. ¢ faz2 AYRAOFGSR GKI G
gl a RAFFSNBYOGZ aAyoOS LIXlFeAy3d ol aazz2y aNBIj dz
This seems tgsuggesthat bassoon may require more air tha clarinet player is
accustomed to using.

G. ¢ Ffaz2 F2dzyR GKI { osthildéihg dicidgyiseddaS o6 4 &
clarine o6dzi &adAff F2dzyR MoitingipR?thedh&ssoiragGilRshadzy RA T F
slight change in the oral cavity shape for each note, while traditiclaainet voicing
only changesn the throatbased on registerd ¢ KS Y S OK | igskudnght, gluB a G K S

small, nearly automatic throat opening for the clarion notes| pribduce the required
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that utilizes the register key.
In regard to flicking, f I N y &l€b Indicateddthe éeed to flick keys to
improve pitchontheclaring> |y R FT2dzyR GKAa Gl ajl aYSRAdzYy
G. ¢ It ardmpgoemenhtRnher bassoon playing when flicking versus not flicking.
/ £ I NR y ®dicatédino nieed 40 manipulate a half hole on the clarinet, and found
0KA& O adifficitsySRRIDNRSNI GKFyYy a! ¢ F2dzyR GKS a7
G. ¢ ftaz dzasSa I ySO|l adNFLkKFNySaa aeai
GKS ol aaz2z2y (This paSiciparit asp edrnedbisboonashort reach
Y2RSt & [ A1 S /& dAR SHIMIBAIO dxf! [€(EA a3 £2 W f Gil2a F22
Sl aec¢
Remembering the fingerings was hardestfof I NR& y .SShestated that. €
0Faazz2y GNBIjdzA NBa | tgkeSly YI2NBNYsA2yNG| T AyYRI SINKGR2ydZ
andd K0 aFAYIASNAYy3Ia 6SNB OSNE RAFFAOAA G F2NJ
Both clarinetists found this to be an areaamfversity so instrumental music teachers
may want to focus omeinforcingthe correct fingerings in addition to the previously
mentioned fundamental skills.
Both clarinet playergxperienced similar problemshen learningpassoorand
their answers to the multiple choicguestionswere similar. Additionally, learning the
correct fingering was aatise for concermoted byboth clarinetists. This was not one of

the anticipated problem areas|though some other predicted tasks were mentioned as
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being difficult. Fundamentdlassoorskills both clarinet players reported as being at
fSFald aYSR2HNIVa RS RX ®Réwze fickigglamlinstrument carriage.
FromSaxophone

Each saxophonist surveyed for this project wadusic Education major at the
Penn State School of Musit one point andone of the participants was a recent
graduate. Bth took bassoortechniqueswithin three semesters of each otheand the
same material was covered in both classBsth Saxophonistd ! ¢ YR d. ¢ KI @S
experience playing in concert and jazz ensembles, and bothdxdgasively performed
on alto and tenor saxophoneSaxaJK 2 Yy A 40 &. ¢ KlFa KFR Y2NXB LISN
on baritone saxophone.
{FE2LK2yAald a! ¢

{lE2LK2yAad a!é¢ F2dzyR KFG LXFeAy3a GKS
odzi a&AYAL I NE (2 EE IR AzERpiad theddsiochy S
SY02dzOKdzNBE Ga&AYAf L NE (2 6t#BlthaidmbrethakBayf S SYo 2
of the embouchure was comparable to playing the saxophone. The only difference was
the double lip instead of only one lgnd resting my teeth on thtop of the mouthpiece.
The way in which | formed my embouchure howefreas different]with equal pressure
onallll2Ayda 2F GKS LXIF@Ay3 | LILI NI (dzaé o

G! ¢ fta2 F2dzyR ONBFGK &adzLlJLl2NI o6SG¢6SSy a
Al @Ay3a GaiKS tdetthdaaddr lipsip amitiohsRery similar. In playing
saxophone it requires minimal air to set the reed into vibration but much more

substantial breath support to keep it there, and | found this very similar to producing
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sound on the bassodn@® ! ¢ 2 0 & StNAKeS RinimaKdir io start producing a
sound on bassoon, but the class is taught to build up air pressure in the mouth prior to
starting a note. This build up of air causes the cheeks to intiete quite a bit of air
pressure iexpelled at the start of the note. This build up of pressure, however, means
that a smaller quantity of air needs to be used.
+2A0AY3 61 & GOBSNE & AHéHurthér Biplaine®@iit { | E2 LIK 2 y
GalF E2LIK2y S NBIjdzA NB & |nedaNded tdchniy$el but algofin @2 A OA Y
centering this pitch and creating a mature tone quality. On bassoon this is also true in
creatingad2 2R G2yS |a 6Stf | & OSylitBeNekhyiiguestIA § OK S a
course voicingwas taughtas a means of stabilizing pitch and tone on the instrument,
y2i 2 | OKAS@GS Iy |fGAaaAYESNRBIAKS SNzl B2 BID
perspective, saxophonglaying requires a greater deal of oral cavity shape change to
impact sound, especiallyhen trying to epandinto the altissimaange Bassoon uses a
comparatively minor vowel change to focus the tone and center pitgh. ¢ F 2 dzy R
G2A0AYy3 2y GKS ol aaz2z2y G2 beSvasalé®BRA dzy S| aeé
accustomed to changing vowel shape the oral cavity.
{ I E2 LI 2 iyidicaitadl théneed to flickvent keys on the saxophone to
improve pitch, and found flickingn the bassoori 2 6 S & Y S RIA dvs ndfided @ £ ©
an improvement in bassoon playing when flickiagpecially witifewer cracked notes.
{FE2LK2yA&d a! ¢ FT2dzyR ol aazz2y FEtAOlAy3a G2
a! ¢ Rthikk ofyady iechnique on saxophone that was similar to half holing

2y UKS o0ladaaz22ys> yR (K2dzZaK{ K iSaxophdnistt € & a
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a ! € ubek a@reck strap when playing alto and tenor sax, and found the bassoon

LI [ @Ay3 LRRaAaGRhgydzabRrR]I Bl AR2ZMI NBIFOK o0l adazz2y

of not having to use more open left hand position.

Articulating on bassoon anshxophonesveresimilarf 2 NJ { | E2 IR &Y A & U
that | am applying my tongue directly to the reed to stop the vibratiorwals different
in how much closer to the tip | had to be when articulating on bassoon as opposed to
iKS a4l E2LK2yS¢ o th&Kldweregistér of $ha halsabh (uridér the G NHzS
bass clef staff)since studerg mustgreatlyback off the reedo allowfor free vibrations.
It is also important to note that theoundnever shoulde stopped using the tongue
except to create a special effect. The bassoonist should instead taper off the air to stop
a note from soundingAtrticulating on bassoowasd Y S R A dzYfor thik gagicpant
across all ranges of the instrument

Saxophoni§ &I &4 R & U K Sencé s @edlNg Rt opén $one holes.
Pushing the right buttons on saxophone is much easier than on bassoon because of the
fact that all of the tone holes are covered. Also, the manipulation of the oral cavity does
not ocair to such an extent on the bassoon as it does on saxophone, so over voicing
could be a problem ® G! ¢ YIRS (n&te avihbrwhenfearding2 @S NB
saxophone) that the voicing changes on saxophone need to be much more exaggerated.
Band directors eed to remind advanced sax playdnat the voicing concept is the
same between instruments, but the execution is much different.

¢KS tFNBSali 2o0ail Of S {@FEwiqUENRSEafEhé o ! €

instrument was very challenging to get used taHalf holing and flicking were the two
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[skills] that | had to get used to the most, and sleeare where | coulfbreseestudents
ASGOAY 3 Kdzy3 dzLd 2y & Khesé oldsedviatiNds gy Be verkKSefud | 4 & 2
for band directorseither bassoorsts orother instrumentalists. A bassoonist may not
beablei 2 NBOIFft gKIFIG SEIFOGte g1 & &2 ledrrday A |j dzS ¢
it, while another musician may not know whskill isthe most difficult to master.
{FE2LK2yAaG a&. ¢

Saxophonistt . 2 dzy R LJX I @Ay 3 GKS ol &daz22yand2 3SNI f t
Gy 20 AAYAfLFNE (@. 4 HRA%xIRKAEE2AXKRYB i KI 4 (K¢
gl & ay 20 hidsaxopghénk dhdbouch@resinceshewasdza SR G2 aKF gAy 3
placed on top of Y 2 dzii KThis & Gb&lpped emmmuchure is a new sensation for
most players, excluding the few clarinetigstho use a doubldipped embouchure.
{ I E 2 LK 2 yientioiedtiiisidéublet A LILJISR &l E2LIK2y S SYo 2 dzOK dzN
dzy KS| NR 2 T ¢ Jhisavauld beia®einiliageyidation] f& Stédent saxophonsst

{ I E 2 LIK 23/ Afari] S ed#iattbassobrt ahdisakophone usienilar
breath support. This seems to be one constaskillbetween bassoon ansaxophone
for students. Clarinetists however, indicated differences between the amount of air
needed to playpassoorand clarinet One possible reason for this is the difference in
bore shape betwee instruments, but further research would be neededdietermine
correlations between boréapersand air resistanceBah saxophone and bassoon have

conical boreshat flare in dimension from end to the other, but the clarinet has a

cylindrical bore that isonsistentin dianmeter throughout the length of the instrument.
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This might impact resistance, and therefore the amount of breath support needed by
studentsto playeach instrument.

In regard to voicing, | E 2 LIK 2 fgundithe skil onsaxophone and bassoon
factor in voicing on my instrumedl | YR G K&. & | & findtbassoemivdicing

gl & GYSRAdzY Sbe andedgdoncemt Kris@xophanists to learn because

they mightalready be using some form of voicing on their primary instrument. ¢ RA R

G2 0SS GaOSHeBtated A T2y BB PLIZAAGA2Y Ay (GKS 2NJI f

y2i YSydGaAz2y GKS LINRBOfSY 27T rased®dBENE g2A OAy 3é

important to remind saxophone players accustomed to voicing not to overdo it on
bassoon.

{ I E 2 LK 2 iyidicaitdihe dasté flick or depress keys on saphone to
improve pitch andesponsivenesgust as top of the staff notesn bassoomeedextra
keys vented to speak properlyt . ¢ R A RbasBdogkili @8 K& & & YSRA dzy
probably becausélicking on bassoorequires much more thumb mobilityThe thumb
must often start on the whisper key, depress one of the flick keysreiogn to the
whisper key for the next noteThismaneuverabilityis typical for advanced saxophen
players, but the thumb is still only required to operate one octave key. While
saxophonists may be accustomed to technical passages utdiziagetyof fingerings
learning to keep the thumb mobile is a new skill.. adso indicated a difference when
flicking versus not flicking on bassq@mowing how importanthis skill is tcachieve a

good sound.
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{ I E 2 LK 2 lyad rio heedo .manipulate any sort of half or open hole on the
alE2LK2ySsE YR FT2dzyR (GKA& Tdzy Rl YlSggal £ &1 At
ySO1 &GN L) (2 KSEtLI adzLILR2 NI (GKS &l E2LK2ySs
616 &WRE PRAR y2i HKyt@faydnhél aSIRLIANMAMR K2t S adaa
bassoon so instrument carriage may have actually béandest for this participanta . €
indicated instrunent carriage was not a problem in spite of this hs®experience
switchingfrom baritone sax andther large instruments might have beerhalpful
influence. Alto saxophone and clarinet players especially may have a hard tifiveta
balancing such a large instrument diagonally across their body.

{ I E 2 LIK 2 fguhdind sinilariéy between artidation on bassoon and
articulating on sasphone indicaingli KA a a1 Aff a GYSRAdzZY RATFTTFA
related to the way the lips and jaw as#tuated on bassoon, since theeth are notin
contact with the mouthpiece.

d. ¢ YIRS GUKS adzaaSadiazy GKI { odtandazRSYy G &l
O2Lk 2F (GKS 4. | ZékdrényDaryl DirféreréiessonofBassoonat
Penn Stated . récommenadi KA & 0221 aA Yy a[b&dRethadp 2R S AONI NJ
Saxophonisti . ¢ ¢ 2 dréllfhenh [ftddents]dhat the breath support is the same, as
gStt | a (Malngdesa conngcHohsdbetween instruments can help simplify
the amount of information studentstudyingbassoormust learn.

The hardestskillsT 2 NJ { | E 2 wikef Igaini@gibassoomere half holing
andflicking &Ay OS aL gl ayQid dzaSR (2 KFIfF K2fAy3

do that was difficult to do when | first started bassoon. It was a little odd not having a
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neckstrap, but Iwasablet§ A YR  O2YFT2NIIFIo6fS LRaAAZ2Y gAl
may be awlwvard forstudents to not have a neck strap initially, but it is important to
insist on using the seat strap. As discussed in Chapter 2, the use of a apakrstr
bassoon changes the angle at which the reed and bocal enter the mouth. This
difference in angldnas the potentiato drastically change pitch on certain notes, and the
neck may also have to be held at@mcomfortable angle taccommodate this setup
Using a seat strap from the start rhignake it easier for students to get used to
instrument carriage on the bassoon. Trying to change from the neck strap may be
harder later on oncetudents have established a playing position
Synthesis

After analyzing the individual survey responses, some trends were noticed
regardingwhich skills participants found most easy or difficult to leafineanswers
were similar based ofi K S LJ- NI A Ghdléireed issaumant. £Rrkat players
seemed tdind the same skills fficult, while both saxophonists found other skills
difficult. As a whole, the clarinet players thought bassoon was harder than saxophone
players.

When asked abduhe overalldifficulty of bassoon, the clarinetists answered

avY2aid RATFTTFAOMA® (¢ o

P

GYSRAdzZY RAFTFAOdzZ G¢ |y
RAFFAOAZ Gé @ 2 KSY |Aa1SR lo2dzi 20SNIff &AYA
Of FNAYySiAaia azvKtlI WEKBSHNBRR&WR2AaGA | y&asSN

Gy 20 aRrofrittiese iswers alone, it seems that students switching from
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saxophone would have an easier tinearningbassoon due to the perceived similarities
betweeninstruments.
When asked about specific skills the instruments, the clarinetists and

saxophonists again ga similar answerbased on their primary instrumentThe

clarinetists foundth & G KS o6l da22y SY02dzOKdzNBE Aa ayz2i

7 A

to their clainet embouchure. The saxophonistd A R (i K SYO0 2 dzOK dzNB
Gy 20 aAgHinsixXoptdnists switching to bassoon may have an advansigee

the embouchure for both instruments utilizes consistent pressure on all sides of the
reed or mouhpiece. Qarinet players may be accustomed to playing with more pressure
F3FrAyad GKS 2SN fALI YR 02002¢nsation G KS
mayinadvertentlycarry over to bassoon whereiithibits the vibration of the double

reed.

Almost all of the participant®und that breath support between their own
instrument and the bassoon was the sanm@ne clarinetist stated that more air was
needed on bassoon than clarinet, but the other three participaitslaimed no
difference in theamount of air and support needed to play bassoon wéhis is one of
the few areas in which a teacher may be able to instruct stusleat to change
anything from the previous instrument when kegng bassoon.

Voicing, however, is another area in which saxophonists seem to have a clear

advantage. The clarinetisisK 2 dzZ3 K4 @2A0Ay3 gl a ay2id aAYALLl

voicing done on clarinetwith both saxophonists answering that the bassoon voicing

1 & GOGINEI NE & 1OR R ARG EAIGET 0@RKK T2 dzy R
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20K alE2LK2yAada al AR ol @hkadinetpl@esdtey I 61 &
not accustomed to using vibrato for each note, since ttesd to use slight adjustmest
in throat opening to help each register speak (Anderd®96). The saxophone players
guestioned in this study are used to a mgn@nounced change in oral cavity shape for
each register change, especially in the altissimo register. Additionally, these
saxophonists indicated theysa voicingchangeas part of their vibrato. As saxophonist
G!' é¢ &1 ARZ dagS dzaS ItBitnpodehntyfoteming adoghéhSile § KA Yy 3 € @
switching to bassoon that although the concept and execution of the skill are the same,
the actual cavity change required for bassoon is gsiteall compared to saxophonés
long as saxophonists are reminded nott® WRNJOSé¢ GKAa A& Fy23G§KSNJ
saxophone experience can be helpful.

Inregardto flickingd 2 G K Of  NAYSGAAGA AYRAOFGSR KI @
pitch, but did not have to systematically depress keys for notes across the reaéter
to get them tospeak clearly Saxophonistalso indicated having to depress keys to
improve response for certain note®oth clarinetists said that flicking on bassoon was
GYSRAdZY RAFTTFAOdzA G¢ b ¢KS al E2LK2aich aiia Of I A
G YS RA dzY Th® issfuhdamental skill in which does notseem to matteron which
instrument studens have experience.Generally, the participants found the skill to be
somewhat difficult, and no other single reed instrument requiresubBe of such
systematic key venting for certain notek.is worth noting that all participants found
flicking for top of the staff notes on bassoon improved sound and respdnsthe

I dzi Kexpedieidce, studentsho have not been taught flicking frontné start often
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claimhearing no difference in the sound whether using the technique or not. These
studentsmay get used to the initial cradoundingduringarticulations, so it is especially
important to teach these pupils to listen for subtié@ferencesin tone and response
when flicking versus not flicking.

When asked about the difficulty of learning howhalf hole on bassoon, the
clarinetistsseem to have had an advantage. Thegorted not having to manipulate a
half hole on their instrumentutoy S ¥2dzy R GKS &aiAftt G2 o6S ayvys$s
other thought it wasonlyd Y S R A d&YO d& AlE T ¢KS &l E2LK2yAada
GYSRAdzZY RATFTAOdzZ (Altholigyf Re ctarhet glayerRAd Fick vefodzt (i ¢ @
having an easy time leaimy this skill, they certainly struggled less than the saxophone
players did. Té saxophone players are not even used to having to cover open tone
holes like clarinetistsso trying to properlgover fractions of the hole ay seem
arduous. This is onetsation in which clarinet players seem to have an easier time
learning a fundamental skill. Although the clarinetists involved énstindy did not
indicate so, other clarinet playesometimes employ half holing when playilegato
into their altissimo.&¢ KA a WKIfF K2t SQ G4SOKyAldzS Aa ySSi
fourth or more to the altissimoegister so to avoid the sudden change in air direction
FYR LINBaadzaNS G(GKIFG LINRPRdIzOS&a | WLIXIducesKk Sy G K
amoreeffectivd £t GAA&AY2 RdzS G2 | Y2 NBSGLINBE)IENI FSy i
clarinet players surveyeare used to having to cover @m holes, and so learning a

technique on bassoon that is similar to one used by certain clarinetigfistiseéem more

straightforward
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All of the musicians participating in the survey reported using a harness or neck
strap to help hold their instrument when playinghe clarinet players said that
compared to their primary instrument, holding the bassoon in the playing position was
G g1 61 NRéE I YR Thessohbghonists ¢lagmeddeldirg the bassoon was
Gl 6161 NRé Iy R ThetRrinetiststhhdédd dsiditt rdore of a change
when learning bassoon, since their primary instrument is much smaller overall. Even
clarinetists that have experience with bass clarinet need to get used to holding and
playing an instrument held at an angle across the body. Thepkanxists kely held
their alto saxophones in this manner as younger students, and may not haveabeen
distractedby securing a bassoon in this positionhe saxophonistvho reported having
the easiest time with instrument carriage on bassoon actua#lg the only participant
that had to use an opefeft handthird hole bassoonThis participart®d SEG Sy a A @S
experience playing baritone saxophone might have prepaistfor the challenge of
holding a bassoon diagonally across the body while maintairmmggpfinger position
to seal off each holelnstrument carriage is one more fundamental area in which
saxophonists seem to have the advantage from skills learnedrangferred from their
primary instrument.

In regard toarticulating on the bassoon reed, each participanbvided
ISySNIrftfte GKS alryYS | yagSN® ¢tKSe &l AR Al
except for one saxophonist that thought it wasY S R #HiffizMIté ®@ompared to the
perceived difficulty with other fadamental basson skills articulation seems to be one

area in which students are able to quickly grasp erecutethe proper technique.
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Articulation appears$o be a skill in which it does not matténom which singlereed
instrument the student iswitching, since both clarinets and saxophonists generally do
well learning tocorrectlyarticulate on a bassoon reed.

After analyzing the survey data, it seems that saxophonists halighaedge
when transferring to bassoon, sinogore of their skills are applicable and helpful when
learning bassoonThey reported an overall easier experiervaeenlearning bassoon
Clarinetplayers are not to be discouraged though, because thaakground ircovering
open tone holes seems to giam advantage when learning to half hole on bassoon.
Saxophone players reported haviag easietime learningand executing voicingnd
instrument carriagewhilesinglereed playersll faced equal difficulty learning flicking
However, mosparticipants indicated thabreath support for bassoon was the same as
support learned for their primary instrument. The participants also discovered that
articulating on bassoon was very similar to articulating on their primary instruments.
See @ble 41forwhichsingeNSE SR Ay adNHzySyd KlFa GKS Gl RGlIY
aforementioned skill. Though bassoon may seem like a completelgatural and
strange instrument, singteeed players may already have some prior knowledge to

apply to bassoon study.
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Table 4.1: Skill Advantage by SiABked Instrument

SKILL

INSTRUMENT WITH
a!5+x! b¢! D9E

RATIONALE

Breath Support

Embouchure

Voicing

Flicking

Half Holing

Instrument Carriage

Articulation

N/A

Saxophone

Saxophone

N/A

Clarinet

Saxophone

N/A

Similar across all
instruments

Equal pressure from all
sides, no top to bottom
GoAGAYE
Acclimated to frequent oral
cavity shape changes

No similar technique exists
for either singlereed
instrument

Experience with covering
open tone holes
Accustomed to holding
heavierinstruments (tenor,
baritone sax) diagonally
across body

Similar across all
instruments
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CHAPTER FIVE
COMMON BAND METHOD BOOKS

Instrumental music teachers, especially those in elementary and junior high
settingstypically usesome sort oimethod or technique book with their students. These
books providea means to ensurthat each student is exposed to the same musical
material Moving through the book sequentialfso ensures that students learning
different instruments ae simultaneously learning similar notes, rhythms, concepts, and
pieces. This similarity helps the teacher in the event that lesson groups are not
homogenouggroups that are comprised of several different instrumentsphile
helpfulintheseK SG SNRB ISy S2dza aSddAy3aaz GKA&A a2yS aa
advantageous when teaching bassoon lessdnghis clapter, band method books are
evaluated based on their appropriateness for teachfundamental bassoon skills. A list
of specificexercises that can be used to teach half holing and flidkipgpvided after
each method book reviewTable 5.2at the end of the chapteljsts specific exercises
from each method book that address these fundamental skills.

Most bassoon teachers vuse a book dedicated to teaching bassoon when
starting new studersd G ¢ KS aheaadiuniviesalli2récbgnized bassoon
method is thePractical Method for Basso@n& Wdzf A dza 2 SAlAW PV 2Ny € 6
Every exercise in the boalonsiderghe technical challenges of the bassoon, ane
booky2 @Sa |G I YdzOK &ft2¢SNJ LI OS G FANRG GKF
methods. However,students must haverevious knowledge of musical notatioithe

bookdoes notincludethe fundamentalsofwii 1 Sy YdzaA O a2 AF GKS a
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beginner, a suggested course of study isEementary Method for Bassopublished

o0& wdz0o I Y1998 p678. Dt dlso suggestl moving studens out of the

Rubank method and into the Weissenborn book @srnsas possible
Even though theshomogenous method books (such as Rubank) may not be

best suited for bassoon study, the teacher can still adapt these books by taking the most

usefulexercises (from a bassoon technique point of view) and supplementimg with

examples from the Weissenborn bookn this chaptey | identifyseveralcommon band

method books, andystematicaly6 @1 f dz- § S GKSY FTNRBY | o0l aazz2y

Exercise$rom each boolarelisted based on what technique they could be used to

teach or reinforce (half holing, flicking, voicinGpmparable pages for the Weissenborn

bookare also providedo the teacher may easily refer studemd similar exercisewith

notes the students already knowWhile the band method book mée lackng bassoon

specific exercises, the Weissenborn baokildbe overwhelming to new studest

because of & depth. Using a combination thfesebooks may be the happy medium a

begnner bassoonist needdnformationis provided after each method book example to

detail how the book might be used in a complimentary manner with the Weissenborn

book Doing so will enable the teach®rmore thoroughlyfocus on fundamental

bassoon techique.

G2 SAaasSyoz2Ny aSOuK2R T2 NJ940, éed P96y € Wdzf A dza 2
CKA&a A& aGKS Y2ad AYLRNIFYyd |yR dzy A OSNA

1998, p. 74p ¢KS adlyRIFINR abS¢g 925 studinsHrSaRkeysByA G A 2 y

Ludwig Milde, andfifty Additional Studigsby Weissenborn. These extra etudes are
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very technically challenging, aad suctshould not be useavith abeginner bassoonist.

¢tKS FANRG olyR I NBSAGOGABODEA2¥SRNIDAGREE O K2

excellent for teaching the fundamentals.

¢CKS FTANROG y20S Ol crh&bass &lef stalf, 51 QetyystRoleanadtd O S
on the instrument. Besides being well in tune, this note is easy for a begmpéay
becausat uses four left hand fingers. This enables studéntget a good grasp on the
instrument, and hold the bassoon comfortably. It is significantly harder to doatiis
y2i0Sa tA1S aCéx gKSNB 2yteée 2yS fSTolit KI yR
the use of other fingers may sednmitially awkward andmight evencause studergto
form improper instrument carriage habits.

However,students must have previousiowledge of music notation and theory.
Students switching from another woodwind instrument may not know the names of
bass clef notessopractice withoutthe Weissenborn book mayeed to befocused on
note names. The book also uses a great varietyarfen and meters. Within the first
22 pages, the following met signaturesare utilized: 4/4, 3/4. 6/4, 6/8, 2/4, cut time,
3/2,4/2,and4/8. All of these metersignaturesare typicallynot taught in most
elementary and middle school instrumental seg This text provides an opportunity
for students to learn a variety of meter signatures from the starigl so it may be
necessary to skip certain exercises with younger students until they can comprehend
the rhythms. Youngr students havelte abilityto learn these meter signaturebut the

goal when using the Weissenborn book is to isolate difficult aspects of bassoon
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technique. Compounding noteadingand fundamental technique mastewyith
unfamiliar meters may not be appropriate at this early gtad instruction.

While the rhythms used in the Weissenborn book are considerably harder than
those found ima traditional band method book, notes are introduced at a much slower
pace. Half hole notes are purposely maroduceduntil page 25, which cdd represent
several months of studff the student is assigned orte/o pages a week)Easiemotes
are introduced and reinforcedefore more advanced techniques are introduced. Band
methods, espeiallythose forheterogeneoudesson settingsmay inadertently
introduce half hole and flicking notes before bassoon studentready.

These multipurpose books atessed to teactbassoon, trombone, and
euphonium in the same cours&Vhile the Weissenborbookquickly begins to focus on
the lower register of the bassoon because of its ease of fingerand embouchure,
young low brass players usually find these notes difficult. Playing at the bottom of the
bass clef staff may be relatively simple for a newsbasist, but né so for a new
trombonist. Comparatively, playing at the top of the bass clef staff is common for
beginner trombone ad euphonium studentsand the first pitches produced should be
between F3 ad Bb 3 (Whitener, 20007 However, hesesamenotes present a special
flicking, voicing, and half holing problem for bassoonists. Using Weissenborn exercises
helps keep the student bassoonist in a friendly register.

Another pedagogically helpful aspect of the Weissenborn hetie frequent

duetsincluded Bothad & G dzRSy (i ¢ | ysRre pravifdd @itiBMNE  SIYGK S N &
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containingfaster and chromatic notesConsequently,iiese duets sountchore
advanced, and can help motivate studstd learn additional notes.
Chromatic notes are intragted to studens one at a time.On bassoon, a
chromatic note may require the addition of a very complicated fingering, and it could
take time to fluently play these. When flicking notes are introduaepage 33, they are
taught from their bottom octavéundamental. This is much easier than requiring
studentsto cross the break and flick simultaneously. By limitinguse of these flicking
notes at first to only moving thkeft thumb, flickingmayseem like a much more
manageableskill. Anespeciallyusefuloctaveflicking exercisés provided on page 43,
where studens should focus on changing the voicing and flicking for each note to reach
the desired octave.
Otherbassoonrelated concepts like note ornamentation (baroque and classical)
and tenorclef readingare also includeih the Weissenborn bookThese skills will be
especially important to bassoonists who wish to play in orchestrahamber groups
Only one other evaluated method boo&viewedincluded a section about tenor clef
reading,i KS dwdzoly]l 9fSYSyildlINER aSiK2Réod LEf 2
clef. However, these tenor clef and ornamentatierercises from the Weissenborn
book should only be taught once studeiitave a solid foundation on the instrumeno
Gl @2 A R complmdddiofis3hat] ariseg A § K 0 KS dzaS 2F GKS GSy2NJ
must simultaneously learn the most complicated fingerings on the bassoon and

alternate notation for each note. It can be a very stressful time for the bassoonist who

struggleswithth & WR2dz0f S 4Kl YY@ Qo ¢tKS LINPOSaa 27
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f SEFNYyAYy3 | ySg 1 y3adza 3Ss FyR &2dzy3a o6l aazzy
1998, p. 6R).
The Weissenborn bogkke most band methods|so containscale studies, and
major and minor arpeggios. The Weiabern Methodcontains exercises ievery major
and minor keyand uses more advanced notatisach aslouble sharps and flats, and
tenor clef.
The Weissenborn Method comes with a very complicdiegering chart that
should not be used with beginning students. The notation is difficult to understand, and
some of the fingerings are explained in German. A more-ugerdly chart can be
found N5 dzNINI997bbak (See Appendix C)
G temier Perfor | Yy OS¢ X . | ABdS@ei4,19922 1 ™
This method boolprovidesa descriptiorfor how to safely assemble the
0l daz2ys O2YLX SGS 4A0GK LIAOGdzNBEBa® | 26 SOSNE
very urstable note on the bassoon, and is usually flat. Trying to get this first note in
tune (especially with a student quality reemipycause beginners to form bad
embouchure habits, like biting, from the first lesson. Students alsy find this note
awkward to finger, since onltwo fingers are being used to support and hold the
instrument.
If using this method with the bandlrecommend starting with exercise number
pE 2y &/ £o I FfF K2fAy3 A&d AYIUNRRdAdzOSR FI AN
book with exercises from early pages of the Weissenborn bdble back of the book

contains major and chromatic scales a limited ange typical of a beginner. There are
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ALISOAL T AGLINBYASNI GSOKYAIljdzS¢ LI 3Sa stodsRA OGS
are given to studergabout how to practice them

A fingering chart is provided, butecommendusing thefingeringsprovidedby
Durran in hist997book. 5 dzZNNJ y Q&4 OKIF NI O2y il Aya GKS LINRL

note (See Appendix C)

f Weissenborn etudes teupplement{ dzS fbdol Any 4/4, 3/4, or 2/4 exercise
from pages 1@5 (before Lesson Xip align with the concepts and difficulty of the
Gt NBYASNI t SNF2NXIyOSé 0221 @

1 Flicking exercises from this bodknes 41, 42, 43, 447, 57,78, 83, 84, 86, 89, 92,
103

1 Half holing exercises from this bodknes 2630, 34-36, 38, 4043, 47, 4853, 55, 57

61, 6569, 7:74, 76, 78380, 8386, 89, 90, 103, 10808, 110,115, 124.

Gt NBYASNE t SNF2NY|EgSu&a2002 . 4422y . 221 H
CKAAa YSOK2R LIAO1 & dzRlkvibuslgINdnedfingérdgsandé f ST

scales are reviewed before new notes are introduc&tle bookincludeskey signatures

of up to four flats, but does not include any excerpts in sharp keys. It would begala

to include Weissenborn etudes thatilize the sharp keys so student bassoosisave

experience in them.The key ofA flat major present a specific problem, since the

student must play D flats and Cs. Going between these notes may be trickeythenc

left thumb must alternate between several keys. These excerpts should be practiced
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slowly making sure the thumb does not lift off the whisper keyE SNOA &S wmT & ¢ dzi
al NI YOIl ¢ NXI dzAi NB & shafesd bdek SflahFeringsk S T NR y

CtKA&a 06221 lftaz2 O2yidlAya | at NEBYASNI ¢ SOK
patterns and intervals. However, it only includes scales up to A flat magain,

LINE DA RS aidzRSyida ¢A0K (seaagpendyOQa mhpdt FAY ISN

1 Weissenborn etudes tsupplementthis book: Any in sharp keyp to page40
(Before Lesson XIX).

1 Flicking exercises from this book: Lise&13, 40, 41 55 65, 71, 85109

1 Half holing exercises from this bodknes5, 9, 1013, 17, 20 25, 28, 40, 41, 53, 55

63, 85, 108

G! OOSy il 2y ! OKSA OShvBwSixTzt & | IDERR 22yA f. (221 Y avx

This two part seriegicludes CD accompaniment for studstd practice with.
Theauthorsstatethat students should begin by crowing on the reed, but does not give
explicit instructions on how to do so properlinstruct studentsi K & a6 KS NBSR a
be placed into the mouth far enough for the upper lip to almost touch the first
GANBX¢EF 1S I dafofigh iheNdiith] fisrm 2h& embdudhiire, and blow a
a0SIRe aUNBlIY 2F AN AyG2 GKS NBEKR (2 LINEBR
hQwSAtt & | vy Rtrodutes the not¥sdD andZE A4t first, which are difficult to

play in tune, and awkwaratfinger for beginners. Again, teach studes¢cond space C

first before moving onto the other notes.
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This methodemainsin abeginnerfriendly register until page 13, which may be
several weeks of study inthe book(if students areassigned one or two pages a week)
If studensneed more time in this easy register, exercises from Weissenborn can be
used to supplement lessons until studemtre ready to move on to more challenging
half hole and flicking notes on pages 14 and above.
Etudes of omparabledifficulty from the Weissenborn book are up to page 30,
before Lesson VIIFocus on etudes in a variety of time signatures and sharptkeys
O2YLISyal S F2NJ I 101 2F adzOK SESNDA&ASEA Ay
Rather than list all exeises in this book that use half holing and flickimpst
later exercisesn the bookdo), exercises with specific merit will be mentioned.
1 noX a! OOSylG 2y .| &aaz2 2y ¢ stdpiactidep@ying A Na G 2 L
over the breako G.
 #59) Y20 KSNIJ a! OCGSytiS 232y @22y 2y  SF0 KIyR
aretense in their instrument carriage and hand position, they will probably not be
able to play this exercise fluentlyVatch the whisper key to make sure it stays down
for the duration of the excerpt.
T 1 cns a!y20KSNI bSs b203Sé¢ aK2dzZ R 0S dzaSR
between G and A flat.
 #74isanothed! OOSYy (i 2y .l &aaz22y¢ IyR RNRARffa KIf-
Watch to ensure the G half hole is mongam than the A flat half holeThe octave

slurs in this line will also require voicing changes to make the notes speak clearly.
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A

T1 yc a¢2yS . dzAf RSNE aK2dZ R 0SS dzaSR G2 &adN
space @ & @ Laffe natalremiRy Sising it, teach the G fingering that adds the E
FELG 1Se Ay (GKS [ LAyleéeo LG oNAy3Ia R2gY
students must use on half hole notes.
1 # 100/101 can both be used to practice playing over the break. Watch therg@@de
handsfrom F to G, making sure the addition of eight additidimajers is smooth,
and half hole placement accurate.
The book includes major scales and triads at the end, and a compilation of the
! OO0Sy il 2y .l &aaz22yé SE &dydup o3 fiad, withtake® ines S E S N.
going up to 4 flats A briefdescription of flicking is givemn page 43and studensare
reminded which flick keys are to be used with each note.
G! OOSAthievengrt = . | aaz2iRrQwSRR2fleé HI YR 2 Aff Al YAaZ wmc
This bookbegins witha review of notes, key signatures ameter signatures
from Book 1.Book 2 movesnore quicklyinto half holing and flicking than the first
book, and includes key signaturekup to five flats. Likeeveralother heterogeneous
bandmethods, it does not utilize sharp keys, so more advdrstadentsshoul be
given etudes out of the Weissenborn book in sharp kéyest lines in this book use
either half holing or flicking technique, so particular sections of nfieriteaching
fundamentalswill be noted.
Weissenborn etudes of similar difficulty are up to page 48 (Before Lesson XXII).

After this, much higher notes are introducedThesaequire special attention from the

teacher to find alternate fingerings for pitch and facility.
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#23G %dzY DFfA DFftAE A& | Rdrépidmanipuation @y f & § K S
the half hole. Students can start with the bottom part and work up to the higher

part when they are readio combine flicking with half holing.

#Q 29-31 introduce sixteenth notes to studentRemind studergto use a light

articulation onthereedD2 y G OGAY 3 (GKS GOSNEB GALI 2F (K¢
2T GKS NBSRQa&d OSYGSNIAYySo ¢2y3Idzhiy3a G GK
articulath 2 y ¢ 0 5 dzNINJ. y'tas shilldbap bepracfided enche reed and bocal

alone ifthe fingerings prove too difficult while tonguing quickly.

# 49 is the first exercise thatcludeslow E below the bass clef staffeach studerd

to close the LH pky D flat key when playing this note to lower pitch and focus tone.

| pp dzaSa ! FflLd FYyR C &aKIFNLIE a2 AyidNRRdzL
to increase facility. Sudents can alternate fingering forthese notes on each side of

the bassoon.

# 67 uses lots of flicking, and this can be used to reinforce left hand thumb

technique.

# 76may be difficult for beginners. There are several large interval jumps, and

flicking notes on different keys in quiskccession This should be practiced slowly

at first to facilitate correct thumb movement.

# 77 introduces lowDy KA OK aU0SyRa (2 06S OSNE aKl NLJ 2\
NBIFffe y2 GNAO] TFTAYIASNAY H6).(82derits2nasSdp G KS  LIA

their jaw and relax the throat to kegptch down.
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1 # 83 and 84 require studesito play notes at the top of the staff at a mezzo piano
dynamic. Flicking is even more important here since a large increase of air pressure
aloneinto the reed will cause the notes to sound too loud.

1 # 94may bedifficult for students to play because of the frequent jumps from F to A
flat. While not a large interval, this note requirgtsidentsto add nine fingers to the
initial K, one of which is a half hole notePractice playing between these two notes
before attempting the excerpt.

1 # 107 introduces high F. The given fingering in the book works well as the default
fingering for this note. Make sure studergire changing the voicingto ain S S ¢

sound for this register.

The end of this book also contains @sg A 2y O2YLIAf Ay3 (GKS da! OC
exercisesand scalesOnly scales up to 5 flats (Major and minarg included
Qupplement these with scale pattern etudes from theginning of theNeissenborn
bookso students are exEed to a greater variety ddey signatures
G. F&aAro0 ¢ NI AB X\ 2 BKdnpoh ($970) 2 NJ

According to the title pagehts bookcan be used in a variety of settingsivate
lessons, homogenous instrument classes, heterogeneous method classes, and beginning
bands. Thebookbegins with a review of the bass clef notes and fafho previous
knowledge of musical notation is needed by studers easy to read fingering chaig
provided,althoughthed KA 3 K 5 ¢ | Sub framiitHe Shispek eyiskot 1 S &
included This key is on some student model bassoons, and if present, should be
GFEtAO1TSRE FT2NI5Qa&a Fo20S (GKS adlr¥To
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The first notes introducgare D, E flat, and F. Show studes¢cond spacé& / €
first, and when teaching E flat, instruct studeit add the RH thumb B flat key and
middle finger to the given fingering improvepitch. This is the default E fldingering
provided by Durran in higngering chart (see Appendiy.GHalf holing isrtroduced on
page eightso it may be necessary spend time working on early Weissenborn etudes
until studens have the finger dexterity to begin half holinglop of the staffnotes are
introducedon page 12vithout any mention offlicking, so remind studestwhich keys
will need to be vented for propeaesponse. The bookincludeskeysof up to four flats,
but does not include any exercises in sharp keys.

Students are askedt K2 g T a i OPgn page 113, libdf tHre®Kinyiok A a
1970, p. 15).Disregard this statement, and tell studertb play it at any tempo where
they can keep their left hand relaxed and not lift off the whisper Kéiatch the
whisper key pad to make suredbes notcome up between notes when studesdre
playing. This techniques referenced again on page 22, line four with chromatic notes
around C.

F sharps and A flatge first usedn the same measuren page 15, line two.

This is goracticaltime to introduce studerdto the alternate front F sharp and alternate
back A fht fingerings. This can help them play these notes witlio&t 2 LILJA y 3¢, 2 JS NJ
similar to how a clarinetistvould alternate notes on the left or right side of the

instrument. See Appendix r these alternate fingeringgrovided by Durran.
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Major scales are written out at the end of the book up to D flat Majiotroduce
studentsto sharp keyss wel] since bassoonists will need these more often in orchestra

than the flat keys.

1 Weissenborn etudes tsupplementthis book: Anyasy etudan ashap key, up to
page 25 (Before Lesson XI).

1 Fliking exercises from this bookesson 11 (Flicking notes introduced). Lesson 12
(Several flicking notes in succession, so stuslenist jump between flick keys
Practice very slowly at firstl.esson 18D above the staff is introduced. Remind
studentsto flick the D keyif equipped or C keyfor itto speak clearly)Lesson 20
(Combines flicking multiple keys and half holing).

1 Half holing exercises from this bodlesson 7 (G and A flat are introducedether-
emphasize that G needs a larger half hole open). Lesséft BXpanding intervals
also on page 20 and 26).esson 20 (Combines flicking multiple keys and half holing).
Lesson 24 (#&nsure studeng are also closing the LH pinky E flat keykézp the

pitch of the G down. Encourage themtouseth&® 2 S¢ @2A O0OAYy 3T F2NJ G KA

Gwdzo I y1 9t SYSy (il N&JEaSkarficRaR193BR NJ . | a4 & 22y
This bookbeginswith a very basiexplanation of written music and the bass clef
notes. The introduction also emphasizéee importance of having bassoon student
sing each excerpt before attempting to ptdaem. ¢ KS FANRG y23GS G dZAKG

unstable to play and hold, since only one finger is in contact with the instrument.
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Sudentsshould be taught second space C, and only learn the notes on page two once
the C is stable.

The method uses a varied selection of modes and meters, and engiiays
keys almost as often as flat keys. Scales in the back of the book include G flat major and
E major, and the relative minofsr each.

Largerintervalssuch as fourths and fifthere introduced very earl{pages 1 and
2), and studens will need tobe able to recognize note names in the staffhile a lot of
material is covered quickly, the first line of each new lesson is a review from the
previous lessonLike the Weissenborn book, complicated rhythms are introduced early,
and beginning studentsay not be immediately ready @xecutetriplets, dotted
rhythms, and compound metsion the bassoon If this is the case, easy Weissenborn
material can be used to supplement the Rubank boekcking and half holing are
introducedrelatively sooras well, so time can be spent working on the lower register
Weissenborn excerpts if nded.

Higher notes are introduced on page 10, so remind studaotflick the D key (if
equipped)forma | 62@3S GKS ol aa Of ST aildbdan +2 A OA
GSS¢ @2 ¢MdhF & KtrotluSedn page 12 al 1S adaNB GKS &a0dzR¢
well balanced andloes nothave atip aperture (opening)of more than 12 millimeters
before attempting to play in this registekVhen high G ismitroducedon page 30,
studensda K2dz R F 3L Ay dzaS || aGaR2S¢ @2A0Ay3aAx | a Gf
bassoon.To keep pitch down studestshould support the aistreamfrom the stomach,

and limit the pressure put on the reed by the mouth.
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Asharp key signaturisfirst used on page 160 teach thdront F sharp
fingering at thigime. a2 ad ol daz22y YIFI{SNAR GdzyS cCcI a2
FAYISNAY3I ClI wFNRYy(d C aKINLBA& afAITHMIfe Fi
should bestressed to studerstthat front F sharp is the optimal fingering for this note,
except in cases where A flat should be played on the front side. The alternate back A
flat fingeringshouldbe taughtconcurrently

Atwo octave chromatic scale, representagiof a fairlyambitiousrangefor a
beginnet is included at the end of the bookajor and minor scales up to 6 flats and 4
sharps are included.

When tenor clef is introducedn page 35try to have studergstop looking at
the bass clef answer key as soon as possible. One posisditegyis to put a piece of
masking tape over the bass clef staff. It makes it difficult to see the bass clef notes, but
not impossible in case studesteeds to refer to them.n time, withrepeatednote

name drilling, studergwill become fluent in tenor clef.

1 Weissenborn etudes teupplementthis book: Pages 142 if studens can read
tenor clef. If studerdhavel f A YAUGSR KA3IK NI y3aS 2N OF yQi
exercises up to page 48 (before Lesson XXII).
1 Flicking exercises from this boolElickings introducedvery early, and continues
throughout Some examples of note are listeere;there are many others
included t  3S p & h Stbelfi&ings areltRedsdme, just have student

speed up air and depress the flick ké3age 17flickingseveral different notes in
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successionPage 18difficult flicking exercises in numbers B8cda4. Page 20 and 28
scale patterns that require flicking for repeated notes.

1 Half holing exercises from this bookalf holings introducedvery early, and
continues throughout. Some examples of note are listed hérerg are many
othersincluded Page 44 5 A ¥ ¥ A O dzt Fickirig yirid Sialfl&slifgaare dombined
starting on Page 5 number 2age 17Flicking and half holindhrough scales and
arpeggios.Page 18half holing over the break, and across difficult intervasige
20 and 28playing between F and GRage 30A flat introduced, so remind studesit

to open less of the half hole for this note than G.

GD2 ¥ 2 N4 BassabK BobkEmes Swearingéh990)

This method book series is designed to complementtte SR f AdG . | yR
aSiKaREbandsongbookt KSaS a¢SOKYyAOE 06221 aasO2y il Ay
well as exercises and etud&s a homogenous teaching settin@tudents will need
general background knowledge of written musespecially relating to note names, time
signatures, and accidental3he first noteintroducedis an E flat, a rather unstable note
on the bassoon. Remind studer@bout proper hand position and posture, especially
since half hole G is introduced oretfirst page.If the left hand becomes tense,
studentswill not be able to properly manipulate the half hole.

A fairly limited range is used throughout the first 6 unit®iere is no need for
flicking technique except for occasional B$labove the staff.This range is typical of a
beginner trombone or baritone boofVhitener, 1997)so it would be exgmely
beneficial to spendime working out of the Weissenborn bod&r excerpts in a
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friendlierbassoon registerSince only keys up ttitee flats are used, it may also be
useful to pay particular attention to Weissenborn etudes in sharp keys.

¢tKS SYyR 2F (KS 06221 KIFI& ALYRADARdZ €
flicking and playing over the break. Scale patterns and thirds soevaitten out with
several different articulation patternsScales and arpeggios are only written out in B
flat and E flat majgrsoprovide students with written out scales in other keys.

fingering charis providedat the end of the book, but remind studestio only use

FAYISNAYIa& T NREXAppeddNITIFifgerings Gdmitislbook leave out the

{ G dz

whisper kg in several important placeand supphonlyd a K2 NIi ¢ FAYy3ISNRAy Ia

notesthat may cause sidents to play out of tune.
Practical Usage

Each method follows a specific progression to teach key signatoretgr
signatures, note names, and other fundamentals of mu3ibese skills are usually easy
02 RAAGAY3IdzZAEAaK o0& da!yAGé 2N a[] Saazyés
may be more difficult.See Table 5.for a listing ofexercises that can be used to work
on bassoon fundamentalsT histable maybe usefulto teachers as a practical guide
whenlooking forparticular skik.

In addition to the preceding method books, there is an abundance of

information relating to woodwind pedagogy, bassoon etudes, solo bassoon literature,

and reed adjustment.These resources may also be of assistance to band directors when

teaching bassoon. See Appendix D for an annotated bibliography of bassoon

pedagogical materials.
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Table5.2: Listing of Method Book Exercises by Skill

METHOD BOONAME

FUNDAMENTAL SKILL

LINENUMBER.ESSON

Premier Performance Boolk Flicking

1

Premiere Performance

Book?2

Accent on Ach. Book 1

Accent on Ach. Book 2

Half Holing

Flicking

Half Holing

Flicking

Half Holing

Flicking

Half Holing

Lines 41, 42, 43, 44, 47,51
78, 83, 84, 86, 89, 92, 103.

Lines 2630, 3436, 38, 40
43, 47, 48, 53, 55, 541,
6569, 7174, 76, 7880, 83
86, 89, 90, 103, 10%08,
110, 115, 124.

Lines 5, 913, 40, 41, 55, 65
71, 85, 109

Lines 5, 9, 143, 17, 20, 25,
28, 40, 41, 53, 55, 63, 85,
108.

Numbers75, 77, 81, 84, &
90, 91, 95, 101, 103, 111,
115, 116120, 124, 128,
134.

Numbers 3740, 4244, 50,
57, 6064, 6 %70, 7275, 7T+
81, 83, 84, 8®3a, 95, 100
105, 107, 108, 11-113,
115, 116, 118, 120, 121
124, 26-131, 133.
Numbersll, 1215, 18, 23
27, 29, 30, 3-33, 39, 40,
42, 43 4547, 49, 51, 53,
55, 57, 5962,65-67,70,
74-76,78-81, 83, 84, 86, 89
91, 92,94, 95 97-111.
Numbers 67, 10, 1115,
16-19, 22-27, 2947,50-53,
5557, 5968,70, 7376, 78
81, 83, 84, 86, 892, 94,
95, 97-106-111
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Half Holing Lesson 7, 8, 20, 24

Half Holing Lessos 35, 7-21, 23-33,
35, 3841

Half Holing Unit 1 (316). Unit 2 (1, 3,
5-7,914). Unit 3 (3,41,
15). Unit44,5, 7, 10, 11,
13, 15, 16) Unit 5 (-4, 6,
8, 11:13, 15, 16). Unit 6 (1,
2,4,5, 710, 15, 16). Unit7
(510, 12, 13, 15)Unit 8
(1-6, 9, 11, 1316).




CHAPTER SIX
SUMMARMYND CONCLUSION
Summary

The purpose of this thesis was to provide band directors with a resource to help
students making the transition to bassofmom another instrument Band directors
desireensembles with complete instrumentation. However, if they have limited
experience on the bassoon they may not be able to appropriately guide young players
on this nstrument. In addition, they may be reluctant to recommend that young
instrumentalists switch to the bassoon making an ensemble with full instrumentation
difficult. The experience of students in the ensemble may be compromised as a result.

Anoverwhdming amount of pedagogical bassoon mateisavailable, but not
all materials are appropriate for use in a secondary school setfligs thesis may
provideband directoswith a concise guide to several elements of fundamental
bassoon technique, andrategies for teaching these techniques. These fundamental
techniques should be emphasized to students when teaching beginning lezsdne
bassoon.

The purpose of this project was to assist instrumental music teachers in
providing appropriate bassoadnstruction by explaining the fundamentals of the
instrument, detailing the process of switching to bassoon from sirgge instruments,
an providing a list of resources that can be used to teach bassoon lessons. The following
points in question guidedhe research: 1. Appropriate instruction focusing on

fundamentals from the first lesson. 2. Techniques that are similar and different when
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switching to bassoon from clarinet and saxophone. 3. Resources to aid directors with
limited bassoon experienced. Appropriate use of bassoon method books, and the best
sequence of books to use.

The purpose of this study was served by identifying several major bassoon
fundamentals that emerged from the pedagogical literature (Breath Support, Voicing,
FlickingHalf Holing, and Instrument Carriage). To address the first point above, each
concept was explained and appropriate strategies for teaching each were provided in
Chapter 2. Additionally, a questionnaire was administered to siregld music majors
learning bassoon to determine which of these five concepts were perceived as difficult
to execute on bassoon, thus addressing the ab@gearchpoint two. Results from the
guestionnaire also indicated if prior knowledge from a specific siregd instrument
was helpful, and in some instances unhelpful. Finally method books were evaluated
based on their appropriateness to teach beginning bassoon and the fundamentals of the
instrument. Additional resources, including woodwind pedagogy books, bassoon etude
books, easy solo bassoon music, and bassoon reed making guides were compiled and
listed in Appendix D. These evaluations and additional resources served the last two
points in question. Because the questionnaire provided much detailed and helpful

information to this study, those results are discussed in more depth below.
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Resultof the Questionnaire Phase of the Study

These questions guided tlsairveyresearch:

1- Does previous single reed experience help when learning bassoon?
2- Are there any percead similarities between singleed instruments and
bassoon?

3- Do any skills transfer from singteed instruments to bassoon?

4  2KIFG ITNB dKS Y2ald RAFTFAOMA G | aLlSoda 27
perspective?

Two clarinet and two saxophone majgrarticipated andook the same
guestionnaire from SurveyMonkey.cor®verall, the participants reported that learning
bassoon was difficult, but some skills from their primary instrument transferred over
and were helpful.

The clarinet players found b2y G YSRAdzYé (G2 aY2ad RATFTA
AAYAE I NI FG FEté G2 OtFNAYySihHo tKSe ftaz Ay
were not similar. Clarinetists indicated a similarity between breath support on their
primary instrument and bassoon. Clairplayers said they use voicing for register
changes, but did not find it similar to the voicing they had to use for pitch and tone
control on bassoon. When asked about flicking, clarinet players said the skill was
GYSRAdzY RAFFAOdEGE OBLRSERNROKIf FIF KRYS§A (2
02 GRAFTFAOdA Gz LI NIAFEEE RdzS 2 G§KSANI SELJ

instrument. Both clarinet players reported using a neck strap to help support their
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primary instrument, and used seat strap when playing bassoon. Compared to clarinet,

GKS ol aaz2z2y ¢l a alglolNRE (12 GOSNE 616 NR

ax

¢tKS &l E2LK2yS LIX I &8SNBR F2dzy R 6l aaz22y avs$s
GAaAYAETFNE G2 GKSANI LINA YL NE A rnybbudNEsssyal ¢ K
to embouchure fobassoon. Just as the clarinet players, saxophonists discovered the
breath support between their instrument and bassoon was similar. When asked about
G2A0AY IS 020K &FE2LIK2yA&ala AngtrBmelts. D8R Al 6|
dlE2LK2yAaG LRAYGSR 2dzi Al 6l a AYLRNIFYyGd
vowel change required for saxophone voicing is much more pronounced. The
dlE2LK2yAata RA&AFIANBSR Fo2dzai GKS RAFTTFAOMAL
A FTFAOdzE 165 GKS 20KSNJ aYSRAdzY St agéo . 20K

AlG da aYSRAdzY RAFTFAOdAz Géx

puj

2yS OflaaAr¥fas
saxophonists both reported that holding the bassoon was only slightly awkward. Both
participants have performed on the larger saxophones, so holding and playing a large
instrument was not a novel experience.

When the answers were compared, it was discovered that previous siegte
experience is in fact helpful when learning bassaorg several perceived similarities
existed between singleeed instruments and bassoon. Clarinet players reported their
previous experience was helpful when learning how to support the bassoon air stream.
They did not have to do anything different fromhat they had already learned. When
learning half holing, the clarinet players were already used to maintaining a curved hand

position to cover open tone holes. Rolling the left hand index finger open was less
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difficult because of the familiar sensatiof covering open tone holes. Very advanced
Of F NAYySid LJXI&@SNAR YI& |tNBIRe& 06S dziAt Al Ay 3
alternate fingerings in the altissimo register.

Previous saxophone experience was helpful when learning other skills.
Saophonists claimed they did not have to alter their embouchure drastically when
picking up bassoon. It was relatively easy for them to form an embouchure with equal
pressure coming in from all sides. Just as the clarinet players, saxophonists repdrted no
having to change the way they approached breath support when playing bassoon.
Voicing was another skill where previous saxophone experience was useful. Advanced
saxophonists may already be using this skill for intonation, register changes, and vibrato.
Incorporating vowel shapes into bassoon playing was relatively easy for these
participants. Saxophone experience, particularly with the larger saxophones, was
helpful when adjusting to the larger size of the bassoon. Saxophone players were
already usedo holding an instrument off to the side and supporting the increased
weight and bulk that comes with a tenor or bass instrument.

CKS Y2aid RATFAOMzZ G ol aazzy aiAitta FTNRY
determined. Regardless of previous instrumeggdrticipants said that flicking and half
holing were somewhat troublesome at first. Both clarinet and saxophone participants
Of FAYSR FEAO1IAY3 gt a 062dzi aYSRAdzY RAFTAOMz
new technique for all participants. They wexecustomed to manipulating only one
octave or register key, and did not have to leave and return to any other key with the

thumb.
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While clarinet players reported an easier time learning to half hole than the
saxophonists, no group found the skillto®eS | & & ¢ @ 9 @Sy Of I NARyYy S
first opening the half hole enough for certain notes, then rolling the hole closed without
lifting the index finger. The saxophone players reported an even harder time learning
half holing, in part because thdyad to first adjust to the sensation of covering open
holes.

Necessary caution must be exercised when interpreting these results. They are
the resultof only one small scale study. Additionally, only singéd players were
guestioned, due to a limetd number of Music Education majors who play woodwind
instruments at Penn State in recent years. As a result, fewer student musicians were
gualified to take part in the study, since brass, string, and percussion majors only had a
rudimentary knowledge dbassoon from the basic woodwind techniques course. It was
decided that older students from the previous Bachelor of Science program at Penn
State were too far removed from bassoon methods to give an accurate description of
the instrumentspecific problemshey encountered with bassoon.

A flutist has not taken bassoon methods since the new Music Education
curriculum was initiated in 2008. Rather than question flute players who happen to
double on bassoon, it was decided not to include this instrumenténstudy. Future
studies could expand the scope of the research to include flute players. Oboists were
purposely not included in the study because this is generally not a switch that is made in
secondary bands. If a director has switched a student tweoli is unlikely that this

student will switch a second time to bassoon.
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Finally, only two clarinet players and two saxophone players were questioned for
this study. It would have been preferable to include more than two in each category,
but again, pesonnel issues resulting from current enrollment and instrumentation
prevented this. Future studies should include more participants with broader
instrumental backgrounds than singleed players only.
Recommendations
ForteachersLi A& (GKS FdziK2NRa 2LIAYA2Y GKFG |y
bassoorshouldbe given the opportunity to do so. Sefiotivated students with no
experience probably have a better chance at success on a complicated instrument like
the bassoon than amattentive singlereed player. However, asinge5 SR & (i dzZRSy (1 Q2
chance at success on bassoon may be augmented if attention is paid to techniques they
may have already learned on their first instrument. In some cases, these are extremely
helpful. Othelinstances may require students to learn a new way of executing a
familiar skill. Such is the case with clarinet players learning the bassoon embouchure
GKS® Ydzad o0S adaNB y20 (2 OFNNE 20SNJ aoAUAY
When starting a new student bassooni$tis important to teach the instrument
fundamentals along with the method book and concert band music. Recommendations
for how to incorporate fundamental instruction into common band method bookse
provided in Chapter 5Watch students closely when thelap, since just one misplaced
finger can have a huge effect on tone quality and pitch on bassoon. If at all possible,
model for students on bassoon yourself. Seeing some of these techniques in action may

help visual learners pick up skills such as figeki
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Encourage clarinet players to play with a full sound and supported air just as
they did on Bb soprano clarinet. Remind them that covering bassoon tone holes is very
similar to covering clarinet tone holes. In particular, watch the angle in whahhold
GKS o6lFaaz22ys> YR GKSANI KFYR LRAAGAZ2Y D a/ €
KFEYR LRAAGAZ2YT &a2YS 2F GKS ol adaazz2yQa ¢SAIK
ONJ YLJA YR GSyaAirzyé¢ o/ 2LIISy ol NBaSmBxedas nc > LJ
possible with their hand position while still keeping the wrists straight and tone holes
covered.
Encourage saxophone players to keep playing with a full sound and proper
breath support as well. They should also be reminded about the siteitain
embouchure, and not to increase jaw tension on any one side of the reed. When it
comes to voicing, remind saxophonists that the theory is the samall changes of the
2Nl f OF@AGe gAftf FFFSOOG LIAGOK Iphbrstsimgyy S 02 €
feel the need to over exaggerate bassoon voicing the way they do on sax (Saxophonist
G! §0@ | I S LI GASYyOS 6AGK &l E2LIK2yS LJX I &SN
Both of these are very different from saxophone technique, so stugleiit essentially
be starting from scratch. Emphasize slow, correct practice to avoid forming bad habits
in this early stage. Remember there are many other techniques saxophonists already
know that are helpful when learning bassoon. Some think thecémiibm sax to
0olaazz2y Aa adKS SFraAaSald agAlGOK 2F |ffteée o6/ 2
For future research How students learn wind instruments is a very interesting

topic with little scholarly research, especially relating to the learning of bassoon.
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Further study could question larger groups of bassoonists to discover what they found
easy or difficult wherswitching tobassoon. Since bassoon is a large and complex
instrument, few students are introduced to it as their first instrument. Therefore,
makingconnections between other band instruments and bassoon is even more
important since most bassoonists end up learning another instrument first. It would be
interesting to poll a largaumberof current bassoon players to see which instrument
they startedon, and how easy or difficult they felt the swittlhhbassoorwas. The

results could be sorted by initial instrument and compared to find any recurring trends.
Conclusion

The purpose of the project was assist instrumental music teachers in providing
appropriate bassoon instruction by explaining the fundamentals of the instrument,
detailing the process of switching to bassoon from simgkxd instruments, and
providing a list of resources that can be used to teach bassoon lessons. Discovering
what stucents found difficult may help school music teachers teach bassoon from a
more informed perspective. Even though there is a wealth of information relating to
bassoon pedagogy, much of it is intended for advanced students, not those beginners
making the inial switch.

The participants surveyed are all very experienced siregd players, and have
YI22NBR Ay SAGKSNI &aFE2LK2yS 2N Ot I NAySio
though they were learning bassoon for the first time in a music educatiomigues
class. In each case, participants found their primary instrument experience helpful to

bassoon playing in some way. The perceived benefit was not the same for each
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participant, but every participant surveyed made some connection between tHe skil
they had to learn on bassoon and skills they already possessed from years of musical
study.
¢tKS olaaz2z2y Aa y20 |y aSlFaeéeé¢ AyaildNHzySyi
more than one mentioned that it took a lot of time and effort just to rememtiex
fingerings. Students looking for instant gratification should not take up the bassoon.
However, for those studentsho desire a challengdearning thebassoon can be a life
enriching experience.
In my own switch from clarinet to bassoon | encouetésome difficulties,
yIEYSte gAGK GKS aF2dzyRFGA2Yy£€3Z 2NJ Fdzy Rl YSy i
watch to make sure | doot fall back into bad habitsléarnedduring my transition to
bassoon, like biting the reed to force notes to speak. Butmi am conscientious
about my technique, playing feels effortless and fun.
Switching tdbassoon has no doubt changed my own lifgiaveme the
opportunity tomajor inMusicin college 1 did not even know what a bassoon was until

a middle school bandirector encouraged me to try it. Perhaps one of your students

will discover a love of music through an instrument they did not know existed!

91



References

Anderson, JE. (1996)Concepts for thelarinetteacher. Minneapolis: Jeanne, Inc.

Apfelstadt, M & Klimko, R. (1993Bassoorperformancepractice,teachingmaterials,
technigues andhethods Moscow, D: School of Music Publications.

BarrisR.& JampoleM. (1997). Basics fbeginningbassoonists.The Instrumentalist,
10. 28-104

Coppenbarger, S. (2006). Twetch to bassoon.The Instrumentalist, 962-64

Dietz, W. 1998). Teachingvoodwinds a method andresourcehandbook formusic
educators CA: Schirmer

Durran,D. (2000. Bassoommethods. (selfpublished).

Ewell, T. (2000). Teaching theginningbassoonist.The Double Reed, 23543

Fetters, E. (2008). Bassampairs. The Instrumentalist, 346-49.

Fetters, E. (2008). Difficidassoomotes. The Instrumentalist, 1061

Fetters, E. (2005). Sortips fordirectors onstarting bassoonists.The Instrumentalist,
1. 42-48

Fox, H. (2000). S pl&yBassoon! South Whitley, IN: Fox Products Corporation.

Froseth, J. (2005Bassoorhomehelper firstlessons aschool and ahome. Chicago:
GIA Publications

Froseth, J. (2005Doit! Playbassoorsolo andonstage. Chicago: GIA Publications.

Huddleston, C. (2004)oundations fosuccess: Tahnicaltraining for theyoung
bassoonist San Antonio, TXSouthern Music Co.

Kinyon, J. 1071). Basictraining course forbassoon Book 1. NY: Alfred Music Co.

92



Klutsch, G. (2003Bassooriundamentals a guide toeffective practice Mainz,
Germany: Schott Musik International.

Mann, J. (2002). Movirgeyond themethod book with solo pieces forbassoonists.
The Instrumentalist, 1250-57

h Qw S A&fWillarls, MV 1997). Accent orachievement Bassoon book 1. CA: Alfred
Publishing Co., Inc.

h Qw S A&fWilliaris, MV (1998)Accent orachievement Bassoon book 2. CA: Alfred
Publishing Co., Inc.

Pimentel, B. (2010)Bret Pimentel: WoodwindRRetrieved 28 March, 2010, from
www.bretpimentel.com.

Pence, I OMPphpL ¢ { ShadsGoNJ USA SdnfeSPNAlishingTdzA R S

Suet, E. 1999). Premierperformance an innovative anccomprehensivdand method.
Bassoon book 1USAEd Sueta Music Publicatians

Sueta, E. (2002Premierperformance an innovative anccomprehensivdand method.
Bassoon book 2USAEd SuetaMusic Publications

Skornicka, J.E1935). Rubankelementarymethod- bassoon (hicago: Rubank, Inc.

Spencer, W. (1958 heart of bassoorplaying Bsanston, L SummyBirchard
Publishing Co.

Swearingen, J.1990). Go fortechnic! Medalist Band Courséart 1, bassoonMiami,
FL:Belwin Mills

Vonk, M. (2007)Abundle ofjoy- a practical handbook for the bassoomersfoort,

Netherlends: FagotAtelier

93



Waterhouse, W. (2003)Thebassoon.London: Halstan & Co Ltd.

Weisberg, A. (1975)Theart of wind playing NY: Macmillan Publishing Co.

Weissenborn, J. (1940Method forbassoon NY: Carl Fisclre

Williams, RS. (2007)Womble Williams double reed, bassoaifds. Retrieved 28
March, 2010 from www.womblewilliams.com/basscbelps/

Whitener, S (1997).A complete guide torbss. Belmont, CA: Thomson Higher

Education.

94



Appendix A

Survey Questions

95



96



