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ABSTRACT 

This dissertation presents an investigation of the evolutionary process of 

extended oboe techniques, through literary analysis and practical research. The 

objective of this work is to provide assistance to oboists interested in learning these 

techniques. Additionally, this work encourages the student, through the process of 

experimentation, to explore the questions that may arise around the aesthetics of 

sound, the concept of gesture as an additional visual and aural element in music, and 

the collaboration and “real-time” creation processes. Discussed within the work, are 

the relationship between the instrument (the oboe) and extended techniques, and 

two possible definitions of extended techniques, provided by Luk Vaes (2009) and 

Gardner Read (1993). Also explored are the how and why some composers have 

utilized extended techniques in their compositions, including brief discussions relating 

to extended techniques in real-time composition (improvisation), extended 

techniques and technological resources, theatrical gesture as an extended technique, 

and suggestions of how musicians might approach theatrical gestures in 

performance. Four works were visited: “I Know This Room So Well” – Lisa Bielawa 

(2007-9); “Four Pieces for Oboe and Piano” – Ernst Krenek (1966); “In Freundschaft” 

– Karlheinz Stockhausen (1978); “Atem” – Mauricio Kagel (1969-70); and an 

exploration of the difficulties and solutions associated with each extended technique 

found within these pieces, was carried out. The following founding works on 

extended oboe techniques were used, as a basis for research: books - Heinz 

Holliger’s Pro Musica Nova (1972); Gardner Read’s Compendium of Modern 

Instrumental Techniques (1993); Peter Veale & Claus-Steffen Mahnkopf’s The 

Techniques of Oboe Playing (1994); and Libby Van Cleve’s Oboe Unbound: 

Contemporary Techniques (2004); and articles - Nora Post’s “Monophonic sound 

resources for the oboe: Part I – Timbre” (1984), “Part II- Pitch and other techniques” 

(1984), and “Multiphonics for the oboe” (1982).  

Keywords: Oboe. Extended Techniques. Theatrical Gesture. Collaboration. 

Evolutionary Process.



	   	  

RESUMO 

Essa dissertação apresenta uma investigação do processo evolutivo das 

técnicas estendidas do oboé, através de uma analise da literatura e de pesquisa em 

prática. O intuito deste trabalho é facilitar a aprendizagem dos oboístas interessados 

em estudar essas técnicas. Além disso, através da experimentação, o aluno é 

encorajada à explorar as perguntas subsequentes sobre a estética do som, o 

conceito de gesto como elemento visual e sonoro adicional, e os processos de 

colaboração e criação em “tempo real”. No decorrer do trabalho, são discutidas a 

relação entre o instrumento (o oboé) e as técnicas estendidas, e duas definições 

possíveis de técnicas estendidas, oferecidas por Luk Vaes (2009) e Gardner Read 

(1993). São abordados a forma e o motivo pelos quais alguns compositores têm 

utilizado técnicas estendidas em suas obras, incluindo breves discussões sobre 

técnicas estendidas na composição em tempo real (improvisação), técnicas 

estendidas e recursos tecnológicas, gesto cênico como técnica estendida e 

sugestões para o músico querendo abordar gestos cênicos na performance. Quatro 

peças foram analisadas: “I Know This Room So Well” – Lisa Bielawa (2007-9); “Four 

Pieces for Oboe and Piano” – Ernst Krenek (1966); “In Freundschaft” – Karlheinz 

Stockhausen (1978); “Atem” – Mauricio Kagel (1969-70) e foram investigadas as 

dificuldades e soluções associadas a cada técnica estendida encontrada nas peças. 

As seguintes fontes sobre técnicas estendidas foram utilizadas como base de 

pesquisa: livros - Heinz Holliger’s Pro Musica Nova (1972); Gardner Read’s 

Compendium of Modern Instrumental Techniques (1993); Peter Veale & Claus-

Steffen Mahnkopf’s The Techniques of Oboe Playing (1994); e Libby Van Cleve’s 

Oboe Unbound: Contemporary Techniques (2004); e artigos Nora Post’s 

“Monophonic sound resources for the oboe: Part I – Timbre” (1984), “Part II- Pitch 

and other techniques” (1984), and “Multiphonics for the oboe” (1982).  

Palavras-chaves: Oboé. Técnicas estendidas. Gestos cênicos. Colaboração. 

Processo evolutivo. 
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1 INTRODUCTION 

 

The oboist of today, in examining the multitude of contemporary 

compositions available for performance, often encounters specific techniques that 

are considerably different from standard techniques. These techniques may require 

distinct movements of the tongue, palate, uvula, throat, fingers, or other parts of the 

body; can produce sounds such as clicking, fluttering, altered-timbres, intervals of 

quarter- or eighth-tones, and/or multiple notes heard at once, among others; may rely 

on technological equipment; and in some cases call for extramusical1 devices, such 

as theatrical gestures, among other possibilities always in expansion. This vast array 

of techniques is often grouped together under one term, “extended techniques”, as 

they all extend beyond the traditional concept of oboe technique. Though the above-

mentioned devices are mainly found in compositions written in the second half of the 

twentieth century and beyond (and more precisely for the oboe, after 1970), authors 

such as Goosens & Roxburgh (1993), Read (1993), Post (1982), Burgess and 

Haynes (2004), and Ferraz & Padovani (2011), imply that the extension or expansion 

of technique is an evolutionary process2 that goes hand in hand with the passage of 

time.  

Essential to that process are the creative collaborations among musicians, 

composers, and luthiers, built on a mutual desire to explore and experiment with new 

sound possibilities and new forms of technical interpretation. These collaborations 

interconnect the emergence of extended techniques with the physical development of 

the instrument, as Christopher Redgate shows us with the release of his Redgate-

Howarth oboe (2011). With the passage of time, technological advances have 

enabled the expansion of musical form and interpretation through the introduction of 

electronic and digital resources. Coupled with sound produced on acoustic 

instruments, these resources have also created new opportunities for collaboration 

between performers and composers, thus enabling, for example, the exploration of 

new sound possibilities. One such example of collaboration that can be cited in this 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Extramusical: “extrinsic to a piece of music or outside the field of music” 
2 In this work, the definition of “evolution” is borrowed from biology: “any genetic change in a 
population that is inherited over several generations. These changes may be small or large, noticeable 
or not so noticeable.” (http://biology.about.com/od/evolution/a/aa110207a.htm; accessed: Feb. 23, 
2015).  
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work occurred between the author and composer Lisa Bielawa, utilizing sound 

amplification and body gesture to explore visual and sound displacement3 effects in 

Bielawa’s piece “I Know This Room So Well” (2007/09). This process gave way to a 

new interpretation of the work, based on the addition of new visual and aural 

dimensions.  

This research study aims to explore the evolutionary processes associated 

with extended oboe techniques, through the study of four representative 

contemporary pieces: “I Know This Room So Well” by Lisa Bielawa (2007/09); “Four 

Pieces for Oboe and Piano” by Ernst Krenek (1966); “In Freundscaft” by Karlheinz 

Stockhausen (1978); and “Atem” by Mauricio Kagel (1969/70).  

The definition of extended techniques, utilized throughout this dissertation, 

encompasses all types of new and modified sounds and performance practices. This 

includes the performance of theatrical gestures and the use of technological 

resources (READ, 1993; VAES, 2009). The following fundamental literary resources 

are used to aid in the exploration of the difficulties and possible solutions for each 

extended technique found in the four pieces: Books: Heinz Holliger’s Pro Musica 

Nova (1972); Gardner Read’s Compendium of Modern Instrumental Techniques 

(1993); Peter Veale & Claus-Steffen Mahnkopf’s The Techniques of Oboe Playing 

(1994); and Libby Van Cleve’s Oboe Unbound: Contemporary Techniques (2004); 

and articles: Nora Post’s “Monophonic sound resources for the oboe: Part I – Timbre” 

(1984), “Part II- Pitch and other techniques” (1984), and “Multiphonics for the oboe” 

(1982). The resources are utilized as a foundation, from which to conduct 

experimentations. Through these experimentations, difficulties lead to reflections and 

further experimentation, and finally solutions. 

For oboists who don’t have the opportunity to study extended techniques with 

a teacher, the task of incorporating these devices and their resulting sounds into a 

functioning musical vocabulary may seem rather daunting. This work aims to provide 

some basic technical information to assist the interested oboist in getting started with 

extended techniques. It also attempts to provoke personal exploration and incite 

curiosity, by examining several important factors relating to extended techniques, 

through the following discussions: Section 2, “Extended Techniques and the 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3 Displacement: “The action of moving something from its place or position” 
(www.oxforddictionaries.com/definition/english/displacement; accessed: Jan. 15. 2015). Therefore, in 
this case, sound displacement is the action of moving sound from its place or position. 
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Instrument”, presents and examines a few examples of extended techniques 

throughout history and comments on the construction of the current Conservatoire 

oboe4 as well as the recently released Redgate-Howarth model oboe5, and their 

effects on extended techniques. Section 3, “Concepts of Extended Techniques”, 

takes an analytical look at two general concepts in an attempt to define and 

categorize extended techniques, provided by Vaes (2009) and Read (1993): 1) 

“proper” and “improper”, and 2) the evolutionary process, respectively. Section 4, 

“The Music: Why and How Extended Techniques Have Been Used”, explores why 

and how composers have incorporated extended techniques into their music, 

including real-time composers, also known as improvisers. Extended techniques are 

an important part of the free improvisation world, where exploration of sound and 

rule-breaking are both fundamental concepts. A more in-depth look into this subject 

can be found documented in the article “Free Improvisation: a field of study for 

extended techniques on the oboe” (BOGIAGES; CAMPOS, 2014), published by this 

author and her advisor (Appendix C). 

Section 4 also discusses how electronics and theatrical gesture can be 

considered extended techniques, and introduces a categorical subset of theatrical 

gesture, which interconnects gesture with sound displacement or sound movement. 

Addressing this subject, the author and her advisor published the article (Appendix B) 

“Palette of Theatrical Gestures Based on Extended Oboe Technique in Free 

Improvisation” (BOGIAGES; CAMPOS, 2014). Section 4 also briefly examines how 

the performative layer concept, introduced by Schroeder and Rebelo (2009), can 

assist the musician in her approach to performing theatrical gestures.  

Section 5, “Review of the Techniques in the Literature”, gives an overview of 

the extended techniques utilized by Lisa Bielawa (1968), Ernst Krenek (1900-1991), 

Karlheinz Stockhausen (1928-2007), and Mauricio Kagel (1931-2008) in the pieces, 

“I Know This Room So Well” – Bielawa (2007/9); “Four Pieces for Oboe and Piano” – 

Krenek (1966); “In Freundschaft” – Stockhausen (1978); and “Atem” – Kagel 

(1969/70), taken from some of the major extended-technique references: Heinz 

Holliger (1972), Nora Post (1982; 1984), Gardner Read (1993), Peter Veale (1994), 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
4 The adoption of the French oboe manufacturer’s Triébert système 6 oboe design by the Paris 
Conservatoire in 1881 marks the beginning of the Conservatoire oboe era, which continues today.  
5 Christopher Redgate, in collaboration with the oboe manufacturer Howarth of London, designed and 
produced the Redgate-Howarth oboe model (2011), in an attempt to improve performance efficiency 
and precision of certain extended techniques. 
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and Libby Van Cleve (2004). Section 6, “How Extended Techniques Can Help with 

Fundamentals”, considers the ways in which the study and execution of many of 

these extended techniques, such as singing and vocalizing, vibrato, glissandi, 

alternate-timbres, flutter-tongue, upper-register pitch, multiphonics, harmonics, and 

double harmonics, can actually build control of the fundamentals of standard oboe 

technique, such as maintaining an open throat, and air stream, breath and 

embouchure control. Through studying extended techniques, the oboist improves her 

command over the fundamentals of oboe playing. Through teaching extended 

techniques, professors participate in the evolutionary process of incorporating those 

techniques into the oboe’s musical vocabulary. Finally, Section 7, “The Composers 

and their Chosen Pieces: Difficulties and Solutions”, examines the four composers 

and the four pieces that were chosen for a recital performance (Appendix F) by the 

author. Each piece contains extended techniques of one kind or another. A detailed 

account of each technique asked for in each piece is provided, exploring the 

difficulties and proposing possible solutions.  

It is the author’s hope that this dissertation will incite further exploration of 

new sound possibilities and new interpretive ideas, as well as help to answer a few 

difficult questions on execution and performance practice. 
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2 EXTENDED TECHNIQUES AND THE INSTRUMENT 

 

Padovani and Ferraz (2011) show, through documented examples, why, how, 

and when different composers throughout the ages have introduced specific “new” 

techniques into the musical vocabulary of a particular instrument – techniques that 

today are seen as part of a “traditional” set of techniques. They tell us that in 1624: 

	   
Looking to produce a sound effect that reinforced the drama of the operatic 
scene, Monteverdi asks the strings (viole da braccio) to attack the same note 
repeatedly and with asperity, giving us the first indication of tremolo found in 
the literature. (PADOVANI; FERRAZ, 2011, p. 12)6 

	  

This example demonstrates that the tremolo at one point in time was as new 

and unusual to string players as “key glissandi” is today to some oboe players. 

Goosens & Roxburgh (1993) bring another point to light when they mention that 

though Beethoven was notorious for writing difficult music that forced musicians to 

push expressive and technical limits, the difficulties for oboists were even greater 

when considering the limiting capabilities of the instrument of the day: 

 
[Beethoven] continually demanded substance from his instruments that was 
totally unprecedented, requiring from his players the will to extend their 
expressive and technical range of performance. The oboe was no exception. 
It must be remembered that during the period Beethoven was composing his 
Symphonies Nos. 1-8, the classical oboe was in an obsolescent state, while 
the mechanized instrument was taking very tentative steps of evolution 
towards the oboe for which Berlioz and Wagner composed. (GOOSSENS; 
ROXBURGH, 1993, p.  26)   

 

The oboe underwent numerous and significant transformations during the 

Renaissance, Baroque, Classical, and Romantic periods. The most commonly used 

version of the oboe today, the Conservatoire oboe, came in to use at the end of the 

19th century. It is the version that has lasted the longest without any significant 

alterations. However, as Burgess & Haynes (2004) put it: 
 

The Conservatoire oboe’s endurance for more than 125 years certainly 
attests to its adequacy in a wide range of music. But as much as a sign of its 
versatility, this can be seen as a product of the blandness of mainstream 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
6 Translated by the author. 



	  

	  

19	  

	  

twentieth-century musical tradition that reduces three centuries of music to 
the uniform tonal palette of the available. (BURGESS; HAYNES, 2004, p. 
171) 

	  

Though the numerous transformations improved and facilitated certain 

fundamental aspects of the oboe such as intonation and mechanics, the 

Conservatoire oboe is by no means a perfectly constructed instrument. Burgess & 

Haynes (2004) say:  
 

The design leaves a number of acoustic problems solved only provisionally – 
the G# hole is not ideally placed, the octaves of the long-fingered notes c#1-
e1 are often faulty, the c2-d2 trill is deficient in sound, and the complexity of 
the key work makes for a heavy instrument. (BURGESS; HAYNES, 2004, p. 
171) 

	  

The oboe has never been an ergonomically sound instrument. Blowing a fast 

amount of air through a small tube opening often with high resistance from the reed 

creates extreme amounts of pressure on the head and neck, which consequently can 

create tension in other parts of the body. If not played “correctly”, the oboist can 

develop serious physical issues. Even when played “correctly”, over time, 

professional players have been known to suffer from tendonitis, back and shoulder 

pain, jaw problems, abdominal hernias, and other such ailments. All notes above C57 

are harmonic fingerings, and require odd combinations of fingers. Depending on the 

difficulty of a particular musical passage, the oboist may need to research which 

fingering option will work most efficiently for a specific sequence. Low notes8 tend to 

stick out, and playing piano on anything lower than C3 can be very difficult for some 

oboists (CRAXTON, 1972). Oboists need to have flexible embouchures in order to 

execute smooth leaps between registers, as generally they need a more relaxed 

embouchure in the lower register and need to increase pressure to produce the 

higher register. In regards to intonation:  
 

Most instruments tend to be a bit flat in the lower register and sharp in the 
extreme upper register. Certain notes will be predictably out of tune. For 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
7 Throughout the article, I use the numerical pitch system Solfége Notation, that is utilized in Brazil – 
middle C = C3. Burgess & Haynes, British authors, utilize the English Pitch Notation system, where 
middle C = c1. Libby Van Cleve utilizes the Scientific Pitch Notation system (utilized in the United 
States), where middle C = C4. For more information on numerical pitch systems, see: 
(http://piano.about.com/od/MusicTheory/tp/Frequency-and-Pitch-Notation.htm) accessed on Feb. 8, 
2015. 
8 The lowest note on the oboe is Bb2.	  
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example, almost every oboe is sharp on E5, F#5, and G5, and many oboes 
are stuffy and flat on C#4. (VAN CLEVE, 2004, p. 2-4)9  

	  

Perhaps because oboists are accustomed to the peculiarities and demands 

of playing a non-ergonomically correct instrument, the additional physical challenges 

often faced when executing specific extended techniques are frequently confronted 

and accepted without question. To overcome these challenges, the oboist must think 

creatively and maintain an open mind. She cannot be afraid to extend her limits and 

push the boundaries of standard oboe technique, and cannot be afraid of the 

unexpected and unknown. The oboist must discover the most comfortable and 

efficient way to perform a specific extended technique on her instrument, as the 

particular variables such as reed, instrument, and instrumentalist (embouchure, 

breath support, physical build) play an even greater role in the ease of execution.  

The oboist needs increased flexibility with the embouchure when producing specific 

extended techniques such as multiphonics, glissandi, flutter-tonguing, and extreme 

upper-register pitches. Tightening or relaxing the embouchure, taking in or letting out 

reed, adjusting air pressure – are all elements that need to be controlled by the 

oboist when executing these techniques. Michael Hooper points out that:  

 
Pushing the oboe’s capabilities beyond anything already tried sometimes 
produces surprising results rather than precise outcomes always already 
under the performer’s control. These surprises require both quick responses 
from the performer (a change of embouchure, a finger adjustment), as well 
as methodical, detailed research.  (HOOPER, 2013, p. 68) 

 

Certain techniques are easier to execute and more predictable on certain 

makes and models of oboe. As Van Cleve points out:  

 
It was only when I began to share information that I understood the problems 
inherent in standardizing technical information for the oboe. Differences in 
reed types, bore types, and makes and models of oboes all present 
challenges. (VAN CLEVE, 2004, p. 1-2) 

 

In an attempt to reduce the frequency of uncertain results when performing 

specific techniques, and in hopes of easing the difficulty in executing the ever-more 

demanding nature of new techniques, Christopher Redgate has spent the last 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
9 Van Cleve utilizes the numerical pitch range system where middle C = C4. 
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several years working on a new design based on the Conservatoire oboe. His 

collaboration with composers and the London-based instrument manufacturer 

Howarth will enable the Redgate-Howarth oboe to perform “the music that Redgate is 

commissioning and…the oboe’s existing repertoire” (HOOPER, 2013, p. 1). 

When a composer writes for a specific oboist, she is not only composing for 

that particular player, but for that particular player’s oboe as well. As Hooper (2013, p. 

75) says:  

	  
Recognizing an oboe as 'a sounding body’ rather than using the oboe as ‘a 
tool’, has come to characterize contemporary practice, in which managing 
the expectation of the limits of 'music for a specific oboe played by a 
particular performer' versus 'music for the oboe' is a significant consideration. 

	   	  

Redgate and composer Ker worked together on the composition of her piece, 

beginning in April 2011. At their first meeting, Redgate was playing on the Howarth 

XL, as the Redgate-Howarth model had not yet been completed. This first 

collaboration resulted in Ker selecting a group of specific alternate fingerings for the 

pitch “B” (or approximate pitch thereof), based on sound quality and dynamic level 

(none louder than pp). As Hooper (2013, p. 72) explains:  

 
This exploration of soft fingerings configures the possible directions for Ker's 
piece and goes to the heart of the coordination problems of constructing a 
composition that makes the most of Redgate's technique (that is, his 
theoretical understanding of how pitch, timbre and dynamics are combined 
on his oboe) and of what the oboe can, in fact, do. When writing for a 
specific performer, the composer is also writing for a specific oboe. 

	  

When in September of 2011 Redgate and Ker met again, this time with the 

new instrument model, they discovered that the fingerings for the alternate “B” no 

longer produced the soft, suppressed sonority that Ker had favored, but now a more 

open, active and lively sound. If Ker had completed the piece for the Howarth XL, 

and the piece had later been performed on the Redgate-Howarth model, the 

character of the piece would have changed. In this case however, as the composition 

of the piece was in process still, Redgate and Ker were able to collaborate even 

further, and resolve the issue by “agree[ing] that fingerings should be left up to the 

performer, with the notation marking out 'no go' areas that change the pitch by a 

semi-tone or more” (HOOPER, 2013, p. 72). 
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With these beginning steps, Redgate’s innovative and collaborative project is 

taking the oboe, oboist, composer, luthier, and listener in a new musical direction. 

However, this directional shift may to an extent impose a repetition of sentiments 

surrounding the arrival of the Conservatoire oboe in the 1880s. Independent of era, 

composers generally write music for the instrument of their time. They may push the 

technical and expressive limits of the musicians, and even the instrument itself, but 

their ideal sonority, what they expect to hear, comes from the sound produced by the 

current instrument of their day. When oboists perform the Mozart Concerto on the 

Conservatoire oboe, the resultant sound is not exactly what Mozart would have been 

expecting to hear, as some of the timbres (for example) changed with the alterations 

made to the Classical oboe10. As Lavoix complained, referring to the Conservatoire 

oboe, “in gaining better intonation, the oboe, cor anglais and bassoon have lost 

something of their characteristic timbres” (BURGESS; HAYNES, 2004, p. 171). In an 

aforementioned quote from Burgess and Haynes, they imply that the long-standing 

prominence of the Conservatoire oboe has managed to neutralize any differences in 

color, timbre, intonation, etc., that may have been enjoyed by the listeners of early 

music during their time, and ensured that music of all previous eras is now heard and 

performed using the same “tonal palette”. This uniformity changed somewhat with the 

early music movement of the 1960s, when ensembles whose objective it was to 

explore performance practices of the past on early instruments began to give a “new” 

voice to early music.  

Perhaps the new discrepancies in timbre and dynamic created by the 

Redgate-Howarth oboe model would fit right into the avant-garde, experimentalist, 

and guided improvisatory compositional styles of the twentieth and twenty-first 

centuries. Perhaps composers who write and have written for oboe using extended 

techniques understand that there will always be a degree of uncertainty in 

performance, as so many variables are involved – player, reed, instrument, acoustic 

conditions, climate, etc. – all factors that will always affect the outcome of the 

performance. Maybe the use of the new Redgate-Howarth model oboe will 

substantially change the character and color of existing compositions – particularly 

those written after 1950, which commonly utilize extended techniques. Perhaps 

pieces written in the traditional mainstream compositional styles will be less affected, 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
10 Burgess & Haynes refer to this instrument as the Classical hautboy - an earlier version of the oboe 
with only two or three keys - in use from approximately 1760 – 1825. 
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as Hooper (2013, p. 72) claims:  

 
The changes that have been made for the Redgate-Howarth system do not 
alter the tuning or color of tonal fingerings, though they do change the 
sounds that result from some of the more extended fingerings (though in 
only rare cases are such alterations substantial). 

	  

In the performance of extended technique compositions that were written 

with specific players and instruments in mind, constructed with a focus on particular 

timbres – how drastic will the effect of the alterations be? And what would the new 

model look like on other instrument makes? Would the timbristic alterations be similar 

on a Redgate-Loreé or Redgate-Marigaux? Regardless of these yet-to-be-answered 

questions, progress can only be made if we take risks and chances, and Christopher 

Redgate, along with his team of collaborators, are doing a wonderful job at that.  

This section has reviewed examples of composers introducing extended 

techniques into the musical vocabulary of a particular instrument in hopes of 

obtaining a specific musical effect (e.g. Monteverdi and the viole de braccio); 

examined the mechanical deficiencies of the current oboe and the difficulties 

encountered by oboists in executing both standard and extended technique; and 

looked at the motivations, challenges, and questions raised by the development of 

Redgate’s Redgate-Howarth oboe model. Each of these elements contributes to an 

evolutionary creative process for oboes and oboists the world over – interconnecting 

the emergence of extended techniques with the physical changing body design of the 

instrument and the personal development of the musician who plays it.  
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3 CONCEPTS OF EXTENDED TECHNIQUES 

 

3.1 “Proper” and “Improper” 

 

Luk Vaes’ doctoral dissertation (2009) is an extremely thorough 

investigation and analyses of 16,000 works for piano involving extended techniques, 

in which (among other things) he compares existing literature on extended 

techniques for various instruments, in an attempt to define the term. What he 

discovers is discrepancy and difference of opinion. He states the following:  

 
Comparing the content of such performance practice studies as are 
available gives rise to a number of observations. Most striking is the 
apparent absence of consensus. One source gives reasons for excusing 
instrumental theatre and some accept electronics as part of their survey, but 
the others ignore both. (VAES, 2009, p. 6) 

	  

In his comparison he is able to determine that there is one characteristic that all 

examined resources share in their descriptions of techniques and sounds: “they are 

all improper to the instrument under consideration–they don’t truly or strictly belong to 

it” (VAES, 2009, p. 8). He defines extended piano as, “the improper practical 

performance use of the piano, and the characteristics of this concept, i.e. the 

individual extensions, to be those improper techniques and sounds that fall under the 

direct control of the performer during live performance” (Ibid, p. 8). 

In order to define “improper” technique on the oboe, we must first determine 

what is “proper”. Although that is outside the scope of this paper, some basic 

premises and assumptions will be outlined. As mentioned earlier, the fact that all 

notes above C5 must be fingered with a harmonic fingering perhaps indicates that 

those notes could be considered improper. However, the oboe has been playing 

notes above C5 for hundreds of years. Even in the classical era, Mozart had written 

up to F5, and in the late romantic era, Ravel had written up to G5. At one point in 

time of course these two notes would have been considered extended technique, but 

since the 19th century they have been considered standard technique. It is precisely 

for reasons like this that it is so difficult to define the term extended techniques in a 
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way that can be applied to all instruments. As Vaes writes:  

	  
[…] each [literary] source in itself seems to lack a clear definition of the 
subject. It is often impossible to tell why exactly a particular technique for a 
certain instrument is judged "extended" (e.g. sul ponticello, crescendo 
tremolos), and some techniques are known to several instruments while only 
considered extended with regards to a few of them (e.g. the glissando). 
(VAES, 2009, p. 6) 

 

There are certain techniques that are easier to execute on particular 

instruments. For example, flutter-tonguing is much easier to produce on the flute than 

it is on the oboe, for the simple fact that the musician must roll her tongue to flutter-

tongue - on the flute there is no reed obstructing the tongue from freely rolling, as 

there is on the oboe. Therefore, flutter-tonguing may no longer be considered an 

extended technique on the flute. On the oboe however, it most certainly is still 

considered an extended technique as many oboists still have difficulty performing it.  

Something similar can be said for double- and triple-tonguing, though 

perhaps enough oboists have incorporated these techniques into their standard 

technique that today they are no longer considered extended. But at the turn of the 

twentieth century, when flautists were casually performing with double- and triple-

tonguing on a regular basis, oboists had not yet acquired these techniques as 

anywhere near standard. As the great French oboist Fernand Gillet (1882-1980) 

comments in an interview from 1972 with Nora Post in response to her question, “Did 

you ever use double- or triple-tonguing in very fast passages?” he says, “No, just 

single tonguing. Only the flutists played double and triple in those days, though there 

were a few oboists who could do it. Perhaps Lamorlette did it” (POST, 1982, p. 1). 

When he refers to those days, he is talking about the last years of the nineteenth 

century, when he was studying at the Paris Conservatory under his uncle, the 

esteemed oboist and educator George Gillet.  

One interesting point of discussion around Vaes’ choice of the words “proper” 

and “improper” to describe these techniques is that they don’t allow for an eventual 

incorporation of said techniques into a musician’s standard musical vocabulary. A 

musician expanding her musical vocabulary to include more and more techniques in 

an attempt to broaden her spectrum of expression may be more attracted to the idea 

of extended techniques being a dynamic term that can change over time – the 

ambiguity regarding the term’s definition permits it to maintain a dynamic and flexible 



	  

	  

26	  

	  

state. A technique can at one point in time be “extended”, when it is first introduced 

into the vocabulary, but after thorough dissemination and incorporation into the 

compositional literature, with the evolutionary passage of time it can become part of 

the instrument’s standard technique. When looking at these techniques only in terms 

of proper and improper, they may never (depending on the construction of the 

instrument) be considered part of the mainstream musical vocabulary unless a new 

instrument is constructed to accommodate the improper techniques, making them in 

fact proper (as with the Redgate-Howarth oboe). 

 

3.2 Evolutionary Process 

 

Gardner Read, in his Compendium of Modern Instrumental Techniques 

(1993) describes three categories into which extended techniques can be sorted. The 

first category belongs to the techniques (or “instrumental devices” as he terms them) 

that “have developed from well-established techniques; they are extensions of, or 

refinements of, procedures long considered part of a composer’s repertorium of 

expressive devices” (READ, 1993, p. 3). He includes muting, glissandi, harmonics, 

and certain percussive devices (for non-percussive instruments). They are found in 

works by the late Romantics (Mahler, in particular), the Impressionists (mainly 

Debussy, and to a lesser extent, Ravel), the Expressionists (starting with Schoenberg, 

Berg, and Webern), and the Neo-Romantics (Prokofiev, Bartók, and Britten), Read 

points out. Perhaps Monteverdi’s tremolo of 1624 can be included in this first 

category of techniques, as it appears to have been an extension of a technique that 

already existed.  

The second category contains microtone and sound amplification techniques, 

and Read states that the latter applies “to conventional instruments in live 

performance rather than referring to electronic composition” (READ, 1993, p. 3). He 

refers to one of the motivations for using electronic amplification of instruments or 

voices as being radical timbral alteration, as it provides the composer and musician 

with an alternative means (alternative to the acoustic, unamplified instrument) for 

exploring new sound possibilities. He states, “among the several possibilities for 

tone-color manipulation are feedback, distortion, reverberation, time-lapse, and the 
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splitting of pitches through ring modulators” (Ibid, p. 121). An important part of the 

amplification technique involves the output of the captured sound, through the 

placement of the loudspeakers. The performer or composer decides where the 

loudspeakers may be placed: around the room, in the air or on the ground, in the 

front and/or back of the hall, etc. “Spatial, or stereophonic, impressions are thus 

directed to the individual listeners, wherever they may be located in the auditorium” 

(Ibid, p. 121). These types of decisions are essential to the effective performance of a 

piece, as they affect the listener’s aural perception.  

The third group is composed of theatrical effects - “extramusical devices 

injected to enhance the composer’s avant-gardism” - the “newest and most radical in 

artistic conceptualization” (Ibid, p. 3). He points out that much of the avant-garde 

music of today “is not content to rely on aural perception alone from its listeners but 

demands visual, even tactile, communication as well to put its total message across” 

(Ibid, p. 129). These pieces call for “emphatic and exaggerated bodily movement, 

visible facial contortion, perambulation during performance, and vocal projection 

independent of instrumental playing” (Ibid, p. 129). He uses the umbrella term 

“extramusical devices” to encapsulate all of the above-mentioned activities, placing 

theatrical gesture as a technique that falls within this term.  

Embedded within Read’s three categories of extended techniques are a 

sense of time and a process of evolution. Each category is an extension or 

expansion of the previous category. He writes from the perspective of the composer 

and for the composer, instilling in her the responsibility of introducing each of the 

techniques into a particular instrument’s vocabulary. Read’s research quantifies the 

utilization of extended techniques in a large number of contemporary compositions. 

He does not include as part of his evolutionary process the collaboration between 

composer, musician, and instrument found so essential to the development and 

forward growth of today’s musical world. In the only reference he gives to the 

musician as a potential creative collaborator, he highlights her limitations:  

 
Even thoroughly experienced composers are sometimes apt to forget that 
their performers are not robots; they are human beings with human 
limitations of physical endowment and perception. If the avant-gardist is 
frequently impatient with these limitations, his solution is to create his music 
solely for the tape recorder, which knows no limitations other than its source 
of power. But if the composer utilizes conventional instruments played by 
human beings, he should not demand the physically impossible but only the 
realistically attainable from his performers. (READ, 1993, p. xxi) 
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This section has raised questions and concerns in regards to both authors’ 

concepts of extended techniques, which only shows how truly difficult it is to 

articulate and codify a definition that can be applied to all instruments and 

encompass the perspectives of all involved – composers, instrumentalists, singers, 

luthiers, and listeners. What we have learned is that once again, by bringing these 

different elemental roles together in the act of sharing information and creative ideas, 

collaborations can enable us to push boundaries and break rules. Not only can we 

learn from and explore what exists in the palms of our hands, but also we can build, 

design, and create new sounds, instruments, forms, and ideas.            
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4 THE MUSIC: WHY AND HOW EXTENDED TECHNIQUES HAVE BEEN USED  

 

4.1 Creating Ambiences, Narratives, and Emotions 

 

Padovani and Ferraz, in their article “Proto-história, Evolução e Situação 

Atual das Técnicas Estendidas na Criação Musical e na Performance” (“Proto-history, 

Evolution, and the Current Situation of Extended Techniques in Musical Creation and 

in Performance”)11 (2011), give several examples of how composers have introduced 

an extended technique to an instrument while in the process of attempting to express 

a particular sentiment, create an ambience, or tell a story. Going back to the 

Monteverdi example, they say, “With this strategy [introducing the tremolo], 

Monteverdi represents the War’s agitated and violent nature that is characterized so 

well by the stile concitato of his Madrigali guerrieri ed amorosi, from 1624” 12 

(PADOVANI; FERRAZ, 2011, p. 12). In other words, he is able to use the tremolo 

(extended technique in this case) to better depict the emotional state of his piece  - 

“agitated and violent”. According to the authors, an interview with Givoanni Antonini, 

flautist and director of the group Il Giardino Armonico, “reveals aspects of [his] work 

to distill such dramatic and gestural auditory contrasts found in Baroque music that 

have been homogenized throughout the Classical era”13  (Ibid, p. 14). Practical 

examples found within Antonini’s commentaries show how the incorporation of 

certain extended techniques into the performance of Baroque music actually brings 

us closer to what these performances may have sounded like during the era. The 

aforementioned quote by Burgess & Haynes (2004, p. 171), complaining about the 

“blandness of mainstream twentieth-century musical tradition that reduces three 

centuries of music to the uniform tonal palette of the available”, once again comes to 

mind. 

Keeping in line with the idea of using extended techniques to express an 

emotion, depict an image, or create an ambience, several examples from the 

nineteenth and early twentieth centuries demonstrate how composers incorporated 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
11 Translated by the author. 
12 Same as above. 
13 Translated by the author. 
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this use of extended techniques into orchestral pieces, specifically for the oboe. 

Berlioz begins the third movement (the Scène aux champs) of his programme music 

work Symphony Fantastique (1830), with a dialogue between two shepherds - the 

oboist, meant to be in the distance, is situated in the wings, while the English hornist 

is seated with the orchestra (BURGESS; HAYNES, 2004, p. 221). In this case, the 

extended technique has to do with the physical placement of the oboist, and the 

resulting sound displacement. Strauss used flutter-tonguing in his Alpine Symphony 

(1915), in combination with cowbells to imitate the sounds of grazing livestock (Ibid, p. 

271). 

A substantial increase in the use of extended techniques, by composers and 

players alike, is detected after the Second World War (c.1950). However, the 

experimentations of certain composers at the end of the 19th century (Wagner and 

Liszt circle) and the first half of the twentieth century (e.g. Schoenberg, Stravinsky, 

and Satie) certainly paved the way for the concepts and compositional techniques 

that led to the development of many said “extended instrumental techniques”. 

Changes in the ways composers and musicians thought about and perceived sound, 

form, harmony, and rhythm, created space for other ideas to develop. A great force 

that many composers seemed to share was the need to break away from the old and 

define something new – a motivation shared by artists in other realms who fall under 

the umbrella term “avant-gardist”. Rather than continue on in the steps of their 

forefathers – they searched for new meanings, new territory, and new beginnings 

(SAMSON, 2007-14). 

 

4.2 Pushing the Limits and Staying Ahead 

 

The technological developments that eventually led to the use of electronics 

in music and the ability to disseminate new and old music to the masses occurred 

simultaneously. According to Padovani and Ferraz:  

 
Starting with the end of the First World War, the maturation of technological 
resources, the emergence of the avant-gardists – with the futuristic noise of 
Luigi Russolo, for example – and the development of serialism, would 
establish the necessary conditions to lead to the first research studies which 
would result in - on the one hand the emergence of electroacoustic music, 
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and on the other would trigger new approaches related to instrumental 
writing – such as the utilization of computers in composition and the 
development of methodic research surrounding extended techniques. 
(PADOVANI; FERRAZ, 2011, p. 25)14  

 

True exploration and research of extended techniques on woodwind 

instruments did not start happening until the late 1950s. Composers began writing 

specifically for oboe even a little later. Burgess and Haynes (2004, p. 68) say “largely 

because of its strong identification with conservative musical traditions, the oboe did 

not play a central role in the avant-garde”. Though there were compositions written 

for the oboe during this time, the majority of pieces with extended techniques for the 

oboe came after 1970.  

There seem to be several motivations at play when examining why 

composers and performers have utilized extended techniques over the past century. 

Two important ones are first, avant-gardists who practice pushing the limits (“the 

pushing of the performer beyond the possible became an aesthetic imperative” 

(BURGESS; HAYNES, 2004, p. 268)), and second, the need to maintain a cutting 

edge. As Bartolozzi puts it in his New Sounds for Woodwind (1967, p. 1)15:  

	  
It would be hard to find another musical epoch in which every aspect of 
musical technique and aesthetics has been subjected to such radical 
discussion and dispute as in ours. Even the term “music” has acquired a 
wider meaning and in many contemporary instances (such as ‘electronic 
music’, ‘concrete music’, ‘aleatory music’, etc.) has a widely different 
meaning from that recognized by tradition. The fact that these ways of 
making music are distinct and individual because of the diverse means 
employed signifies, among other things, that traditional instruments have 
ceased to be the only means at the composer’s disposal. Their continued 
existence in the world of creative composition therefore depends to a very 
large extent on just what they have to offer the composer, just how much 
they can rouse his interest and provoke his fantasy.  

 

4.3 Extended Techniques and Improvisation 

 

Another motivation appears to have been the desire to “break the rules” 

established by those who came before. Improvisation, also known as composition in 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
14 Translated by the author. 
15 The author first encountered this citation in Portuguese, in the article by Padovani & Ferraz, “Proto-
história, Evolução e Situação Atual das Técnicas Estendidas na Criação Musical e na Performance” 
(2011). The English translation seen here is from the original source.  
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real-time, became a field for experimentation and “rule-breaking” in the 1950s in the 

USA, and the 1960s in Europe. In the 1950s, free jazz composers/improvisers, such 

as Cecil Taylor and Ornette Coleman, were breaking the rules within conventional 

jazz in regards to form, rhythm, harmony, and sound. Cecil Taylor  “sparked a 

revolution in the way melody functioned as structure and in the way that structure 

informed the improvisations that he and his collaborators performed” (MORRIS, 2012, 

p. 78). While Ornette Coleman created a methodology entitled Harmolodics16, in 

which he built “a platform that was highly rhythmic and allowed for spontaneous 

melodic invention, but did not rely on notes that related to specific chords” (MORRIS, 

2012, p. 86). In the 1960s, European Free Improvisation (EFI) 

composers/improvisers, such as Derek Bailey, Evan Parker, and Tony Oxley, were 

doing similar things in different ways. “Art music” contemporaries such as John Cage, 

Earle Brown, and Karlheinz Stockhausen were influencing these musicians both in 

the USA and Europe. As Derek Bailey (1992) states: 

 
The emergence of free improvisation [EFI] as a cohesive movement in the 
early sixties and its subsequent continuous practice has excited a profusion 
of sociological, philosophical, religious and political explanations, but I shall 
have to leave those to authors with the appropriate appetite and ability. 
Perhaps I can confine myself to the obvious assumption that much of the 
impetus toward free improvisation came from the questioning of musical 
language. Or more correctly, the questioning of the ‘rules’ governing musical 
language. Firstly from the effect this had in jazz, which was the most widely 
practised improvised music at the time of the rise of free improvisation, and 
secondly from the results of the much earlier developments in musical 
language in European straight music, whose conventions had, until this time, 
exerted a quite remarkable influence over many types of music, including 
most forms of improvisation to be found in the West. (BAILEY, 1992, p. 84)  

 

According to Joe Morris, author of Perpetual Frontier: The Properties of Free 

Music (2012), the collective aspect of free improvisation was key to its operational 

methodology. He states: 

	  

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
16  Ornette Coleman (b.1930), multi-instrumentalist, composer, and improviser, created the 
Harmolodics methodology. Specific elements are: encourages individual originality through open 
contributions from collaborators; avoids tonal centers, incorporates a constantly modulating harmonic 
foundation; typically follows theme-solos-theme format, occasionally involving a collective 
improvisation where all players play at once; utilizes the harmolodic clef, a physical or position 
transposition device – player reads the harmolodic clef as if it were the clef of their instrument – treble, 
bass, tenor, or alto clef; encourages non-western style, non-equal temperament tuning system “not 
determined by specific measured cycles of a vibration of frequency, but rather by a comparative sense 
of intonation heard by each player” (MORRIS, 2012, p.86-91). 
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Within European free improvisation the meaning of collective improvisation 
is quite strict. Where as in other example operational methodologies the 
term identifies a particular action and engagement that may vary during a 
performance-various players play leading or supportive roles-in European 
free improvisation the term means that the whole performance is a collective 
improvisation, and that every player’s contribution is equal in purpose and 
value at all times. (MORRIS, 2012, p. 101-102) 

 

In referring to the resulting sound of this collective improvisation, he offers: 
 

European free improvisation […] does not rely on harmonic or melodic 
structure. Instead the music is presented as a sequence of sounds, rendered 
as clusters, multi-phonics, manipulated and altered by the application of 
timbre and presented in a collective exchange between players. (Ibid, p. 
104) 

 

Meanwhile, David Borgo (2005, p. 33) explains, “Extended techniques” – the 

exploration of unconventional sounds and devices on conventional instruments – 

have been, and continue to be, an important part of the vocabulary of many 

improvisers”. Morris compliments this statement by stating, in regards to EFI: 
 

European free improvisation musicians have interpreted many techniques 
that were first used in contemporary classical music, jazz, and virtuosic folk 
forms, such as those pertaining to plucking, bowing, strumming, or striking 
stringed and percussion instruments, playing on, under, or past the bridge or 
range of an instrument, using a non percussion instrument as a percussion 
instrument, multi-phonics played on wood-winds and brass instruments, 
false-fingering, flutter tonguing, removing the mouthpiece, over blowing, 
clicking of the instrument keys, preparations made to any instrument, e.g.: 
attaching material to piano strings, guitar strings, detuning, alternate tuning, 
etc. European free improvisation musicians have also invented new 
techniques, which are now being interpreted by other musicians. (MORRIS, 
2012, p. 102-103)  

 

There aren’t many free improvisation or free jazz oboists. However, I was 

fortunate enough to meet with one who has been performing free improvisation 

(among other things) for over 20 years, throughout the USA and internationally. Kyle 

Bruckmann is both a free improviser and contemporary art-music musician, currently 

located in Oakland, CA, USA. He plays with numerous contemporary music 

ensembles in the Bay Area, has won various grants, and has performed on a long list 

of albums, both his own and in collaboration with other artists. He describes his 

introduction to extended techniques as “backwards”, as he came across them not 

through study guided by a professor, but through individual explorations and 

experimentations kept hidden from his teachers of the time. His story, ideas, and 
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experiences can be read about in more detail in the transcription of a portion of our 

interview (Appendix E), held at his home in Oakland on December 30, 2013.  He 

related to me that he developed many of his extended techniques while improvising. 

This idea led me to the study and resulting published article, “Free Improvisation: a 

field for the study of extended techniques on the oboe” (Appendix C).  

 

4.4 Extended Techniques and Technological Resources 

 

Determining that the term “extended techniques” includes all techniques that 

extend the traditional or proper use of the instrument, it is important to discuss how 

extended techniques have developed to keep up with the introduction and utilization 

of electronics and computers in music, as well as how technology has been used by 

composers and improvisers to extend or interact with instruments and investigate 

sound in music, and, more specifically, on the oboe. In other words, as Read says: 
 

In modern music-making the most obvious manifestation of electronic 
technology is tape recorder, synthesizer, and computer composition. But the 
basic science and various techniques of electronic sound manipulation have 
also affected non-electronic music, mainly through live performance 
amplification. (READ, 1993, p. 121) 

 

According to Read, there are two motivating factors for using amplification in 

non-electronic music: volume control and timbre alteration. Two pieces requiring 

oboe amplification are H. Holliger’s “Siebengesang” (1966/67), and W. Kotonski’s 

“Oboe Concerto” (1972). For oboe and English horn, there is S. Hodkinson’s “The 

Edge of the Olde One” (1977). Burgess & Haynes (2004) explain that there are three 

ways electronic media can be combined with conventional musical instruments. First, 

it can be used live to manipulate sounds of conventional instruments. Second, pre-

sampled sounds from conventional instruments can be played back in performance 

either “straight” or with electronic manipulation. Third, electronic instruments, such as 

synthesizers, can be used in performance with conventional instruments (BURGESS; 

HAYNES, 2004, p. 276). 
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4.5 Theatrical Gesture as Extended Technique 

 

As mentioned in Section 3, Read (1993) utilizes the term extramusical 

devices to include a variety of non-musical activities required of the performer in a 

particular piece of music. We can place the term theatrical gesture, referring 

specifically to extramusical movement, within this umbrella category. Read explains:  
 

[…] experimental compositions of the late twentieth century often demand a 
certain degree of theatricality from the performers – extracurricular activities, 
as it were, that include emphatic and exaggerated bodily movement, visible 
facial contortion, perambulation during performance, and vocal projection 
independent of instrumental playing. (READ, 1993, p. 129) 

 

The first three items listed: emphatic and exaggerated bodily movement, 

visible facial contortion, and perambulation during performance, can be qualified as 

theatrical gestures, as they all involve non-musical movement. Read continues on to 

define four categories representing “the most commonly demanded extramusical 

activities found in current scores”: 
 

• Instrumentalists are sometimes directed in their parts to stand up to 
play- as often, perhaps, for acoustical as for histrionic reasons. Not even 
cellists and harpists are exempt from this stipulation, in spite of the 
physical awkwardness involved;  

• Perambulation, from off- to on-stage, or the reverse, or around the 
concert platform or the auditorium itself, is an integral and indispensible 
factor [in many works]; 

• Vocalizations of one kind or another – speaking, shouting, screaming, 
whistling, hissing, grunting, muttering, laughing, whispering, singing, 
humming – either completely independent of instrumental playing or else 
combined with various methods of sound production on the instruments, 
have been demanded with increasing frequency of performers; 

• Exaggerated body movements, facial contortions, and calculated 
theatrical gestures of one kind or another – foot stamping, finger 
snapping, hand clapping, and the like - supplement the performance 
contributions of various instrumentalists. (READ, 1993, p. 128-135) 

 

Theatrical gestures became more and more prevalent in avant-garde 

compositions after the Second World War. Campos et. al. (apud. Kumor, 2002) 

provide a technical and practical definition of gesture in music, by breaking it into 

three categories:  
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• Musical Gesture (MG): different temporal patterns defined by sonorous 
structures varying in time and that are produced by musical instruments 
under the action of an interpreter, given a specific musical notation, 
utilized in a specific interpretive context.  

• Incidental or Residual Interpretive Gesture (IG): the result of the natural 
and inevitable body movement of the interpreter, specifically the head 
and the arms, in the instrumental performance.  

• Theatrical Interpretive Gesture (TG): the interpreter’s action when faced 
with the [composer’s] notation, and the specific utilization of a certain 
type of movement that is not directly linked to the act of playing the 
instrument and carries its own autonomous meaning. (CAMPOS et. al, 
2007, p. 3-4, apud. Kumor, 2002)17 

 

The first category, MG, applies to scales, glissandi, chords, long notes, and 

short notes.  Campos et. al. (apud. Kumor, 2002) indicate that body movement and 

music are inseparable. The second category, IG, defines the movements inherent in 

the execution of the MGs. The third category, TG, defines the theatrical gesture – a 

gesture indicated by the composer in the score (or in the case of free improvisation, 

the improviser) (BOGIAGES; CAMPOS, 2014). As Campos et. al. (apud Kumor, 

2002) say:  
	  

The TG is the body movement described by the composer, a specific 
movement, planned and integrated into the performance. This should not be 
confused with the IG (previously mentioned) that is produced as a 
consequence of the movement of the body in a musical performance. The IG 
is a thought-based gesture and has musical significance, but its utilization is 
linked to the best sound production. Whereas the TG has a visual and 
dramatic meaning, being directly connected to the physical movement of the 
interpreter and not necessarily the generation of sound. (Ibid, 2007, p. 4)18 

 

After examining Campos et. al.’s definition of theatrical gesture and Read’s 

definition of extramusical devices, we can deduce that the first two and the fourth 

categories defined by Read can be considered theatrical gestures: 

 

• Standing up to play – the physical movement involved in moving from a 
sitting to a standing position, requested by the composer or implemented 
in real-time by an improviser, occurring during a piece of music, 
constitutes theatrical gesture; 

• Perambulation – the performer walking around during a piece of music, 
whether on and off stage, around the stage, or around the audience, 
constitutes theatrical gesture;  

• Exaggerated bodily movements and facial contortions – when requested 
by the composer or deliberately overemphasized by an improviser, 
constitute theatrical gesture. 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
17 Translated by the author.  
18 Same as the above. 
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If these theatrical gestures are deliberated while the musician is actually 

playing her instrument or singing, an additional element is perceived. Not only do we 

have aural and visual components happening simultaneously, but we also have the 

visual element actually impacting and modifying the aural element. The resulting 

sound effect adds an additional dimension to the listener’s auditory perception. 

Based on this observation, the author has created the following categorical subset of 

TG: 

 
• Sound Displacement Gesture  (SDG) – found in musical works, a 

theatrical gesture whose function is not only to provide an added visual 
dimension, but to act as a sound modifier as well. Inherent to the gesture 
is sound motion: the movement of sound from one place to another. It is 
the deliberate movement of sound, carried out through a bodily 
movement, incorporating the resulting sound modifications into the 
musical piece.  

 

Much research has been done recently around gesture and sound-using 

technology – sensors, computers, mapping, etc. (see the work of Pedro Rebelo and 

Franziska Schroeder, Jan Schacher, and Lars Graugaard, among others). However, 

the SDG refers to a bodily gesture where the sound projection is not inherently 

associated with electronics or computers. Technological resources could be 

administered to the gesture, but they are not necessary to the execution of the 

gesture. Bogiages & Campos’ article “Palette of Theatrical Gestures Based on 

Extended Oboe Technique in Free Improvisation” (2014) (Appendix B), created a 

series of SDGs to be used either in a free improvisation setting, or by composers 

interested in utilizing the palette.  

 

4.6 Theatrical Gesture in Performance 

 

How does a musician, trained to express “meaning” through nuances of 

sound and energy, transform this expression into movement (i.e. theatrical gesture)? 

For a musician who has never thought about such things, a significant challenge 

presents itself. Read (1993) asserts that the musician needs only “a minimum sense 

of dramatics and a willingness to participate in such supra-musical requirements” 

(READ, 1993, p. 129). Perhaps understanding what he means by “minimum sense of 
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dramatics” would help clarify what type of additional training a musician might need 

to perform, with integrity, these theatrical gestures. 

Schroeder and Rebelo, in their article “The Pontydian Performance – The 

Performative Layer” (2009), introduce the idea of the performative layer. The French 

phenomenological philosopher Maurice Merleau-Ponty created the concept that the 

body consists of two layers, the habitual and present.  

 

• Habitual: The habitual or customary layer of the body is one that 
includes certain skills a person has acquired in the past, such as walking 
or opening a door.  

• Present: The present layer is, as the name suggests, the body at this 
moment, an instance of the habitual and its learned actions and skills. 
(SCHROEDER; REBELO, 2009, p. 6) 

 

Merleau-Ponty believed that actions such as dancing and playing an instrument 

relied on the “habitual elaboration on primary actions (primary actions are those used 

for the conservation of life, such as running)” (Ibid, p. 6) but Schroder and Rebelo 

suggest that in performance, there are additional elements at play. The suggestion of 

the performative layer – a layer differentiated by the context of performance – in 

which the body is consciously performing actions aware that it is being watched 

within a framework of established codes, can perhaps help the musician entering into 

the realm of music containing theatrical gestures. It allows the musician to place 

every aspect of performance – from the walk onto the stage, to the cuing of the 

pianist, to the theatrical movements required by the composer, to the 

acknowledgment of the audience at the end of the performance – on the same level. 

They are all experienced through the body and demand cognitive awareness of every 

movement and action:  

 
The performative layer revisits the habitual to make the most customary of 
action performable and unique. By revisiting the habitual the body re-learns 
and re-addresses actions as basic as walking which are contextualized by 
the present layer and given performance potential through the performative 
layer. (SCHROEDER; REBELO, 2009, p. 7) 

 

This section has briefly examined the how and why of the use of extended 

techniques in music by composers and performers alike. Composers have utilized 
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extended techniques in creating ambiences, conveying narratives, and displaying 

emotions. Composers and performers have experimented with said techniques as a 

way to push boundaries and break rules. This section has explored the use of 

extended techniques in improvisation, and how technological resources and 

theatrical gestures can be classified as and utilized to create new extended 

techniques. Over time, the motivations behind introducing extended techniques into 

the musical vocabulary and repertoire of different instruments have varied immensely. 

For the performer, the question is always the same: how to execute efficiently and 

effectively, with integrity, whatever new sound is being requested. This section has 

also presented multidisciplinary study as an avenue that may lead the performer to 

new concepts, providing insights that could help in the performance of certain 

extended techniques, such as theatrical gestures. Concepts such as those 

suggested in the works of Merleau-Ponty and Schroeder & Rebelo.     

  

 

 

 

 

 

 

 

 

 

 

 

 

 



	  

	  

40	  

	  

5 REVIEW OF THE TECHNIQUES IN THE LITERATURE 

 

This section examines the instructions and tips taken from many of today’s 

experts on contemporary oboe technique. The entries are listed chronologically, 

starting with Heinz Holliger (1972), Nora Post (1982; 1984), Gardner Read (1993), 

Peter Veale and Claus-Steffen Mahnkopf (1994), and Libby Van Cleve (2004). This 

listing is limited to the instructions or tips mentioned within each source, in reference 

to the techniques found in the four chosen recital pieces. Much more valuable 

information is contained in each source, and the purchase or rental of each item 

whenever possible is absolutely recommended. My own commentaries based on 

personal experience with each technique in the four pieces will be listed in section 7.  

 

5.1 Harmonics 

 

POST: The use of harmonic fingerings for the oboe to produce a particularly 
soft and ethereal upper register dates back to the nineteenth century. 
What, exactly, is a harmonic? It is a simple, integral relationship of any note 
to its fundamental, with fundamental being defined as the first harmonic. All 
sounds on the oboe, therefore, are made up of fundamentals plus their 
overtones:  
 

‘The conventional range of notes on the oboe is derived from a 
system of fundamental pitches in the lower register, and harmonics 
(overtones) derived from these for the upper register. These are 
natural harmonics extending above a fundamental on a series: octave, 
12th, 15th, 17th and 19th. All basic fingerings have been derived from 
these constants, but they do not constitute the only combinations 
possible.’ (Goossens; Roxburgh, 1980, p. 170)  
 

Harmonic fingerings, as differentiated from harmonics per se, involve the 
isolation of specific frequencies above a fundamental. The oboe's harmonic 
fingerings are based upon fingerings overblown at the 12th, or third 
harmonic, which are substituted for standard fingerings. (POST, 1984, p. 5) 
 
READ: Octave harmonics on oboe are produced by overblowing the 
fundamental (from b to d#) and adding the octave key. Above d# more 
complicated fingerings and octave key additions are required. (READ,1993, 
p. 56) 

VAN CLEVE: Oboe harmonics are produced by opening an octave key so 
as to overblow a low note to sound an octave and a fifth higher. The range of 
harmonics on the oboe is from F5 to C6. Some pure harmonic fingerings are 
unstable and unreliable; therefore, slight adjustments are suggested that 
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don’t significantly alter the timbre. (VAN CLEVE, 2004, p. 7) (Van Cleve 
includes a fingering chart for harmonics from F5 to C6 – p. 10.) 

 

5.2 Alternative Timbre Fingerings 

 

POST: Alternate fingerings contribute significantly to the performer's ability 
to vary timbre. Although there are countless occasions when oboists employ 
alternate fingerings, no standard notation for these fingerings has emerged. 
(POST, 1984, p. 9) 
 

VEALE: The number of timbre fingerings available is firstly dependent on 
the degree in which the keys and holes are open, and secondly, on the 
formants of the oboe (depending on whether it is under- or overblown). The 
duller, more diffuse tones are generally to be found in the lower registers, 
and the sharper, brighter tones in the upper registers. This is due to the 
acoustical properties of the oboe. (VEALE; MAHNKOPF, 1994, p. 22) 

VAN CLEVE: “A variety of timbres can be achieved on almost every oboe 
tone by using alternative fingerings.” (VAN CLEVE, 2004, p. 9) “Since the 
notation of alternate fingerings is not standardized, composers should 
always include an explanatory note to make sure their intentions are 
understood.” (Ibid, p. 11) “Alternate timbres are easily produced on all 
members of the oboe family.” (Ibid, p. 12) (Van Cleve includes a fingering 
chart for alternate timbres from D3 to C5 – some pitches have numerous 
alternatives – the most being B3, with 16. (Ibid, p. 12-18) 

 

5.3 Quarter-tones and Microtones 

 

POST: ‘Microtones refer to all pitches that lie between the semi-tones of the 
12-tone equal-tempered tuning system’. (Johnston, p. 483) These pitches 
are produced on the oboe by changes in embouchure and/or special 
fingerings, depending upon the situation and the player's preference. (POST, 
1984, p. 6) 
 

VEALE: Quarter-tones and in particular eighth-tones usually have somewhat 
more complicated fingerings and are certainly more difficult to hear (with 
regard to their intonation) and are therefore to be dealt with very carefully 
when considering speed, complexity, and the melodic structure. All 
fingerings, especially the microtonal ones, require careful listening, as they 
must all be aurally controlled and if necessary corrected. When there are 
more fingerings notated per note, these are useful alternatives. Restrictions 
in the dynamic range are notated respectively.  (VEALE; MAHNKOPF, 1994, 
p. 19) 

VAN CLEVE: Quarter-tones and microtones are relatively easy to play on 
the oboe. The basic approach is to take the standard fingering and either 
slightly raise or slightly lower it with the addition or subtraction of keys. (VAN 
CLEVE, 2004, p. 18) (Van Cleve includes a fingering chart for Quarter-
Tones and Microtones from Eb4 to G#6.) (Ibid, p. 23-25) 
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5.4 Glissandi (aka Key Glissandi) 

 

POST: Glissandi on the oboe are achieved by a slow release (or 
depression) of keys coupled with changes in embouchure:  
 

‘The combined agency of embouchure and fingerings are required to 
accomplish a smooth progression. The fingers take their cue from the 
clarinettist's practice of drawing the fingers slowly off the keys at a 
sideways angle. The embouchure assists at points where the fingers 
are unable to manipulate smoothly across a break.’ (Goossens and 
Roxburgh, 1980, p. 175) 
 

There is a major difference between the production of a slow and a fast gliss. 
For the slow gliss, the fingerings between the outside pitches of the gliss are 
changed as slowly as possible to allow for the partial venting of the tone 
holes producing the glissando. The fast gliss, on the other hand, does not 
allow for such careful release of the keys - producing the spirit, if not the 
letter, of glissando. 
 
Oboe glissandi are limited by several factors. The oboe cannot readily gliss 
over the "break" which occurs between C and C-sharp in both the second 
and third octaves, since the player must shift immediately from very few keys 
covered to virtually all keys covered. The only solution is to attempt a rapid 
gliss and arrive at the indicated pitch via any means possible, including 
prayer. (POST, 1984, p. 5) 
 

VEALE: The diagram shows the necessary fingering changes for the finger 
glissando – both upwards and downwards. (VEALE; MAHNKOPF, 1994, p. 
131-135) 

VAN CLEVE: “The best oboe to produce a glissando is the open-hole or 
ring-model oboe, but this instrument is rarely used today because its 
intonation is poor.”(VAN CLEVE, 2004, p. 20) “The most effective glissando 
is achieved by gradually sliding fingers off the hole, then off the key, raising 
the pitch gradually. It is easier to achieve an upward gliss than a downward 
gliss because it is easier to gradually remove fingers from the holes and 
keys than it is to gradually cover and lower the keys.” (Ibid, p. 20-21) 

 

5.5 Pitch Bends/Lip Glissandi/Lip Bends 

 

READ: Glissandi are normally achieved on wind instruments through the 
tightening or relaxing of the embouchure, generally specified by composers 
and performers as “lip glissandi”. (READ, 1993, p. 34) 
 
VEALE: The list comprises all stable glissandos that can be produced 
upwards and downwards with the embouchure (based on all standard 
fingerings). (VEALE; MAHNKOPF, 1994, p. 135) 

 
VAN CLEVE: […] pitch bends are easy to produce due to the nature of the 
reed and the embouchure. In most registers it is easy to bend the pitch down 
at least a semi-tone. This is achieved by relaxing the embouchure and/or 
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pulling the reed out of the mouth slightly. This is most effective in the 
moderate to high range (G4 to F5) and least effective in the extreme low 
range (below E3). The extreme high range (above F5) can be effective, but 
these notes are unstable and might crack. (VAN CLEVE, 2004, p. 21-22) 

 

5.6 Upper Register Fingerings 

 

POST: These extremely high notes (above G5), considerably more common 
in the 1960s and 1970s, are produced in one of two ways. The more 
conventional means is through a combination of embouchure and air 
pressure, which requires some preparation. Placing the upper and lower 
teeth directly on the reed, the second technique used in the production of the 
upper register, is most common in Europe. While the resultant sound has an 
unusual timbre - as well as an occasional lack of stability - this method 
makes it possible to articulate any note in the upper register without 
preparation. To maintain a stable sound, however, pressure on the reed 
must be steady. Since pitches produced using the teeth are sometimes quite 
sharp, the performer may choose to play fingerings which are slightly flat, 
adding more teeth pressure as required to raise the pitch. (POST, 1984, p. 
2) 
 
VAN CLEVE: “Extremely high notes (e.g. Bb5 or higher) are often unstable 
with respect to attack and intonation, and their timbre is almost never full and 
resonant.” (VAN CLEVE, 2004, p. 27) “Players may need to put their teeth 
directly on the reed in order to produce the highest pitches indicated [on the 
fingering chart]. Not all oboes have a third octave key, but this key is helpful 
in the execution of some very high notes. If you don’t have a third octave key, 
the first octave key and greater embouchure pressure can be used to 
execute many of these fingerings.” (VAN CLEVE, 2004, p. 28) (Van Cleve 
includes a fingering chart from C#5 to C6.) (Ibid, p. 29-30) 

 

5.7 Multiphonics 

 

POST: There are two groups of multiphonic sounds for the oboe. The first is 
what Bartolozzi calls "homogeneous chords". These are ‘[...] all sounds of 
approximately the same volume and colour [...]’. (Bartolozzi, 1967, p. 42) 
The second group, which he calls "broken sounds", he describes as: 
 

‘[...] chords containing sounds of different tone colour are obtained by 
emitting simultaneously two sounds which are close together, with 
their relative harmonics. In this way it is possible to exploit the 
phenomenon of "beats" caused by the interference in sound 
vibrations occurring when two sounds are emitted which are very 
close together, within the maximum space of a semitone.’  
 

There are substantial differences between the sound and production of 
"beating" and normal oboe multiphonics. (POST, 1982, p. 2)  
 

VEALE: If the partials do not represent exact multiples of a fundamental 
frequency, we hear a complex chord which is called a multiphonic. Such 
multiphonics can be produced using special fingerings with precisely 
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specified amounts of air and lip pressure at a given lip position on the reed. 
The following modules give exact instructions for the correct production of all 
practicable multiphonics, each with their own harmonic content, which 
composers can then incorporate into a harmonic context. The performer, on 
the other hand, has a selection of chords available which he can use for 
suitable compositions that require multiphoics which are either inadequately 
specified or even totally unspecified. (VEALE; MAHNKOPF, 1994, p. 69) 

VAN CLEVE: “With the right combination of fingering, lip position, air 
pressure, and embouchure, the oboe is capable of producing a huge variety 
of multiphonics.” (VAN CLEVE, 2004, p. 31) “…the oboe is a complex 
acoustical system with variables that range from the exact dimensions of 
inner bores, placement and cut of tone holes, reed types, and even the inner 
cavity of the individual player’s mouth! All of these variables present a 
challenge in the standardization of reliable fingerings that will work across 
the range of oboe types, reed types, and players.” (ibid, p. 32) Van Cleve 
describes 4 categories of multiphonic: “1) the standard complex multiphonic; 
20 beating multiphonics, which include two prominent adjacent pitches that 
cause a beating effect; 3) double harmonics; and 4) metamorphic 
multiphonics, ones that can smoothly transform from a standard tone into a 
multiphonic or vice versa.” (ibid, p. 33)(Van Cleve includes a fingering chart 
for 88 standard multiphonics, 37 beating multiphonics, 14 double harmonics 
and 18 metamorphic multiphonics – each with separate indications for air 
pressure, reed placement, and lip pressure.  (Ibid, p. 43-52) 

READ: The result of certain combinations of embouchure, unusual 
fingerings, and auxiliary keys or valves, multiphonics create sounds that 
extend from a simple interval of two pitches to complex chords of four, five, 
or six notes. Thus, instruments that have long been considered as strictly 
unisonal have been liberated to the extent that they can now produce 
harmonic structures, though admittedly the individual tones vary 
considerably in amplitude and timbre, not to say in certainty of production. 
(READ, 1993, p. 158) 

 

Bartolozzi and Peter Veale used spectrometers for accuracy when 

attempting to notate their multiphonics. They created notational systems that are 

similar to one another, indicating the pitches (determined by the spectrometer) and 

fingerings in tabular form. They also both indicate performance instructions 

determining breath and embouchure pressure, and reed placement. Libby Van Cleve 

uses a similar method in notating her multiphonics. Holliger created his own notation 

for multiphonics, a system similar to tablature notations used for lute or guitar. He 

also gives special instructions for reed placement, and breath and embouchure 

pressure. 
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5.8 Double Trills 

 

POST: A double trill is a very rapid semi-tone trill between any two pitches 
where a second trill fingering alternates with the standard trill fingering. It is a 
timbral modification which often also makes the trill more rapid and incisive. 
(POST, 1984, p. 9) 

 
VAN CLEVE: A double trill is executed by alternating between fingers on the 
left and right hands or the first and second fingers of the right hand. It is a 
standard trill, but it can be played with far greater speed. Double trills are not 
available on every pitch throughout the instrument; they can only be played 
on the pitches notated in the fingering chart in figure 4-2. One can also 
execute a double trill between harmonics or between multiphonics. Other 
techniques such as flutter tongue or glissando can be applied to a double trill. 
(VAN CLEVE, 2002, p. 55) 

 

5.9 Tremolos 

 

POST: A woodwind tremolo is the alternation of notes wider apart than the 
semi-tone or whole-tone of the normal trill. The appropriate notation is 
several slashes connecting the stems of two or more notes […] Low 
tremolos, like anything else in that register, must maintain a relatively high 
dynamic level, that of the lower of the two pitches. (POST, 1984, p. 4) 
 

VEALE: The following chart includes all practical trills and tremolos on a 
semitone, or if they existed, a quarter-tone basis, and also includes timbre 
trills [T] (trills with the same pitch but different tone colours). Experience has 
shown that the larger the interval, the slower the speed. When not otherwise 
indicated all trills and tremolos can be played rapidly; M [medium] indicates a 
moderate speed (crochet = 120-160 when playing semiquavers). Tremolos 
that are slower than this have not been included. A choice was made that 
avoided changes of embouchure between the two notes. The principle note 
is notated at the beginning, then the higher note with which one is to trill. 
(VEALE; MAHNKOPF, 1994, p. 39) 

VAN CLEVE: A woodwind tremolo is a trill that is bigger than a whole step. It 
is completely different from the bowed tremolo produced on a stringed 
instrument (i.e., rapid bowing on a single pitch). Many tremolos are easy for 
oboists to execute with speed and agility. Some are extremely awkward, 
including: 

§ Ones that require the left or right pinkie to slide (e.g., 
low Bb to low Eb) 

§ Ones that require a slide on and off the half-hole 
key 

§ Ones that go over the break (C4-C#4 or C5-C#5) 
§ Many that require some fingers to be depressed 

when others are lifted. (VAN CLEVE, 2004, p. 61) 
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5.10 Double/Triple Tonguing 

 

HOLLIGER:  

• With only a very strongly articulated k, practice 
attacks on single notes in the middle register until it 
is no longer possible to notice a difference between 
the k attack and the normal t attack, and until there 
are no more fluctuations in intonation.  

• Then slowly alternate t and k attacks. Both must be 
equally strong.  

• Increase the tempo. Later add different rhythmic 
patterns.  

• Practice groups of 2, 3, 4 and more different notes 
with a double-tongue attack. (Start with small 
intervals, then make them progressively larger) 

• Now move to the upper and lower registers. 
• The last note of a group should be attacked with a t, 

whenever possible. Thus, you should begin a group 
of 4, 6, 8, etc., notes either with a well-articulated k 
attack or with two successive tt (then tktk) attacks. 
(PRO MUSICA NOVA, 1972, Appendix: p. 1) 

POST: Double tonguing calls for alternating tongue strokes to achieve a very 
rapid staccato; triple tonguing applies this same principle to groups of three 
notes. Several different syllables will produce these tonguings. For double 
tonguing, "ta-ka" is most common, though some players prefer to modify the 
vowel sounds to "te-ke" or "tu-ku." Others substitute a " g" for the "k, " giving 
the sequence "ta-ga." Triple tonguing is generally executed on syllables "ta-
ka-ta," and the variation of syllables works on the same principle as in 
double tonguing. For those who cannot actually triple tongue, three note 
groupings can be produced by an extra "ta" (or "ga") placed in front of the 
normal double tonguing syllables, i.e. "ka-ta-ka. " From the player's point of 
view, all of this can be reduced to one simple but infallible maxim: if it works, 
do it. (POST, 1984, p. 6-7) 
 
VEALE: The normal upper limit for the speed of double-tonguing lies in the 
region of crotchet = 152  (for shorter passages even up to crotchet = 200) 
when playing semiquavers (depending on the context). Triple-tonguing: 
The speed of each impulse corresponds to double-tonguing, but is grouped 
in triplets. (VEALE; MAHNKOPF, 1994, p. 130) 

VAN CLEVE: The syllables that most oboists associate with these two 
attacks are “te” or “tu” and “ke” or “ku”. The challenge in double tonguing is 
to make the palatal attack as strong as the standard attack. Here are some 
suggestions for developing a strong double-tonguing technique: 

§ First, practice only the “ke” attack in the middle 
register – until it is no longer possible to notice a 
difference between the “ke” attack and the “te” 
attack. If you have never double-tongued before, 
this step may take weeks to perfect;  

§ Practice, alternating the “te” and “ke” attacks slowly, 
on one note in the middle register and with the 
rhythms shown in figure 4-19 [repeated: eighth 
notes, triplets, sixteenth notes]; 

§ Practice these rhythms in simple scale patterns; 
§ Practice in the upper and lower registers; 
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§ Pick excerpts of well-known pieces and practice 
them alternately with single and double tonguing. 
Make sure to practice triplet passages so as to 
emphasize the palatal attack. (VAN CLEVE, 2004, p. 
63/68)   

 

5.11 Flutter-Tonguing 

 

HOLLIGER: Play a note while articulating a palatal r (the tongued r is 
unfavorable, since the reed obstructs the tongue). The palate should be as 
relaxed as possible, so that the r does not change to a fricative ch (x): you 
should position your mouth as for the pronunciation of an O sound. In order 
to facilitate the production of the r, it is recommended, while practicing, to 
first press the reed against the upper lip, and then exhale some air (over a 
loose lower lip). Begin by practicing flutter tonguing on single notes in the 
middle register (mf/later, pp-ff, cresc. – dim.), then move on to the upper and 
lower registers. Later, practice flutter-tonguing figures of several notes, 
scales, arpeggios, trills, etc. (PRO MUSICA NOVA, 1972, Appendix: p. 1) 

POST: Producing a growl-like timbre in the normal woodwind or brass sound, 
flutter tongue is achieved in one of two ways: a rapid flutter of the tongue 
behind the reed or a growl produced by the throat - a trilled uvular "r." While 
flutter tonguing is not difficult, composers should be aware that some players 
are unable to do it. Furthermore, given the difference in dynamic levels 
between the two types of flutter tongue the tongued flutter is relatively soft 
and the throat flutter is fairly loud - composers would be well advised to 
avoid combining extreme dynamics and flutter tongue. (POST, 1984, p. 10) 
 

READ: On oboe and English horn an authentic fluttering-tonguing is 
impossible, but a “faked” variety can be obtained by diminishing the blowing 
pressure so as to produce a rough and tremulous sound resembling 
fluttering (see Szalonek’s Les Sons). (READ, 1993, p. 144) 

VEALE: Flutter-tonguing is normally produced by a rolling palatal R, as the 
tongued R disturbs the reed. The speed is directly proportionate to the 
dynamic (i.e. the slower it is, the softer it becomes and vice versa). It is 
possible in all registers but cannot be used with teeth notes. (VEALE; 
MAHNKOPF, 1994, p. 130)  

VAN CLEVE: Flutter tonguing is achieved by rolling an “r”, either with the 
tongue or the uvula. The tongued flutter is easier for many oboists, but it has 
the disadvantage of destabilizing the embouchure, making it difficult to do 
quietly or in extremes of the upper register. The uvular flutter is probably 
superior, though it is a much more subtle sound.  

To develop a tongued flutter, first roll an “r”. Next, practice rolling the “r” 
while blowing out. Practice next by rolling and blowing through a drinking 
straw into a glass of water. The next step is to roll while blowing through a 
loose reed away from the instrument. (Try a flexible English horn reed first. 
The larger size makes the process easier.) Finally, play with the reed on the 
instrument, starting with the middle register and working outward. (VAN 
CLEVE, 2004, p. 69-70) 
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5.12 Vibrato 

 

POST: the use of vibrato as a discrete agent of timbral modification has 
interested many twentieth century composers. (POST, 1984, p. 3) 
 

READ: Contemporary composers are usually quite specific in designating 
the complete absence of woodwind vibrato or, contrariwise, an exaggerated 
vibrato- both for coloristic reasons. Also, uneven or unstable vibratos are 
frequently requested in current scores: for example, either non-vibrato 
gradually moving to full normal or overemphasized vibrato, or a more 
sporadic shift from one condition to another, may be called for. (READ, 1993, 
p. 144) 

VEALE: Vibrato (a slight change in pitch) is produced by a combination of 
the diaphragm, the lips and the glottis. The parameters of speed and 
amplitude are independent from each other. (VEALE; MAHNKOPF, 1994, p. 
137) 

VAN CLEVE: Most oboists produce vibrato with movements of the 
diaphragm, but sometimes the lips or even jaw can be used for extreme 
types of vibrato. If the oboe is pulled out of the mouth, the pitch will drop; if it 
is pushed in, the pitch will raise. If the jaw is opened, the pitch will drop, and 
if it is closed, the pitch will raise. The speed and the amplitude of the vibrato 
are variable and independent of each other. The usual tendency is for high 
notes to have a faster and narrower vibrato, and for lower notes to have a 
slower and somewhat wider vibrato, but these tendencies are simply a 
matter of taste. Most oboists can play vibrato with a wide range of speed and 
amplitude in all registers. (VAN CLEVE, 1993, p. 72) 

 

5.13 Singing and Playing Simultaneously 

 

POST: This technique was introduced by popular and jazz musicians such 
as Herbie Mann and Roland Kirk (Howell, 1974, p. 30). It is the result of two 
pitches produced simultaneously, one played, one sung. These two 
frequencies then heterodyne, that is, they mix with one another and produce 
tones which are equal to both their sum and their difference in vibrations per 
second. The resultant mixing of sound can be called either a subjective tone 
or a combination tone and, in this case, would be further sub-classified as a 
difference tone.  
The dynamics employed for this technique are also a potential source of 
problems. It is very difficult to play the oboe softly while singing. This is 
primarily because simultaneous singing and playing works best on 
instruments with larger reed apertures than the oboe. A greater aperture 
allows for significantly more volume in the singing, thus creating a better 
balance between the singing and the playing, and better control in general. 
This explains why singing and playing is so successful on instruments such 
as the bassoon, bass clarinet, and tenor saxophone. However, as long as 
the larynx vibrates, all instruments will produce the same acoustical 
phenomenon. It is only the balance and dynamic level of singing and playing 
which vary according to the instrument used. The most controllable dynamic 
range for the oboe itself is mezzo forte or louder. The singing itself can never 
be loud, since the mouth is shut, and the dynamic level of the singing is 
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consequently only that of humming. (POST, 1984, p. 8) 
 
READ: Vocal effects other than singing and humming – speaking, 
whispering, laughing, enunciating vowels and consonants, and the like, and 
combined with the production of specific pitches – are rapidly becoming 
equally standard multiphonic procedures. Non-vocalized sounds (mutterings, 
barks, hisses, grunts, yelps, coughs, buzzes, groans, and assorted 
squawks) may be combined with fingering pitches on both woodwind and 
brass instruments; they may also be articulated through the instrument 
without fingering specific pitches. (READ,1993, p. 165/66) 

VEALE: This technique of simultaneously singing (or humming) and oboe 
playing is less predominant in comparison with the same technique with 
brass instruments; a dynamic from pp to mf is preferable. Although 
controllable, it remains very difficult, and the long sustained vocal pitches 
should be close to those sounding on the oboe. (VEALE; MAHNKOPF, 1994, 
p. 147) 

VAN CLEVE: Due to the closed-mouth position and highly focused 
embouchure, it is almost impossible to produce a strong vocal volume. One 
might be able to use amplification to remedy this; however, it is also difficult 
to balance the sung (or, more precisely, hummed) tone and the instrumental 
tone. In addition, composers should remember that pieces that specify low 
vocal pitches are impossible for women to perform. (The reverse is not true: 
men can sing falsetto.) (VAN CLEVE, 2004, p. 74)  

 

5.14 Circular Breathing 

 

HOLLIGER: Without exhaling, press out air from the oral cavity (but without 
causing a change of tone quality or intonation) while simultaneously 
breathing through the nose. When returning to normal blowing, note that 
blowing and pressed air release have to overlap at first, in order to avoid a 
break.   

§ Hold the note as long as possible. This note should 
not be produced by exhaling directly, but by pushing 
air out of the oral cavity. Avoid fluctuations of 
intonation and modifications of attack.  

§ Do the same, but now inhale and exhale 
independently through the nose.  

§ Strive for a smooth transition from direct exhalation 
to the expulsion of air. No fluctuations in intonation! 
Even dynamics! 

§ Now produce a smooth transition form expulsion of 
air to direct exhalation. Intonation! Dynamics!  

§ Combine exercises 3 and 4: Exhale – push out – 
exhale 

§ Repeat, but now inhale through the nose while 
pushing the air out. (PRO MUSICA NOVA, 1972, 
Appendix, p. 5-6) 

VEALE: Circular breathing enables one to play continuously without pausing 
for breath. This method entails emptying air from the mouth cavity (the 
cheeks press the air into the instrument) whilst the lungs are filled with air 
breathed in through the nose. This all takes place while one is playing and 
all changes in tone quality, intonation, and dynamic are to be avoided. The 
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possible length of time one can play depends on the strength of the lip 
muscles. Circular breathing is suitable for legato or tenuto (not for staccato) 
passages. (VEALE; MAHNKOPF, 1994, p. 146) 

VAN CLEVE: First, fill the mouth with air and puff out your cheeks. Then 
expel the air from your mouth while inhaling through the nose. It might help 
at first to press it out with both hands on your cheeks. Eventually, practice 
blowing out using only the cheek muscles and tongue. Once this becomes 
comfortable, try the same thing with a drinking straw in a cup of water. Then 
try it with a reed alone, and finally try it with the reed attached to the 
instrument. It is easier at first to use a very flexible reed – a big floppy 
English horn reed is ideal. (VAN CLEVE, 2004, p. 74) 

 

5.15 Muting 

 

POST: Muting is most successful with those notes whose fingerings use 
many closed keys, since open keys act as air vents and reduce the 
effectiveness of the mute. This explains, of course, why muting is so 
successful in the oboe's low register.  
Oboe mutes can be made of almost anything, including handkerchiefs, 
socks, paper napkins and discarded nineteenth century oboe sonatas. The 
thickness of the muting material affects both the degree of muting possible 
and intonation. A heavy mute, for example, while creating the most dramatic 
muting effect, also creates a few serious intonation problems. The single 
pitch whose intonation is most adversely affected by muting is E-flat5, and 
this note should be avoided when writing muted passages for the oboe. 
Other than this, the oboe can be muted in all registers, except for those 
pitches below C3. In rare instances, depending upon the material used for 
the mute, it is possible to descend as low as B2, though composers and 
players would be well advised to restrict themselves to the C3 limit. (POST, 
1984, p. 12) 
 

READ: More effective in theory than in practice, woodwind muting is limited 
in application and only moderately successful as a timbral agent. The basic 
reason is that the tube opening or bell of the instrument is not the sole 
avenue of blown sound; to close the bell artificially affects only a relatively 
few pitches at the lower end of the instrument range. Generally speaking, 
woodwind mutes affect only the fingerings that are closest to the position of 
the mute itself. (READ, 1993, p. 15) 

VAN CLEVE: Mutes can be made out of any soft material – a knee-high 
nylon stocking works well for me. When the mute is inserted, the lowest 
notes of the oboe (at least Bb2 and B2, depending on the placement of the 
mute) are blocked and will not speak. Muting may adversely affect intonation, 
especially in the low register. (VAN CLEVE, 2004, p. 76) 

 

5.16 Key Clicks 

 

POST: Frequently found in the repertoire for oboe, key clicks are noticeably 
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softer on the oboe than on most other woodwinds, and thus most effective 
when amplified. Compositional use of key clicks falls into three categories. 
The first involves the rhythmic emphasis of a note (or silence) via key click. 
Giacinto Scelsi's Rucke di Guck (1955), the earliest example of key clicks 
known to me, uses them in precisely this manner. Scelsi notates key clicks 
via an 'X' either in addition to, or replacing, the notehead and with the 
instruction, I "calpo di chiave." A later example is found in Earls' 
Doppelgänger: Music for Oboes and Lasers, in which amplified, pitchless 
key clicks are employed as a rhythmic device. Key clicks are also used for 
percussive color, added to notes after their attack. Earls' Doppelganger is of 
interest for its use of amplified, accelerating key clicks during a sustained B3 
(p. 3, score). 
The final use of key clicks is as an effect in itself. Gilbert Amy, in his Jeux, 
calls for a group of key clicks with the instruction "change sounds and noises 
of keys". (Repons schema hautbois 2) (POST, 1984, p. 11) 
 

VEALE: The following synopsis indicates the range of key noises available. 
Next to these are the respective transpositions above the “fingered” notes 
(according to the listed way of playing), produced through the various 
openings (reed, crook). Under the “fingered” pitches are instructions as to 
which keys one, in particular, should strongly hit (depending on the dynamic), 
so that a greater resonance effect comes into play. The purpose of two 
Dynamics: ppp-mp, with the cor anglais to mf (see chart p. 139-140). 
(VEALE; MAHNKOPF, 1994, p. 139) 

VAN CLEVE: This technique, which works quite effectively on the flute, 
produces more disappointing results on the oboe. The inner chamber of the 
oboe does not resonate as well, and the sound- especially the change of 
pitch when different keys are struck – is barely audible. This can be 
remedied to some degree by amplification. (VAN CLEVE, 2004, p. 76) 

 

5.17 Noisy Inhalation 

 

READ: Just as late twentieth-century music exploits the percussive potential 
of wind instruments, so it has come to explore breath and air effects 
unrelated to normal tone production. For breath or wind sound alone on an 
instrument, the player contracts or relaxes his diaphragm without tonguing 
into mouthpiece or reed. The sounds are achieved by exaggerated 
emphasis of inhalant or exhalant effort, but without precise embouchure 
control or fingerings of specific pitches. (READ, 1993, p. 148) 

VEALE: A. Exhaling- Dynamic: ppp-p. without the reed: Compass and 
transposition as with key noise oboe 1a. with reed: Bb 3 – C5. B. Inhaling- 
Dynamic: ppp-mp. Pitches as for exhaling for all three instruments, however 
somewhat “noisier”. (VEALE; MAHNKOPF, 1994, p. 145) 

VAN CLEVE: Professional oboists are trained to inhale silently, but it is very 
easy to make sounds while inhaling. The breath sounds are louder if the 
mouth is slightly closed an air is allowed to escape only through the front of 
the mouth. (VAN CLEVE, 2004, p. 76) 
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5.18 Playing the Reed or the Bocal Alone 

 

POST: […] a comment is certainly in order concerning playing of reeds 
and/or bocals alone. Many composers have asked for these sounds, 
requesting everything from isolated reed squawks and playing staples 
without any cane, to playing the oboe and English horn like a brass 
instrument, sans anche. Most of the sounds produced by reeds, bocals, 
staples, etc., are uniquely high-pitched, quiet sonorities, none of which, to 
the best of my knowledge, can be evoked by any other instrument. These 
effects, as well as other types of vocal articulation generally, can be 
strikingly effective, especially when amplified. (POST, 1984, p. 10) 
 

READ: A technical phenomenon of recent vintage, one congenital to both 
woodwind and brass instruments, is the production of sound or indefinite 
noise on the reed or mouthpiece alone, removed from the instrument. 
Precise pitches, however, can often be produced when a woodwind player 
blows on the unattached reed or a brass player on the mouthpiece alone, or 
else the illusion of relative pitch can be obtained through embouchure 
manipulation […] two kinds of sound can be obtained by this action: open, 
the reed held in the fingers while enclosed with the lips; muted, the other 
hand cupped around the reed to muffle the sound. (READ, 1993, p. 154) 

VEALE: The compass is only approximate, as it depends on how the reed is 
made. Oboe: A3-Eb4 (VEALE; MAHNKOPF, 1994, p. 146) 

VAN CLEVE: Numerous composers and some improvisers have created 
interesting sounds with the reed alone, the bocal alone, or the reed and 
bocal sans instrument. Chenna and Salmi pointed out that it is possible to 
clasp the reed in a slightly open fist and to open and close your hand to 
make a “wah-wah” sound similar to a trumpet or trombone with a plunger. 
(VAN CLEVE, 1993, p. 76) 

 

5.19 Playing Without the Reed 

 

VEALE: If the lips cover the aperture of the oboe, and one carefully breathes 
in, extremely soft harmonic-like high sounds are produced (wind noise). 
They do not have fixed pitches, and can hardly be manipulated by the 
fingering. These are relevant for the oboe without the reed, and for the oboe 
d’amore and cor anglais both without the crook and the reed. (VEALE; 
MAHNKOPF, 1994, p. 138) 

VAN CLEVE: Some creative performers have become absolute virtuosos at 
playing double-reed instruments without a reed. Joseph Celli wrote and 
performed the haunting Sky: S for J (for five English horns without reeds). 
He has also perfected the techniques of performing alla tromba (using a 
trumpet-like embouchure) and blowing into the instrument more subtly to 
create whistle tones comparable to those made by a flute. Inhalation as well 
as exhalation can create interesting sounds. (VAN CLEVE, 2004, p. 76) 
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5.20 Amplification 

  

READ: Contact microphones can be attached to certain instruments, or the 
players can direct their instrumental sounds into individual air microphones 
placed directly before them, suspended above them, or attached to their 
bodies. Microphones and amplifiers are, of course, hooked into one or more 
loudspeakers placed in different locations in the performance area. Spatial, 
or stereophonic, impressions are thus directed to the individual listeners, 
wherever they may be located in the auditorium. (READ, 1993, p. 121) 

VAN CLEVE: Various microphone set-ups are available: air microphones 
(the commonly used type that converts sound waves traveling through air 
into an audio signal), contact microphones (which are affixed to the reed or 
the instrument), and wireless microphones (an air microphone attached to 
the instrument that sends the signal to the mixer via radio waves). It has 
been my experience that there is no better tool to amplify the instrument and 
produce the truest and best sound quality than an air microphone. Contact 
microphones allow for freedom of movement and largely eliminate feedback. 
Unfortunately, they just don’t yet sound as good as air microphones.  

Sound emanates from the entire instrument, not just from the bell. For 
instance, if one plays an A 440, much of the sound will emanate from the G 
hole. Therefore, it is best to set the microphone somewhere along the middle 
of the instrument, about six to ten inches away. Another approach is to use 
two microphones, one for the top joint, and another for the bell. (VAN 
CLEVE, 2004, p. 79-80) 

  

5.21 Theatrical Gestures 

 

READ: Experimental compositions of the late twentieth century often 
demand a certain degree of theatricality from the performers – extramusical 
activities, as it were, that include emphatic and exaggerated bodily 
movement, visible facial contortion, perambulation during performance, 
and vocal projection independent of instrumental playing. These concepts of 
performance cut right across the board; they are not confined to any one 
type or kind of instrumentalist (or singer), nor do they require special 
idiomatic attributes from any of the players involved other than a minimum 
sense of dramatics and a willingness to participate in such supra-musical 
requirements. (READ, 1993, p. 129) 
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Figure 1 - Diagram of Extended Techniques Relating to Pitch Alteration 

	  

Source - The author (2014). Pitch alteration (timbre and note) breaks down to 1) harmonics, 
which is associated with upper register fingerings and multiphonics; and 2) alternate-timbre 
fingerings, which connects to quarter-tones and microtones. 

 

Figure 2 – Diagram of Extended Techniques Related to Pitch Movement	  

	  

Source - The author (2014). Pitch movement (trills and slides), which breaks down to 1) flutter-
tongue, whose resultant sound is similar to the sounds produced by double-trills and 
tremolos; and 2) lip bends/pitch bends, whose resultant sound is a shorter version of the 
glissandi (aka. key-glissandi). 
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Figure 3 – Diagram of Extended Techniques Related to Respiration and Non-Specific Pitch 
Noise  

	  

Source – The author (2014). Extended techniques related to respiration include 1) circular 
breathing; 2) singing and playing simultaneously; 3) vibrato; 4) noisy inhalation; and to a 
general extent, 5) theatrical gestures. Non-specific pitch noises include 1) key-clicks; 2) 
amplification; 3) playing without the reed; 4) playing reed or bocal alone. 
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6 HOW EXTENDED TECHNIQUES CAN HELP WITH THE FUNDAMENTALS 

 

The role of the professor in establishing what constitutes standard oboe 

technique is paramount. All good oboe professors teach the fundamentals of oboe 

playing. The language, the methods, and the “oboe school of playing”19 vary from 

professor to professor, but many of the basic concepts are similar. Regardless of 

school, be it German, French, or American, the professor’s role is extremely 

important in the dissemination of musical knowledge and information. Professors play 

a key part in the evolutionary process of standardizing extended techniques. If a wide 

range of professors do not teach a specific technique, it is very difficult to call that 

technique “standard”. For one thing, it means only the handful of oboe students who 

are willing and able to go out on their own to study a particular extended technique 

(such as Kyle Bruckmann), will learn that extended technique. For another, it means 

the technique is not considered important enough, to most professional oboists, to 

have entered into the oboe’s standard musical lexicon. 

Several extended techniques can actually assist in the teaching process, as 

they require a firm command of oboe fundamentals. Perhaps one simple way to 

introduce these extended techniques into the oboe’s mainstream musical vocabulary, 

would be to associate and teach said techniques together with specific fundamentals. 

The following sub-sections discuss how certain extended techniques can help with 

the fundamentals of oboe playing.   

 

6.1 Singing and Vocalizing 

 

Singing and vocalizing while playing are extended techniques utilized by 

some composers, such as Mauricio Kagel (“Atem”, 1970), Vinko Globokar 

(“Atemstudie”, 1971) and Toru Takemitsu (“Distance”, 1972). Singing and vocalizing 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
19 Overtime, several “schools” of oboe playing have emerged. Today, the lines separating these styles 
are not as well-defined as in the past, but some differences still exist in regards to reed scrape, tone 
(i.e. vibrato and timbre), and embouchure. The great American oboist Allan Vogel mentions three 
major national schools of oboe playing in his insightful article, “French, German, and American Oboe 
Playing: Some reflection on having studied with Fernand Gillet, Lothar Koch and Robert Bloom” 
(VOGEL, 1978). 
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while playing are also techniques that can help assure that the oboist is maintaining 

an open throat. In his book “Oboe Reed Styles: Theory and Practice” (2008), David 

Ledet informs that the degree of constriction in the player’s throat is a contributing 

factor to good tone production. “The muscles that tighten the throat and close the 

glottis should be relaxed. If the throat is constricted or the glottis partially closed, 

many of the benefits of correct breathing can be lost.” He suggests the student 

vocalize “oouu” and attempt to play at the same time, and says that the vocal chords 

should feel as though they could be activated at any time (LEDET, 2008, p. 15-16). 

 

6.2 Air Stream/Pressure Control 

 

There are several extended techniques that require substantial control of the 

air stream:  

• Glissandi – when crossing between notes, sometimes the oboist 

must blow a little more air through the instrument or the line will 

falter or crack. Especially on a low D3 glissando to E3, when the 

finger first slides off the hole and then slowly lifts the rings, if the 

oboist is not maintaining the air stream or even blowing more air 

when making that finger slide, the octave D may pop through. 

• Multiphonics – the oboist needs to be able to control the air stream 

when playing multiphonics, as some require less air and some 

require more air pressure. 

• Alternate timbres – again, the oboist must be able to control her air 

stream when executing alternate timbres, as too much air pressure 

can affect the intonation of certain pitches.   
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6.3 Vibrato 

 

The breath vibrato of the twentieth-century oboe continues to be a subject of 

discussion and debate among oboists and educators. Is it produced from the 

diaphragm? The throat? The lips? Can it be controlled or is it a natural consequence 

of proper playing? Can it be taught/learned via verbal instruction or is it intuitive/tacit 

knowledge? Robert Bloom, the great oboist and educator, thought the following (as 

written by his student, Allan Vogel): 
 

When the wind is of sufficient intensity, and the embouchure holds the reed 
perfectly, a vibrato comes naturally into the sound, almost as if to reward the 
player for doing everything so well. This is the column of air vibrating. 
Vibrato after all is natural: the sound of a gong playing in the large room 
pulsates. No part of the body has to make the vibrato. It may be generated in 
the good support of the abdominal muscles and diaphragm, but all parts of 
the body should be flexible enough to be vibrated by the column of air. 
(BURGESS; HAYNES, 2004, p. 265) 

 

Several contemporary composers have required oboists to develop and 

maintain control of their vibrato, by notating specific instructions such as non vibrato 

and vibrato molto (Brian Ferneyhough’s “Coloratura” – 1970) or non vibrato, poco 

vibrato, vibrato, and vibrato poco a poco crescente (Isang Yun’s “Images” – 1986). 

Introducing predetermined parameters for vibrato, as a compositional device, forces 

the oboist to think about vibrato in concrete terms – a technique that can be 

manipulated and controlled, rather than a natural consequence of good tone 

production or proper respiration, etc. And when the oboist has mastered the many 

“colors” vibrato can take on – fast, slow, non, small or large amplitude of frequency 

waves, “free”, accelerating and decelerating, adding dynamics, etc., the possibilities 

for expressive nuances are exponentially increased.   

 

6.4 Embouchure Control 

 

Embouchure control, a basic necessity in producing good tone on the oboe, 

is also required in the execution of a variety of extended techniques. Whether it be 



	  

	  

59	  

	  

tightening or loosening the lips quickly (flutter-tongue, upper-register pitch), or 

adjusting lip placement on the reed by taking reed into the mouth or letting it out 

(multiphonics, harmonics, double harmonics), embouchure control is fundamental.   
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7 THE COMPOSERS AND THEIR CHOSEN PIECES: DIFFICULTIES AND 
SOLUTIONS 

 

In the author’s search for oboe pieces involving extended techniques, she 

encountered many possibilities containing techniques that involved sound 

modifications (both acoustic and electronic), but had a difficult time finding pieces 

that contained techniques involving theatrical gesture. After contacting several 

distinguished sources, she finally arrived at Prof. Petar Hristov20, who sent her a 

detailed list of pieces by composers such as Vinko Globokar (“Vorstellung” (1978), 

“Atemstudie” (1971), and “Discours III”(1972)); Mauricio Kagel (“Atem” (1969/70)); 

Gilbert Amy (“Jeux pour (1 à 4) hautbois” (1970)); Heinz Holliger (“Cardiophonie” 

(1971)); and Karlheinz Stockhausen (“In Freundschaft” (1978)).  

The subsequent list presents the four contemporary oboe pieces selected for 

this research study, based on the following criteria: Mauricio Kagel’s “Atem” 

(1969/70) and Karlheinz Stockhausen’s “In Freundschaft” (1978), for their clear use 

of theatrical gesture and other extended techniques; “Four pieces for oboe and piano” 

(1966) by Ernst Krenek, for its wide range of extended techniques, such as glissandi, 

double harmonics, flutter-tongue, tremolo, upper-register pitch, and double trills; and 

Lisa Bielawa’s “I Know This Room So Well” (2007/09), for providing an opportunity to 

collaborate directly with the composer while incorporating theatrical gestures into the 

piece. 

The research study was carried out over a period of twelve months, and 

concentrated on the extended techniques found in the four pieces. It was divided into 

two parts, occurring simultaneously: individual study and research in the practice 

room, and practical group experience while performing with the Free Improvisation 

Group of the UFRN. Both the individual practices and group performances were 

documented using a Zoom Handy Video Recorder, model Q3HD. These recordings 

assisted in the process of analyzing and later improving the resulting sound quality 

and visual aspect (e.g. theatrical gestures) of the techniques. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
20 She later discovered (after the recital) an article written by Greg Steinke in 1979, archived in and 
issue of The Double Reed, Vol II, No.1 from the International Double Reed Society, entitled “New 
Music and the Oboist III”. Steinke lists four “new” pieces containing theatrical gestures – “Insani” 
(1973) by Christopher Rouse, for oboe and actor; “Indices” (1973) by David Cope, for oboe and 
prepared piano (piano played by the oboist); “The Feather Merchant” (1973) by Josef Sekon, for 
English horn, tape, and assorted percussion; and “Unseen Leaves” (1975) by Lawrence Moss, for 
soprano, oboe, tape, and lights. 
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7.1 Lisa Bielawa 

 

Lisa Bielawa is an American composer from San Francisco, CA. Born in 

1968 to musician parents, Lisa began her musical studies at the young age of 3. She 

trained with the San Francisco Girls Chorus, and studied violin and composition. In 

college at Yale University, she majored in English Literature while simultaneously 

taking enough music classes to fulfill a music major. In 1992 she began touring with 

the Phillip Glass Ensemble, and later sang with John Zorn. In 1997, she co-founded 

the MATA Festival, a concert series that presents the works of young composers. 

Bielawa is an avid and passionate reader, and much of her creative inspiration 

comes from her reading. Her compositions mainly comprise orchestral works, music 

for voice and ensemble, and music for dance. “Her musical language is rhapsodic, 

harmonically adventurous, and grounded in propulsive energy” (DOHONEY, 2007-14, 

p. 1). She has often written for specific performers, such as Carla Kihlstedt, a singing 

violinist for whom she wrote “Kafka Songs” (2001-3) and her “Double Concerto” 

(2008) (written for Kihlstedt and Colin Jacobsen).  “Chance Encounter” (2007) was 

written with soprano Susan Narucki, and explores space, movement, and location. In 

another more recent exploration of space, movement, and location, the Airfield 

Broadcasts are a series of two performances. The first premiered at Tempelhofer 

Park in Berlin, Germany, May 10-12, 2013, and the second performed at Crissy Field 

in San Francisco, CA, October 26-27, 2013. Both locales are former airfields that 

have been transformed into parks. 

Bielawa’s Synopsis is a series of short solo pieces (one of which is “I Know 

This Room So Well”) that she wrote for 15 members of the Boston Modern Orchestra 

Project between 2007 and 2009, during her time as artist-in-residence. They were a 

study of sorts, as she used the compositional process to better familiarize herself 

with each instrument (15 in all). As mentioned earlier, she often writes with a specific 

person in mind, and these pieces were no different. She later used the material from 

each piece to write several other pieces, as she explains here:  

	  
I treated these Synopsis pieces as sketches for generating material for the 
larger piece. I had 2 years of writing the Synopsis pieces before I began 
working on In medias res, and Synopsis numbers 10 to 15 were written on 
top of the Concerto for Orchestra. They were written in a way to develop 
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material for the larger work and the latter Synopsis pieces became more 
wholly integrated into the concerto, since they were being worked out at the 
same time as the concerto was. For example, I would use a specific rhythm 
or some material from a bar and combine it with the orchestral context. In 
one instance, Kate Vincent, a violist with the Firebird Ensemble, had a solo 
Synopsis piece, and in the concerto it became hugely amplified during a solo 
part. In another instance, Bob Schultz’s cadenza towards the end is also 
from a Synopsis piece, but in this case it is expanded. (HEALY, 2014, p. 1)  

 

The Synopsis piece “I Know This Room So Well” was written for English 

hornist Jennifer Slowik. It is number 10 of the 15 pieces. Bielawa comments about 

the piece:  
 

While working on this synopsis, I found myself looking back to an opera I 
never finished around 15 years ago. I was working with the gifted playwright 
Erik Ehn, and we completed a lyrical aria for our eponymous heroine Vireo, 
a 14-year-old girl visionary whose adolescence spans several centuries. She 
eventually gets thrown in jail as a witch, where she sings an aria about how 
happy and comfortable she is there. Erik gives her these words: “If in the 
dark a chair has moved, I can move around it. I know the room so well.” In 
this little English horn piece I dip back into that aria, and into those feelings 
of comfort and familiarity we all have in our various jails, virtual and real. 
(BIELAWA, 2014, p. 3)  

 

When I asked Bielawa about her relationship with extended techniques as a 

composer, she related:  
 

I am mostly interested in 'playerliness,' by which I mean the degree to which 
my piece allows the performer to 'play into' the instrument, through it. I like to 
find ways for my music to celebrate the relationship that a player has with 
his/her instrument, and I’m often writing for a particular player, too. I tend to 
collaborate closely with musicians. So - if a musician seems to have a 
relationship with his/her instrument that pushes the boundaries of it in one 
way or another, I tend do play with that too. As a thing by itself I have no 
particular attachment to it or unique view on it. When I wrote the double 
violin concerto for Carla Kihlstedt and Colin Jacobsen, I wrote deeply lyrical 
music for him that could celebrate his superb bow control and gorgeous 
sound, and for her I had her playing two instruments, one of which was 
restrung with all E-strings, and singing at the same time. Because that's 
what she does. (BIELAWA, email to author, Nov. 21, 2014) 

 

7.2 Creative Collaboration Process 

 

Bielawa uses one extended technique for English horn in this piece, the 

glissando in measure 38 from D4 to F4 (Image 1, p. 66). On a recital whose objective 
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it is to program music that utilizes extended techniques on the oboe, the decision to 

include Bielawa’s piece might seem strange at first. However, the very exciting 

prospect of being able to work directly with Bielawa in a collaborative creative21 

process largely motivated my decision to choose this piece to work with on the 

program. The title of the piece had me immediately intrigued: “I Know This Room So 

Well”. I loved the intimate, introspective element brought out from the title. I asked 

Bielawa for the text (Annex A) of the original aria on which the piece was based. She 

sent me the score and an audio recording. The story, the text, the way she picks 

fragments from the original string accompaniment and laces them throughout the EH 

solo, and how she subtly varies the melody line the second time it is played – led me 

to see very clearly how expressive gestures could be added to create a visual 

element while exploring the sound possibilities generated by moving sound from 

place to place.  

The idea, formulated by my advisor and I, was to “build the room” (in the aria, 

a jail cell) through sound displacement. In order to do this, the performer would move 

in such ways as to sonically construct the walls, the roof, the floor, and the chair – 

and build the room around the audience as well. For this, we incorporated electronics. 

We wanted to place the audience in the room simultaneously with the performer. The 

audience watching the performer on stage would hear not only the sounds coming 

from the stage, but also the sounds coming from all around them – as they would if 

they too were on the stage. To achieve this, we worked with the UFRN School of 

Music sound technicians, who set up four microphones, one in each corner of the 

stage (relative to my largest floor pattern – Appendix A). They also had a 

loudspeaker in each corner of the audience. The two microphones at the front of the 

stage were linked to the two loudspeakers at the front of the auditorium, and the two 

microphones at the back of the stage were linked to the two loudspeakers at the back 

of the auditorium.  

 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
21 I too sang in the SFGC, several years after Bielawa. Coincidentally, she studied at Aptos Middle 
School in San Francisco, where she had my father as a professor of computer science. Though we 
were never close friends, we have known of each other practically our entire lives. This project gave 
me the chance to reconnect with her in a very exciting way. 
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Figure 4 - Diagram of the Composition's System 

	  

Source: Cleber da Silveira Campos (2014). From musician performing, to microphones 
capturing sound, to sound capture passing through amplification process, to diffusion and 
receipt by the audience through speakers set in specific places around the hall. 

 

My movements involved full-body turns while holding the instrument out at a 

45-degree angle; moving from one side of the stage to the other (in which I did full-

body turns two or three times to move from one side to the other of the stage); 

walking forwards and backwards up and down the stage, in straight lines and 

diagonally; turning my body, with instrument, to the sides; getting down on the floor, 

on my knees, and turning by whole body in a circle, while holding the instrument out 

at 45 degrees; swaying the bell of the horn back and forth (standing and while on my 

knees); bringing the horn from a normal position (straight down) to a position in which 

the bell of the horn is pointing straight out at the audience (90 degrees to the floor); 

and finally, sitting down at the edge of the stage, ending the piece with the bell 

pointing straight out into the audience (90 degrees). After I had enough of the 

movements down, I sent a rehearsal video recording to Lisa, to gain her feedback. 
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She was very kind and encouraging in her remarks. She also made a very thoughtful 

and insightful suggestion. In a personal email from her dated September 8, she 

writes:  
 

I noticed that by adding movement, it becomes more important to be more 
still than you might otherwise be in a ‘regular’ performance. If you were 
simply playing, as in a normal recital, we would not notice your various 
involuntary movements (extensions of expressive playing), but since you 
have sensitized us to movement with the actual choreographed vocabulary, 
we also become more sensitized to those ‘normal’ movements. It might be 
cool to choose a moment or two at some point to play from a place of total 
stillness, beyond what you might do in normal expressive breathing 
performance. (BIELAWA, email to author, Sept. 8, 2014) 

 

With this comment, I chose two places in the piece where I would become completely 

still - consciously void of all movement, attempting to create the contrast that she had 

suggested. I did this in measure 23 during the second quarter-note triplet, and in 

measure 47 during the two groups of eighth-note triplets. 
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7.3 “I Know This Room So Well” - Lisa Bielawa (2007-9): Difficulties and 
Solutions 

 

Technique: Glissando.  

As stated earlier, the only written extended technique in Bielawa’s piece 

comes in measure 38: 

    

Image 1 - Ascending Glissando	  

	  

Source: "I Know This Room So Well" Lisa Bielawa (2007/09). English horn part. Ascending 
glissando: D4-F4, decrescendo mf to p 

 

Difficulties and Solutions: Executing this glissando on the English horn is 

much like executing a glissando on the oboe, except perhaps a little easier because 

the holes and keys are a little bigger. Let me first say, I have a Marigaux English horn, 

serial number LRL1. I bought the instrument used, and the sellers were not sure of its 

year. I executed this glissando by first slowly pulling my right hand ring finger back 

toward my arm, while leaving the D key depressed – my D is a double-ringed key, 

and slowly uncovering the hole takes me from a D to a note slightly higher than a D#. 

I pull the finger back because I find it is easier to control the next step (which is lifting 

the key) from the back than from the side. Then I slowly raise the D key, sliding me 

from a D# on the high side to E. Next, I slowly lower the regular F key. 

Simultaneously, while shifting from D4 to E4, I slide my left hand pointer finger 

upwards towards the reed, off the half-hole octave key and onto the C key, while 

depressing the thumb octave key. The crucial element, in my opinion, to a smooth 

glissando on the English horn or the oboe, is what you do with your mouth. Having a 

flexible reed helps a lot too. But it is very difficult for your fingers to execute a 

glissando in exactly the same way every time. Because you are not just lifting and 

depressing keys (as with standard technique), you are gently sliding and slowly lifting 
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or depressing from one to the next – your embouchure can help to smooth out all the 

irregularities that your fingers create. If you are performing a glissando in an 

ascending line, you can round out your embouchure a bit at the bottom, and tighten 

or flatten it out a bit as you ascend. To an extent, you follow the line of the glissando 

with your embouchure. Practicing pitch bends, with our without the instrument will 

help you understand the flexibility you will need with your embouchure. Back to 

Bielawa’s piece, a little trickier is to do all of this while performing a decrescendo to 

piano. However, it is no problem really, after a little practice.   

Technique: Movement and Electronics.  

The other extended techniques were body movements created for this 

particular performance of the piece, and electronics used for amplification. As 

described earlier, we (my advisor, Campos, and I) basically choreographed a number 

of movements for me to execute as I performed the piece. The movements were to 

add a visual element to the piece, while at the same time serving to explore the 

concept of painting a picture or building a structure through sound, and, more 

specifically, the spatial manipulation of sound. As discussed earlier, these gestures 

fall under the category SDG, as they “function [is] not only to provide an added visual 

dimension, but to act as a sound modifier as well.” (Section 4, p. 37) The 

amplification of these sounds, by microphones placed in designated locations on the 

stage, was meant to bring the audience a “new” and different audio and visual 

experience – but not just visual as in what one sees with the eyes, but as in what one 

sees with the ears. Yolande Harris, through her studies in Displaced Sound Walks, 

says this:  
 

The recording of sounds of a walk along a specific route are played back to 
individuals on headphones who are instructed to make the same walk but at 
a different time. The shift in relationship between the location seen and the 
sounds heard provokes a perceptual awareness of our reliance on sound 
and its influence on the visual and on our sense of place. (HARRIS, 2012, p. 
1)  

 

We associate sound with sight and sound with location. When that sound is 

displaced, what happens? When what we see and what we hear are related but not 

aligned or synchronized, what happens? How do our bodies react to this change in 

perception, to this disconnect between sight and sound? In our case, the audience 

was watching me on stage moving and playing, but the sounds they were hearing 
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were coming from loudspeakers placed around the room in designated locations. We 

were attempting to rebuild the stage around them, and I was attempting to put them 

in the room I was building with my sound. In terms of embodiment – the idea that we 

perceive reality through our bodies – what happens? These are the questions we 

wanted to raise with our audience.   

Difficulties and Solutions: When performing a piece containing theatrical 

gestures, the oboist suddenly needs to expand her awareness of the involvement of 

her body in her music-making process. No longer is she thinking only about correct 

posture, maintaining relaxed fingers, limbs, shoulders, and neck. She now needs to 

think about the significance of each extramusical movement. What do/can these 

movements mean and how can we adjust those meanings in execution? During the 

research and writing of the article “Palette of Theatrical Gestures Based on Extended 

Oboe Technique in Free Improvisation” (2014) (Appendix B), I explored briefly the 

concepts and questions presented by dancer-choreographer-theorist Rudolf Laban in 

his work “Mastery of Movement” (1978):  
 

In his book “The Mastery of Movement”, he [Laban] presents four questions 
to determine and describe bodily action (LABAN, 1978. p. 55-56): 

• Which part of the body is moving? 
• In which spatial direction or directions is the movement taking 

place? 
• At what speed is the movement being processed? 
• What level of muscular energy is used in the movement? 

 Answering these questions helped the author explore how the 
characteristics of a sound might translate into a movement. How the 
parameters of a certain sound (dynamic, pitch, duration, quality, etc.) can be 
expressed by determining the speed, direction, size and intensity of a 
movement. (BOGIAGES; CAMPOS, 2014) 

 

I was able to utilize these same questions in determining which movements 

should be choreographed in “I Know This Room So Well”, and exactly how the 

movements should be executed. 

 It is very difficult to move and play at the same time. Perhaps even more for 

an oboist than for other wind instruments, as the oboist is constantly worried about 

chipping her reed – one false move and everything is over. It is also difficult to move 

and maintain a consistent embouchure. Most difficult for me were the full-body turns 

while playing. I concentrated to keep the instrument at the same angle throughout the 

turns, and to make my movements light and graceful. I stepped with my toes and 
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envisioned my circles as flowing together, not as three separate turns but as one 

movement from start to finish. I am not a trained dancer, but I imagined these 

movements as a type of choreography. I found that if I associated the movements 

directly with the sounds – as an operatic singer might do in an opera – the 

movements told a story just as much as the text and music. This way of thinking 

helped in the performance and memorization of the movements.  

There were also the difficulties around getting the sound just right, with the 

placement and equalization of the microphones. The four microphones were placed 

at the same level, approximately a foot off the ground, angled slightly inward toward 

the center of the stage (see recital video, Annex B: 1.1). Ideally, for the best quality of 

English horn sound, the microphones would have been placed higher up, as most of 

the piece was performed at standing height. The best place for an air microphone, 

according to Van Cleve, is “somewhere along the middle of the instrument, about six 

to ten inches away” (VAN CLEVE, 2004, p. 80). We could have used two 

microphones as well – one closer to the bell, and one closer to the top joint. Our 

result was still effective, but there were moments when the sound that was being 

reproduced for the audience through the loudspeakers was not necessarily what they 

would have heard in a room. In particular, when I swayed the instrument close to the 

microphones, the low notes (coincidentally, the notes I played during the sways were 

always in the lower register) would stick out more than they would have naturally. It 

may have created a different, equally interesting effect – but not the one I had 

originally imagined. 

 

7.4 Ernst Krenek 

 

Ernst Krenek, (1900-1991), utilized a variety of compositional techniques 

throughout his musical career. Many of his works employ, in one form or another 12-

tone, serialist, electronic, and/or aleatory music techniques.  

“Four Pieces for Oboe and Piano” was published in 1966, the same year 

Krenek served as adviser in the formation of the music department at UC San Diego. 

In 1955 he worked at the Electronic Music Studio WDR in Cologne, which led him 

towards adapting a more integral approach to serialism. In 1957 he composed 
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“Sestina,” his most rigorously organized serial composition. By the 1960s, he was 

integrating principals of aleatoric music into his pieces (BOWLES, 2007-14). He was 

interested in serialism, chance, and time. Although “Four Pieces for Oboe and Piano” 

is also not completely serialist in form and doesn’t utilize aleatoric techniques, it often 

rhythmically displaces the piano from the oboe, creating a complex relationship with 

time. 

 

7.5 “Four Pieces for Oboe and Piano” - Ernst Krenek (1966): Difficulties and     
  Solutions 

 

Krenek utilizes a number of extended techniques of the more standard 

variety in his piece “Four Pieces for Oboe and Piano”, such as key glissandi, flutter-

tongue, harmonics, double trill, tremolo, quarter-tones, double harmonics, and upper-

register fingerings. He provides a glossary of signs at the beginning of the score, to 

explain several of the techniques.   

Technique: Key Glissandi.  

 

Image 2 – Ascending Glissando 

 

Source - “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Oboe part. Piece 1, measure 4, 
ascending glissando: E4-C#5, start p and crescendo 

 

Image 3 - Descending Glissando 

 

Source - “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Oboe part. Piece 1, mm. 15, 
descending glissando: F#4 – D#4, decrescendo 
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Image 4, 5, 6 – Descending and Ascending Glissandi 

4    5  6  

Source – “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Image 4: Piece 2, mm. 15, 
descending glissando; Image 5: Piece 2, mm. 17, ascending glissando; Image 6: Piece 2, mm. 

21-22, ascending glissando  

	  

Image 7 - Ascending Glissando 

                         

Source - “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Piece 2, mm. 24, ascending 

glissando 

	  

Image 8 – Ascending Glissando 

 

 Source - “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Piece 3, mm. 12-13, 
ascending glissando 	  

	  

Image 9 – Ascending Glissandi 

 

Source - “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Oboe part. Piece 4, mm. 5-7, 
ascending glissandi  
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Image 10, 11 – Descending and Ascending Glissandi 

10 11  

Source - “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Image 10: Piece 4, mm. 23, 
ascending glissando; Image 11: Piece 4, mm. 20, descending glissando  

 

Many of the glissandi in this piece cover the same range or same basic 

technique. Although I will talk a little about each one, I’ve selected a few which I think 

cover the entire range (of the glissandi in this piece) for which I will go into a detailed 

explanation about how to execute.  

Difficulties and Solutions: I will talk about the first glissando mentioned 

(Image 2, p. 70) in detail. Again, I have a Loreé oboe, serial number OK58 (2003). To 

work on this glissando, I broke it into several parts. I first worked on E4 to F4. In 

regards to the slow depression of the F key, I found I had the most control over force 

and speed when I used the part of my finger that falls immediately above the top joint 

of my ring finger. I placed that part of my finger on the part of the key that lies closest 

to the rotating bar. This gave me the greatest amount of resistance (part of key 

closest to the spring and point of bar rotation) and the most amount of finger control 

(closest to the top finger joint). The next step was to get from F4 to G4. In between 

F4 and G4, however, we have F#4, of course. With this glissando, the index, middle, 

and ring fingers raise almost simultaneously. I started with three keys depressed – F, 

E and F#. In lifting these keys, I found that I had the most control over force and 

speed when the fingers were nearly straight and pulled back towards the arm, so that 

the edge of the pads of the fingers sat closer to the edge of the keys closest to the 

bar. (I was careful to keep the E hole covered). Then, I gradually raised first the E, 

then the F, and lastly, the F# keys. Throughout this process, as mentioned earlier 

when talking about the English horn glissando in Bielawa’s piece, it is crucial that the 

embouchure accompany the glissando. Starting with an exaggeratedly rounded 

embouchure, you manipulate it in such a way (flattening or tightening) as to help 

smooth out the irregularities between the notes as you slide.     
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To accomplish the glissando from E4 to G4, I worked on the glissando from 

G4 to C#5. This part of the glissando was considerably easier, as I had only to raise 

keys and not depress them (excepting the side-octave key), and the raising occurs in 

a sequential order from bottom to top. For best results, I used the C#5 fingering of all 

open keys, with only the side octave depressed. You may have to adjust the pitch 

slightly (this fingering produces a C#5 on the low side, on my instrument) with your 

embouchure, but this is a slight inconvenience compared to the ease gained by not 

having to worry about depressing the A, G, F#, and side C key, to produce one of the 

standard fingerings (VAN CLEVE, 2004, p. 88 – “Standard Fingering Chart”). Starting 

with the G4 fingering, I slowly depressed the side G# key, then began to slide all of 

my fingers (pinky, ring, middle, and index) off the keys at an ever-widening angle in 

relation to the imaginary flat plane on which my fingers sat when they were resting on 

the keys. This means that the pinky and ring fingers began to slide first, the pinky 

moving toward the end of the G# key and the ring finger first uncovering the G-key 

hole as it moved to the edge of the key. Soon after, the middle finger began to move 

toward the edge of the A key, uncovering the A hole. And lastly (at the apex of the 

angle), the index finger moved to the edge of the B key, uncovering the B hole. 

Simultaneous with their movement toward the edges of their respective keys, the 

fingers one by one slowly lifted up the keys as they reached the edge. The 

depression of the side-octave key occurred as I moved from G#4 to A4.  

For these different finger movements to occur, it helps to let the wrist and 

arm move slightly upwards, towards your body, to accommodate the angle of the 

fingers as it gradually opens. As we explore and practice extended techniques, we 

need to open our minds as well to the idea that sometimes we may need to let go of 

the “do’s and don’ts” of standard technique playing—in this case, when it comes to 

how we move our fingers, wrists, and arms. In “standard” playing, we are taught to 

use as little pressure as possible, keeping the fingers relaxed and close to the keys. 

We aim for as little extra movement as possible:  
 

The fingers should be slightly curved as they cover the keys; again the 
natural curvature of the fingers as they are completely relaxed with the arm 
at the side is best. The greatest importance, however, should be placed on 
relaxing the fingers and keeping them as close to the keys as possible. 
(HENDRICK, 1969, p. 648)  
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But with certain extended techniques (such as glissandi), it just is not 

possible – or would be much more difficult – to execute them with slight movement 

from fingers, wrists, and arms. When performing extended techniques we need to 

think differently about how and where our fingers apply pressure, about where we 

place the pads of our fingers, about the shape of our fingers, and the movement of 

our wrists and arms. Christopher Redgate refers to this kind of thinking as “thinking 

outside the box”:  
 

In continually working on works with such high-level technical demands I 
have learned to ‘think outside of the box’. This has been a gradual learning 
process during which I have realised that I can break some of the rules 
(rules that are unwritten for the most part and simply accepted by most 
performers). Examples would include some of my high-note fingerings, 
which use all of my octave keys at the same time, or occasions when I move 
my hands to other positions on the instrument. Once you have decided that 
you can move your hands or use unorthodox fingerings, a wide range of 
options become available. Similar modifications have taken place also with 
embouchure and breathing techniques. Such thinking began in part by 
seeing what others had done and then developing my own ideas.  
(REDGATE, 2007,143) 

 

The second glissando in the piece (Image 3, p. 70) is a little more difficult because it 

is descending. I seem to have more control over lifting keys than depressing keys. 

Fortunately, the trick of using the embouchure to help smooth out the irregularities 

functions even a bit more effectively, as we have more flexibility “lipping” or “bending” 

down than we do up. I started out with the side F, D#, and F# already depressed 

(adding the F and D# keys to the F# alters the pitch very slightly by raising and 

brightening, but this can be adjusted with embouchure). Next, I slowly depressed the 

E key (giving me F), then raised the F key (giving me E) and then lowered the D key 

(giving me D#). The embouchure worked hard throughout this glissando, rounding 

substantially and lowering the jaw.  

The next glissando (Image 4, p. 71) is very similar to the previous one 

(Image 3, p. 70). I started with the F key already depressed, then slowly lowered F#, 

then E, then lastly raised the F key. Again, the embouchure is very active in 

smoothing out the breaks between the keys. The glissando in Image 5, p. 70 is fairly 

straightforward, as is the first glissando in Image 6, p. 71 (see explanation of 

glissando in Image 2, p. 70 for details). The second glissando in Image 6 is also 

simple, if you use the Db5 fingering: left hand open and only index finger on right 

hand depressed. You then only need to slowly raise the B key to get the glissando 
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from C5 to Db5. Krenek asks for a Db5 on the low end (with the arrow pointing down), 

which you adjust with your embouchure. The glissando in Image 7, p. 71 is also fairly 

straightforward; this time, though, the C#5 is played completely open (as we did for 

the glissando in Image 2). Image 8 and Image 9, p. 71, are similar to Image 2, except 

that in the first glissando in Image 9 Krenek asks that you start the D4 with a flutter-

tongue, and in the second glissando he asks that you add a double trill on F#4. We 

will talk more about these added techniques in the sections on flutter-tonguing and 

double trills. The glissando in Image 10, p. 72 looks the most daunting because of its 

quick execution – only one beat at quarter equals 92, to slide from D4 down to Eb3. 

For this, I went to the recordings of three professional oboists to see how they had 

done it. As I suspected, all three of them do a tremendous lip bend from D4 down to 

Eb3, and they all sound great. The last glissando in the piece, Image 11, p. 72, is 

similar to the first, except you start on D4 instead of E4, and of course the dynamics 

are different. The explanation of how to execute the glissando from D4-E4 can be 

found in the glissando-technique section in Bielawa’s piece.  

Perhaps what helped me most in the execution of these different glissandi 

was the concept of the embodiment of sound movement. Once I had the fingerings 

figured out and some idea of what my embouchure was supposed to do, I had to go 

back to envisioning the movement of the sound – the sliding of the glissando itself. 

Thinking this way helped me put all of these separate pieces together. If I imagined 

that I was the glissando, or that the sound of the oboe was actually my voice, and 

that I was singing the glissando, this enabled my instrument to become an extension 

of myself, and almost always the resulting glissando sounded better than when I 

focused on the fingers or on the embouchure outside of my body.  

Technique: Flutter-Tongue 

	  

Image 12, 13 – Rolled Flutter-Tongue and Uvular Flutter-Tongue 

12  13  

Source - “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Oboe Part. Image 12, Piece 1, 
mm. 5, rolled flutter-tongue; Image 13: Piece 13, mm. 19-20. uvular flutter-tongue  
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Image 14 – Either Rolled or Uvular Flutter-Tongue 

 

Source – “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Oboe Part. Piece 2, mm. 3, 
either rolled or uvular flutter-tongue  

	  

Image 15, 16, 17 – Rolled Flutter-Tongue and Uvular Flutter-Tongue 

15  16  17  

Source – “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Oboe Part. Image 15: Piece 4, 
mm. 3-4, rolled flutter-tongue; Image 16: Piece 4, mm. 5, uvular flutter-tongue; Image 17: Piece 

4, mm. 7-9, uvular flutter-tongue 

	  

Difficulties and Solutions: As described in section 5, there are supposedly 

three ways to produce flutter-tonguing on the oboe. I have been able to figure out 

how to produce two of these three: the tongue-roll flutter and the uvula-“gargle” flutter. 

I found (different from what Nora Post describes), that the tongue roll is much more 

difficult to control. Because I have to loosen my embouchure in order to produce the 

tongue roll, I lose control of dynamic and tone. It is also very difficult to go from a 

non-fluttered note directly to a fluttered note – for example, starting on a normal B 

and after a beat, starting to flutter, without stopping the note in between. Also, 

because of the relaxed embouchure and the obstructed air column (the rolling tongue 

affects the velocity of the air going into the reed), I am not able to use this flutter-

tongue technique on very high notes.22 The uvular flutter, on the other hand, is 

naturally much quieter. Once I gained more control of the uvular flutter, I was able to 

start and stop the flutter without stopping and starting the note, play a piano dynamic 

(which I cannot do with the tongue flutter), and perform other techniques while flutter-

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
22 Executing high notes on the oboe requires a slight tightening of the embouchure and a faster air 
stream. Some oboists also take a little more reed into the mouth.  
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tonguing. Krenek asks for this sort of thing in mm. 5, Piece 4, when he asks for a 

glissando from D-Bb while flutter-tonguing on the D (Image 9, p. 71) or when he calls 

for flutter-tonging on B while performing a double trill, as in mm.3, Piece 2 (Image 14, 

p. 76). It also enabled me to perform the high E5 in mm.17, Piece 4 (Image 17, p. 76).  

I practiced the tongue flutter by first practicing rolling my tongue without reed, 

the objective being a smooth, constant roll, for as long as possible. I placed the tip of 

the tongue, the part that flutters the most, in the top left corner of my mouth – 

knowing that once the reed was in my mouth, my tongue needed to be far enough 

away from it to not touch it. After reaching a point where I felt comfortable with this 

first step, I then practiced the same thing but with my lips forming my embouchure (I 

like to think of them forming a tight “O”, then bring my lips inward, around my teeth.). 

Once I felt comfortable with this second step, I brought the reed into the equation, 

first practicing without trying to make a sound on the reed: fluttering my tongue, 

blowing into the reed with a somewhat loose embouchure, but not making a pitch 

sound. Once comfortable with that, I blew a little faster, trying to make a pitch 

sound.23 Next, I added the instrument. I started fluttering on B, middle staff. Notes 

that don’t require as much air pressure are easier to start with. Next, I practiced 

moving from B to C, then B to A, then C-B-A, etc.     

Learning the uvular flutter was much more difficult for me. Though Van Cleve, 

Holliger, and Veale all give wonderfully detailed “how-to” descriptions, I still was not 

able to execute this technique. As Van Cleve mentions: 
 

I think this technique is challenging for English-speaking people because we 
don’t exercise this part of our mouth in everyday language. I discovered, to 
my great surprise, that my uvular flutter tonguing was enhanced by my study 
of the German language. (VAN CLEVE, 2004,70) 

 

Unfortunately for me, I do not speak German. The only language other than 

English that I do speak (Portuguese) also does not utilize the uvula in speech. What 

finally helped me in the learning of this technique was realizing what role the throat 

plays in this type of flutter-tonguing. In standard oboe technique, it is crucial that the 

oboist always maintain an open throat.  

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
23 Because you are adjusting your embouchure to accommodate for the tongue flutter, you may 
experience the expulsion of air from the sides of your mouth. This is normal. Continue to try until you 
feel comfortable with each step, with as little expulsion of air as possible, from the sides of your mouth. 
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The concept of the open throat in relation to producing a tone on the oboe 
can hardly be overemphasized. The muscles that tighten the throat and 
close the glottis should be relaxed. If the throat is constricted or the glottis 
partially closed, many of the benefits of correct breathing can be lost. 
(LEDET, 2008,15)  

 

However, in uvular-tonguing, the oboist must constrict the throat in order to 

produce a strong and consistent flutter sound. I developed this technique much in the 

same manner as I did the tongue flutter. First, I practiced gargling with water, then 

gargling without water. Next, I practiced gargling and singing, being sure to maintain 

the air stream and the flutter constant for as long as possible. Next, I practiced 

gargling and singing with my embouchure formed. It is in this step that I began to feel 

the difficulty – as the lips close in around the teeth making the air exit smaller and 

smaller, it becomes more and more difficult to maintain a constant flutter of the uvula. 

I believe constricting the throat helps to maintain a higher velocity of air, which helps 

to maintain the flutter constant. Otherwise, the lips obstruct the passage of air and 

the flutter falters. Once I felt comfortable with this step, I added the reed. After feeling 

comfortable with the reed, I added the instrument. With the instrument I had to 

practice the flutter in all ranges, as the embouchure changes throughout the 

instrument’s range. Particularly difficult in the Krenek piece is the flutter-tongue on 

the high E in Piece 4, mm. 7-9. (Image 17, p. 76) Perhaps the most difficult part in 

this fragment is the fast jump from the normal Eb to the high fluttered E. The oboist 

must play a normal Eb top of the staff, which requires a rounded embouchure and 

slightly dropped jaw (depending on how high the Eb sits on your oboe), and quickly 

jump to a high E, which requires a tighter embouchure, faster air, and in this case 

due to the flutter-tonguing, a constricted throat with a fluttering uvula.    

Technique: Harmonics.  

Krenek utilizes harmonics in several places within the four pieces. As Van 

Cleve relates, “the range of harmonics on the oboe is from F to C”  (VAN CLEVE, 

2004, p. 7). See also Van Cleve’s “Fingering chart of harmonics”, p. 10. Most of 

Krenek’s requested harmonics fall within these notes. However, for the last note of 

Piece 3, a B, he requests a harmonic fingering. In actuality, this is not considered a 

harmonic, but rather an alternate-timbre fingering. But because he uses notation to 

indicate harmonic, I have left this example in this section.    	  
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Image 18, 19, 20 - Harmonics  

18  19  20  

Source - “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Oboe part. Image 18: Piece 1, 
mm. 10-11, F4 and G4 harmonic; Image 19: Piece 1, mm. 12, B4 harmonic; Image 20: Piece 1, 

mm. 14, C5 harmonic  

	  

Image 21, 22 - Harmonics 

21  22  

Source - “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Oboe part. Image 21: Piece 2, 
mm. 16, G4 harmonic; Image 22: Piece 2, mm. 17, G4 harmonic 

	  

Image 23, 24 - Harmonics 

23  24  

Source - “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Oboe part. Image 23: Piece 3, 
mm. 15, A4 harmonic with trill; Image 24: Piece 3, mm. 28-30, B3 harmonic (alternate timbre) 

	  

Difficulties and Solutions: The harmonics in Krenek’s pieces are not difficult 

to execute, once you’ve found a fingering that works well for your instrument and 

reed. The objective is to practice the fingerings enough that you no longer have to 

think about them, in which case they become part of your musical vocabulary. This 

becomes particularly useful when you don’t have a rest that comes before the 

harmonic, meaning you don’t have time to think! For example, in mm.20, Piece 1 

(Image 20), when Krenek asks for a quick jump from normal D4 to harmonic C5 

above the staff, the execution of this fragment becomes much more difficult if you 

don’t have the fingering memorized. Of course, you should choose a fingering that 

works easiest when coming from the D4 (e.g., side octave, B, G, F#, and D keys 
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depressed). When you no longer need to worry about the fingerings (which you can 

find in the harmonics charts supplied by Van Cleve, Veale, or others), then you can 

concentrate on the embouchure. The embouchure most likely will require a bit of 

adjusting in order to accommodate for subtle intonation discrepancies. When 

producing the last pp B3 “harmonic” in Image 24, p. 79, which is actually an 

alternate-timbre fingering, I always had to lip down substantially. 

Technique: Double Trill.  

Krenek utilizes the double trill in several places throughout the pieces.  

	  

Image 25, 26, 27 – Double Trill 

25  26  27  

Source - “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Oboe part. Image 25: Piece 2, 
mm. 1, D3-Eb3 double trill; Image 26: Piece 2, mm. 2-3, B3-C4 double trill; Image 27: Piece 2, 

mm. 19-20, A3-Bb, F#4-G4, and C5-D5 double trills 

  

Image 28, 29, 30 – Double Trill 

28  29  30  

Source - “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Oboe part. Image 28: Piece 4, 
mm. 4, F#3-G3 double trill; Image 29: Piece 4, mm. 6-7, F#4-G4 double trill; Image 30: Piece 4, 

mm. 21-22, D3-Eb3 double trill 

	  

Difficulties and Solutions: I have found that the most difficult part of executing 

a double trill is maintaining the trill constantly. If one finger reacts a little late in the 

sequence, the pattern gets thrown off. The trick is not to move the fingers as quickly 

as possible, but to alternate them evenly. I found that for the D-Eb (and similarly for 

the G-G#, though Krenek does not use this specific double trill), if I concentrated on 

maintaining the height or distance that the little finger traveled, approximately 3 cm in 

my case, I could more easily maintain an even trill. I began practicing the trill slowly, 
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focusing always on maintaining an even trill. Gradually I sped up the movements until 

I reached a speed that to me sounded the most effective for the particular fragment. 

A similar process applies to the C-D trill (Image 27, p. 80), for which the oboist 

utilizes the D-trill keys located on the top and bottom joints. 

The same problem – maintaining an even trill – exists for the F#-G/B-C 

double trills. There are several ways to execute this trill, but I found that using the 

right hand index and middle fingers worked best for me. I also perceived that when I 

used the tips of my fingers as opposed the pads of my fingers (as we do in standard 

technique), I had more control over the movements. And again, I concentrated on 

maintaining the distance traveled away from the key, always the same - in this case, 

approximately .5 cm.  

Krenek complicates things a bit with two of these trills, shown in Images 26 

and 29, p. 80. In Image 26, he has us start the double trill on a normal B3 and after 

two and a half beats, add flutter-tongue, while maintaining the double trill. The 

hardest part about this technique is going from a normal note to a fluttered note. As 

the dynamic starts mf and crescendos to ff, either the rolled or uvular flutter-tongue 

will work in this situation. If the oboist chooses the rolled flutter, she will have to relax 

the embouchure to accommodate for the flutter. The uvular flutter is easier to add, 

but the oboist won’t be able to get as effective of a crescendo as with the rolled flutter.  

In Image 29, p. 80, Krenek asks for a double trill on F#4, with a glissando up 

to C#5. This technique becomes fairly simple, actually, as we already worked on our 

glissando from F#4 to C#5 when we worked on Image 2, p. 70. We just need to put 

the two techniques together – the double trill on F#4-G4 and the glissando from F#4 

to C#5. However, because we are maintaining the trill from F#4 to G4 throughout the 

glissando, it actually becomes a glissando from G4-C#5.  

Technique: Tremolo 

	  

Image 31, 32 -	  Tremolo	  

31  32  

Source - “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Oboe part. Image 31: Piece 2, 
mm. 10-11, D3-B2 tremolo; Image 32: Piece 2, mm. 14, B4-A4 and B4-A#4 tremolo	  
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Difficulties and Solutions: Krenek utilizes three different tremolos. We find a 

simple fingering for the first, D3 to B2, in Veale’s chart of tremolos on p. 40. When 

fingering the D3, we hold down the side B key. Therefore, the only key we lift is the 

side C key. Playing D3 with side B held down produces a muffled, quiet-sounding D3. 

But because the tremolo is fast and our dynamic is pp, this does not create a 

problem for us. The next tremolo is very straightforward. The last tremolo is easy as 

well, requiring only an alternate fingering to produce the A#4. Ex. fingering: B: 

standard; A#: lower only G key.     

Technique: Quarter-Tones. 

 

Image 33 – Quarter-Tone - controlled with lips 

 

Source - “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Oboe part. Piece 2, mm. 22-24, 
quarter-tone - controlled with lips 

	  

Difficulties and Solutions: All of Krenek’s quarter-tones are best and most 

easily executed by manipulating the embouchure. Either rounding out the 

embouchure and lowering the jaw to execute the first three quarter-tones, or 

flattening out and tightening the embouchure to perform the last can produce them.   

Technique: Alternate Timbre (or Harmonic). 

 

Image 34 – Alternate Timbre or Harmonic 

 

Source - “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Oboe part. Piece 2, mm. 25, 
alternate timbre or harmonic 
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Difficulties and Solutions: The only difficulty with this measure lies in 

understanding whether or not Krenek is asking for an alternate fingering. In his score, 

he provides the oboist with a key, explaining the following techniques: double trills, 

double-trill glissando (Image 29, p. 80), double harmonics, and quarter-tones. He 

does not, however, explain his notation in measure 25, Piece 2 (Image 34, p. 82). I 

discovered by reading Van Cleve’s book that the notation “n.” and “o” can be 

translated as either n. = normal, o = harmonic or n. = normal and o = alternate 

fingering (VAN CLEVE, 2004, p. 7-9). Because Krenek does not specify in his key 

the exact meaning of this notation, it is left up to the oboist to determine. However, 

because he has used the circle above the note previously in the piece to mean 

harmonic, and because the A harmonic is commonly used in his piece and others, it 

is probably safe to say that he means n.= normal fingering and o = harmonic 

fingering.   

Technique: Double Harmonic. 

We can find charts for double-harmonic fingers on p. 124-125 in Veale’s 

book, and p. 49 in Van Cleve’s book. Krenek also includes the double harmonic in his 

key at the beginning of the score. However, he suggests fingering a standard pitch 

and using the embouchure to produce the double harmonic: “increased lip pressure 

until 2nd partial sounds” (KRENEK, 1967, “Instructions for the oboe part”).  

 

Image 35 – Double Harmonic - controlled with fingerings 

 

Source - “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Oboe part. Piece 2, mm. 26-27, 
double harmonic - controlled with fingerings  
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Image 36 – Double Harmonic - controlled with embouchure 

 

Source - “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Oboe part. Piece 3, mm. 26, 
double harmonic - controlled with embouchure 

	  

Image 37 – Double Harmonic - controlled with fingerings 

 

Source - “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Oboe part. Piece 4, mm. 11, 
double harmonic - controlled with fingerings 

	  

Difficulties and Solutions: The double harmonics in Image 35, p. 83 can also 

be found at the end of Image 37. Utilizing fingerings taken from Van Cleve’s book, 

rather than the embouchure technique indicated by Krenek in his score, I was able to 

produce the double harmonics with more reliability and accuracy. However, I could 

not find a fingering for Image 36; therefore, I utilized the technique Krenek suggests. 

The success of these techniques depends highly on the perfect combination of 

flexible reed, embouchure, and, of course, player.   

Technique: Upper Register 

 

Image 38 – Upper Register 

 

Source - “Four Pieces for Oboe and Piano” Ernst Krenek (1966). Oboe part. Piece 3, mm. 6-7, 
upper register 
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Difficulties and Solutions: The upper-register notes in this piece are fairly 

straightforward, the only difficulty with this fragment being the leap from A4 to Gb5 in 

measure 6 (Image 38, p. 84): a rounded embouchure to produce an in-tune A4, 

immediately followed by a slightly flattened, tightened embouchure to produce the 

Gb5. The following A5 is a little easier, as the oboist has a little time to prepare 

during the rest. The trickiest part of this second part of the fragment is rhythm – 

placing the A5 on the last eighth of the quintuplet, against the piano’s three quarter 

notes.   

 

7.6 Karlheinz Stockhausen 

 

Karlheinz Stockhausen was born in 1928 in a German town situated near 

Cologne. He studied music education at the Cologne Musikhochschule, and during 

this time (1947-1951) also studied piano with Hans-Otto Schmidt-Neuhaus and 

composition with Frank Martin. “By 1953 he was already established, along with 

Boulez and Nono, as a leading figure in the young serialist Avant-garde, and his 

sympathies lay particularly with other young composers who were interested in 

electronic music” (TOOP, 2007-14, p. 3).  

Stockhausen continued to work with electronic music through the 1950s, as 

he believed it to be the future of music. His piece “Gesang der Jünglinge” (1955-6) 

was particularly important, as it brought together the two existent worlds of electronic 

music – music concrete and electronic music - by including a boy’s voice alongside 

electronically generated sounds. Perhaps characteristic of Stockhausen, he would 

work with different compositional techniques on different pieces almost 

simultaneously. Though he was working with electronic music in the 1950s, he also 

wrote “Klavierstücke” (1954-5), an instrumental piece. And while he was working with 

aleatory techniques in his piece “Zeitmasze” (1955-6), he was also writing the very 

exactly notated music of “Gruppen” for three orchestras (1955-7).  

“In Freundschaft” (In Friendship) was first written for clarinet in 1977 for 

Stockhausen’s partner, Suzanne Stephens. He wrote the piece with the idea in mind 

that he would transcribe it for many other instruments. The last transcription was 

made in 1999 for trumpet and tuba. Each version was written for a specific person, 
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with that person. The version for oboe was written in 1978, premiered by Heinz 

Holliger in 1979, and published in 1980. As with many of Stockhausen’s 

compositions written during this period, the piece is based on a formula. “In 

Freundschaft”’s formula consists of three layers – high, middle, and low. The layers 

are broken into limbs, and throughout the seven cycles of the formula, Stockhausen 

transposes, changes position, alters duration, switches dynamic, etc., of each limb 

within the formula. The performer distinguishes layer and interval design through 

movement, a practice that Stockhausen claims will “elucidate the composition and 

thereby [to] deepen the art, to listen” (STOCKHAUSEN, 2002). 

 

7.7 “In Freundschaft” - Karlheinz Stockhausen (1978): Difficulties and 
Solutions 

 

Stockhausen employs several individual extended techniques for the oboe in 

“In Freundschaft”, such as upper-register notes, flutter-tongue, glissando, vibrato, 

harmonics, tremolo, and use of body movement. He gives musical and movement 

instructions to the performer in his score. He provides additional information in his 

analysis of the piece, “The Art, To Listen (A Musical Analysis of the Composition IN 

FRIENDSHIP)” (STOCKHAUSEN, 2002). This section lists examples of each of the 

techniques Stockhausen employs. Stockhausen often repeats exactly the same 

technique more than once (same pitch, same rhythm, etc.). As listing the technique 

each and every time he repeats it might be considered redundant, each technique 

will be listed only once. Examples of each technique will be taken from the score, and 

their difficulties and solutions will be discussed.  

Technique: Upper-Register Notes.  

The upper-register note of the piece is seen in the third line. Stockhausen 

repeats this fragment (or variations thereof) six times in the introduction of the piece. 

He gives us a musical instruction about the grace note, “Vorschläge ziemlich breit”, 

which roughly translates to “grace note very largo”. Fingerings for the A5 can be 

found in the “Upper Register Fingering Chart” of Van Cleve (VAN CLEVE, 2004, p. 

27) and the “Eighth Tone Scale Chart” of Veale (VEALE; MAHNKOPF, 1994, p. 21). 

The images will be labeled according to page and line number in the score, and not 
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measure number, as Stockhausen utilizes phrase bar lines as opposed to measure 

bar lines.     

 

Image 39 – Upper-Register Note 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). First page, third line. Upper-register 
note - immediate response and accuracy are necessary 

	  

Difficulties and Solutions: Due to the short duration of the note, immediate 

response and accuracy are necessary. To ensure these two elements, I added a little 

more pressure to the reed and flattened my embouchure upon attack. In order to 

drop down to an in-tune D#4, I had to quickly drop my jaw and round out my 

embouchure to produce the second note of the fragment.   

I used a similar technique with the execution of the following fragment, which 

requires a jump from A3 to A5. After a rounded A3, I immediately flatten and tighten 

the embouchure to ensure that the second A5 sounds. 

 

Image 40 – Upper-Register Note 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). First page, sixth Line. Upper-
register note 

	  

Next, I will give sample fingerings for a few of the more difficult upper-register 

note fragments. As the predictability of alternate fingerings – be they upper-register, 

timbre, microtone, etc.  – varies depending on instrument, reed, and player, I highly 

recommend acquiring a fingering chart that encompasses all of these fingerings, and 

trying them out on your instrument before deciding which to learn. 
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Image 41 – Upper-Register Note 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). First page, eighth line. Upper-
register note 

	  

Fingering:  

High A5: Third octave, half-hole, G, E, side Eb  

High F#5: Third octave, half-hole, Ab  

High F5: Third octave, half-hole, A, Ab     

 

Image 42 – Upper-Register Note 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). Second page, seventh line. Upper-
register note 

	  

Fingering: 

High F5: Third octave, half-hole, A, Ab  

High Gb5: Third octave, half-hole, A, E, side C  
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Technique: Flutter-tongue 

 

Image 43 – Flutter-Tongue 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). Second page, third line. Flutter-
tongue - either the rolled flutter-tongue or the uvular flutter-tongue 

	  

Image 44 – Flutter-Tongue 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). Third page, first line. Flutter-tongue 
- either the rolled flutter-tongue or the uvular flutter-tongue; “surprising gesture” 

	  

Image 45 – Flutter-Tongue 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). Third page, seventh line. Flutter-
tongue - either the rolled flutter-tongue or the uvular flutter-tongue 

	  

Image 46 – Flutter-Tongue - Uvular Flutter 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). Fourth page, seventh line. Flutter-
tongue - uvular flutter	  
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Difficulties and Solutions: The flutter-tongues in Images 43-45 (p. 89) can be 

executed using either the rolled flutter-tongue or the uvular flutter-tongue. Because 

all three ask for dynamics of either mf or ff, using the rolled flutter-tongue may better 

produce the desired effect, for reasons explained earlier under “Technique: Flutter-

Tongue” in the Krenek piece. Due to the legato marking in Image 46 (p. 89), it may 

be easier to execute this flutter-tongue with the uvular flutter rather than the rolled 

flutter. If the oboist chooses to utilize the uvular flutter, relaxing the embouchure a 

little will allow for an increased volume level.  

Technique: Glissando.  

Stockhausen uses only one glissando in this piece. The instruction “sofort 

Gliss. beginnen” roughly translates to “immediately begin the gliss”. The notation 

appears to indicate that Stockhausen would like the performer to glissando from the 

D#3 up to an F3 and back down to the D#3, at pp. 

  

Image 47 – Glissando - executed with keys or lips 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). Third page, eighth line. Glissando - 
executed with keys or lips 

	  

Difficulties and Solutions: It is extremely difficult (if not impossible) to lip bend 

from a D#3 up to an F3. Depending on how flexible the reed is, the oboist might be 

able to get close – but chances are, they will only reach an E3 at best. When lip 

bending up, especially in the lower register, your note will quickly turn into a roll. 

Therefore, the most effective way to achieve a true glissando from D#3 up to F3 is by 

performing a key glissando. I started with the D#3, slowly sliding the ring finger 

upwards to the edge of the key, without raising the key rings. Then I slowly added the 

side F (keeping the D# key down and the key rings of the D key down). As soon as 

the F3 had sounded, I lifted the D key rings (keeping the D# down). To come back 

down, I slowly raised the F key, then depressed the key rings of the D (without 

covering the hole), and finally slid the ring finger back across the D key to cover the 

hole. Performing this fragment on a pp is extremely difficult. The oboist will need a 
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very responsive and flexible reed. Keeping a continuous stream of air in between 

each note (in other words, “blowing through”) is crucial to a smooth execution. The 

embouchure must be very flexible as well, especially on the slide down, from the F3 

to the D3.   

Technique: Vibrato.  

Vibrato in and of itself is not an extended technique. What is extended or 

different from standard oboe technique is the manipulation of vibrato (often notated 

specifically by the composer). On several occasions Stockhausen indicates molto 

vibr. or vibr. accel. He also indicates just vibr. – but Faria tells us that on these 

occasions Stockhausen actually wants a specific effect as well. I will list the places 

where vibrato is indicated, and talk about their execution.  

 

Image 48 - Vibrato 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). First page, eighth line. Vibrato - 
“The vibrato at that highest note (end of line 8) needs to be done in a kind of measured ritard. 

This vibrato should blend in smoothly with the molto ritard that follows.” 

 

Image 49 - Vibrato 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). Second page, third line. Vibrato 

	  

Image 50 - Vibrato 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). Third page, fourth line. Vibrato 
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Image 51 - Vibrato 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). Fourth page, seventh line. Vibrato - 
“The molto vibrato that follows is once again a wider, slower, more jazzy style of vibrato, not a 

classical, subtle vibrato.” 

	  

Difficulties and Solutions: In the first image of this section – Image 48 (p. 91) 

- Stockhausen indicates vibr. for the duration of the quarter-note A5 and F#5. Faria 

tells us, “The vibrato at that highest note (end of line 8) needs to be done in a kind of 

measured ritard. This vibrato should blend in smoothly with the molto ritard that 

follows” (FARIA, 2002, p. 6). Presumably this is information that Faria received 

directly from Suzanne Stephens or from Stockhausen, as there is nothing in the 

score to indicate this effect.  

Faria indicates that the vibrato accelerando shown in Image 49, p. 91 should 

be “done in a measured manner, similar to, but the opposite of, the vibrato ritard 

(Image 48, p. 91). The only other comment Faria makes in regards to the vibrato 

markings is in reference to the first molto vibr. in Image 51, p. 92: “The molto vibrato 

that follows is once again a wider, slower, more jazzy style of vibrato, not a classical, 

subtle vibrato.” As can be seen in the example, molto vibr. turns to non vibr, which 

turns to vibr. accel.  

Some say there are three ways an oboist can produce vibrato - with the 

diaphragm (abdominal muscles), the throat, or the lips/jaw. I was taught to produce 

vibrato from the throat. I find, however, that when manipulating vibrato as an 

extended technique, depending on the composer’s specific request, all three forms 

can be utilized.   

If using the throat, the oboist must be able to expand and constrict the throat 

at different speeds and amplitudes. Perhaps the best way to begin our vibrato 

manipulation from the throat is by testing how far you can open your throat. A good 

way to practice this is simulating a yawn, then practice opening and closing 

(expanding and constricting) the throat at different speeds – opening and closing 
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quickly or slowly, and at different amplitudes – from biggest (most open) to smallest 

(most closed), and variations in between.  

Bennett Reimer says, “Diaphragm vibrato is the alternating intensity of the air 

column originating from the diaphragm and carrying thru to the bell of the instrument. 

To produce it one must approximate a silent ‘belly-laugh’ – as if saying ‘hoo-hoo-hoo’ 

without the use of the vocal cords” (REIMER, 1957, p. 626). Therefore, you can 

practice speed and amplitude by speeding up and slowing down the belly-laugh and 

by increasing and decreasing the intensity of the laughs.  

Van Cleve states:  
 

“[…] sometimes the lips or even the jaw can be used for extreme types of 
vibrato. If the oboe is pulled out of the mouth, the pitch will drop; if it is 
pushed in, the pitch will raise. If the jaw is opened, the pitch will drop, and if 
it is closed, the pitch will raise. The speed and the amplitude of the vibrato 
are variable and independent of each other” (VAN CLEVE, 2004, p. 72).  

 

Three different methods of producing and manipulating vibrato have been 

presented above. These manipulations create the difference between molto vibrato 

and nonvibrato – large amplitude and zero amplitude; vibrato accelerando and 

vibrato decelerando – slow to fast and fast to slow. Oboists may study slow vibrato 

with big amplitude, or slow vibrato with small amplitude; or fast vibrato with big 

amplitude, fast vibrato with small amplitude, and all variations in between.     

Technique: Harmonics 

 

Image 52 - Harmonic 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). Second page, eighth line. Harmonic 
- common 
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Image 53 - Harmonic 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). Third page, first line. Harmonic - 
common 

	  

Image 54 - Harmonic 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). Fourth page, third line. Harmonic C4 
– finger D4 with side C key, + left side D# key 

	  

Difficulties and Solutions: The harmonics in images 52 (p. 93), and 53, are 

common and easy to execute. Image 54 is also simple:  Harmonic C4 – finger D4 

with side C key, + left side D# key (for easy execution of the remaining notes – leave 

the D# key down the entire time). 

Technique: Tremolo: 

 

Image 55 - Tremolo 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). Second page, sixth line. Tremolo - 
F#4: Thumb octave, B, A, G, E, D, side Eb; A4: Thumb octave, B, A, E, D, side Eb 
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Image 56 - Tremolo 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). Second page, eighth line. Tremolo - 

E4: standard; A4: thumb octave, B, A, E 

	  

Image 57 - Tremolo 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). Fourth page, third line. Tremolo - 
F3: Forked F; C# harmonic: F#, D (with rounded embouchure to keep the pitch down) 

	  

Image 58 - Tremolo 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). Fourth page, fourth line. Tremolo - 
A#4: Thumb octave, B, A, F#, right Eb; D#4: thumb octave, B, A, G, F#, E, D, right Eb; A#: as 

above; E4: standard + right Eb 

	  

Image 59 - Tremolo 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). Fourth page, fifth line. Tremolo - 
G#4: Standard; D4: thumb octave, B, A, G, G#, F#, E, D; G#4: standard; E4: thumb octave, B, A, 

G, G#, F#, E 

	  



	  

	  

96	  

	  

Difficulties and Solutions: The tremolos in Stockhausen’s piece require a bit 

of research to discover which fingerings work the best. I found the following to work 

well for my instrument:  

• Image 55 (p. 94): F#4: thumb octave, B, A, G, E, D, side Eb; A4: 

thumb octave, B, A, E, D, side Eb 

• Image 56 (p. 95): E4: standard; A4: thumb octave, B, A, E 

• Image 57 (p. 95): F3: forked F; C# harmonic: F#, D (with rounded 

embouchure to keep the pitch down) 

• Image 58 (p. 95): A#4: thumb octave, B, A, F#, right Eb; D#4: 

thumb octave, B, A, G, F#, E, D, right Eb; A#: as above; E4: 

standard + right Eb  

• Image 59 (p. 95): G#4: standard; D4: thumb octave, B, A, G, G#, F#, 

E, D; G#4: standard; E4: thumb octave, B, A, G, G#, F#, E 

Technique: Movement. 

A movement instruction is the first “extended technique” seen in the piece.  

 

Image 60 - Theatrical Gesture 

 

Source – “In Freundschaft” Karlheinz Stockhausen (1978). First page, second line. Theatrical 
gesture - “Rocking to and fro in a delicate way” 

	  

Difficulties and Solutions: It roughly translates to, “rocking back and forth like 

you would a cradle” or “rocking to and fro in a delicate way”. It applies to the next five 

lines of the piece (ending in the sixth line). The information that Stockhausen reveals 

in his written analysis of the piece is the following: “[…] for those players who plan to 

perform IN FRIENDSHIP I should hasten to add that these ‘swaying movements’ 

have a tendency to be too large and conspicuous; they should actually be very 

discreet” (STOCKHAUSEN, 2002,18). However, he leaves it up to the performer to 

decide exactly what this movement should look like. Of the videos that I saw on the 
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Internet, some performers sway their instrument from left to right as if it were a 

pendulum (Ex. Padmos, Kim, Zello) facing the audience. Others keep the instrument 

more or less at the same level (almost 90-degree angle to the body – bell nearly 

straight out towards the audience), and turn their bodies from left to right making a 

half-circle (Dubester, Barthas, Belgique Dircq). I chose to sway discreetly from left to 

right, moving the instrument similarly to a pendulum. The difficulty lies in executing 

the other musical elements that Stockhausen asks for, while incorporating the 

movement. As shown in Image 60, p. 96, the movement begins while the oboist is 

playing staccato eighth notes on D#4 and E4. It is easy enough to sway with the 

rhythm, each note played at the farthest end of the right-to-left sway. Soon after the 

performer begins to sway, she receives a second instruction (see Image 60), “ganz 

allmählich accelerando”, or “gradually, slowly, accelerando”. This instruction is written 

in italics and above the music as opposed to below the music (as was the case with 

the movement instruction). Because there is no mention of movement in this 

instruction, I took this to mean that Stockhausen is strictly referring to an accelerando 

in the music, meaning the sway remains the same tempo, but the eighth notes, now 

interspersed with quarter notes, begin to slowly and gradually accelerate.  

The third line of the piece, in the top left-hand corner, holds an instruction 

indicating a continuation of the acceleration. Immediately after, written below the staff, 

a second movement instruction appears: “wiegende Bewegung verkleinern und 

kontinuierlich auf (half note) übergehen”.  

 

Image 61 - Theatrical Gesture 

 
Source – “In Freundschaft” Karlheinz Stockhausen (1978). Third line. Theatrical gesture - 

“diminish rocking movements and go continuously to the half note”  

	  

This instruction roughly translates to “diminish rocking movements and go 

continuously to the half note”. I understood this to mean “gradually decrease the 

rocking until one entire sway length is equal to one half note”. When the movement 
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started, one sway spanned one quarter note (although this detail is left up to the 

interpreter). However, the music has been accelerating throughout; therefore, my 

sway span now will not be twice as slow as it was when I started swaying. Working 

out this counter pulse was the most difficult aspect to this technique: how to rock, 

then accelerate the music without accelerating the movement, then slow down the 

movement while continuing to accelerate the music – all over the course of five lines 

of music at quarter note = 40. I found I had to involve my whole body in the sway – I 

couldn't just slightly twist my torso and move my arms to make the instrument sway 

back and forth. I had to involve my knees and my feet as well. Otherwise, I wasn’t 

able to maintain a steady sway pulse while accelerating the music pulse and then 

slow down the sway pulse while continuing to accelerate the music pulse. 

Of the seven different videos that I watched on YouTube, four of them used 

the full body sway (Dubeste24, Belgique25, Barthas26, and Pellens27), and three of 

them used the pendulum sway (Zello28, Kim29, and Padmos30). Dubester, Pellens, 

and Belgique both added circular movements to the ends of their sways (furthest left 

and furthest right), while Barthas was much more rigid in her sways/turns. Kim had a 

very big pendulum sway. Each sway = a quarter note; therefore, his movements 

were very fast. Zello’s movements were also fast, for a similar reason. Padmos’ 

sways were two or three quarter notes to the sway, and were therefore much slower 

in comparison. All four saxophonists had sudden changes between their 1 sway = 1 

quarter note and 1 sway = 1 half note. Zello’s movements, which started big and 

gradually got smaller, had a smoother transition between sway = quarter and sway = 

half. Kim started big, got smaller as his tempo increased, and at his transition point 

between sway = quarter and sway = half, he suddenly went back to the same-sized 

sway that he had had in the beginning, only this time, because his tempo had 

increased by practically 2, his 1 sway equaled 1 half instead of 1 sway equaling 1 

quarter as it had in the beginning. Padmos, as mentioned earlier, started with a much 

slower sway than all the others. He speeds up his sways as his music accelerates, 

but does not have a clear point when the sway becomes equal to the half note.  

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
24 https://www.youtube.com/watch?v=rc79koZGFs8 
25 https://www.youtube.com/watch?v=9kvg-ph9E2s 
26 https://www.youtube.com/watch?v=5fMdahCQR78 
27 https://www.youtube.com/watch?v=1ZQYjYmIOg8&spfreload=1 
28 https://www.youtube.com/watch?v=8w5OkJ9ZtDI 
29 https://www.youtube.com/watch?v=p-cA2mhtIQ8 
30 https://www.youtube.com/watch?v=q7LvFlK54zs 
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As Stockhausen’s first version of the piece was written for clarinet, not all of 

the instructions are in the clarinet version. According to Richard Faria, “After hearing 

several performances of the piece, Stockhausen made additional notations in future 

transcriptions in an effort to more accurately represent his intentions. These notations 

can be found in every version except the clarinet version” (FARIAS, 2002, p. 4). 

Interestingly enough, Faria does not mention Stockhausen’s second-movement 

instruction, “wiegende Bewegung verkleinern und kontinuierlich auf (half note) 

übergehen”. He mentions the initial movement when he indicates, “At the start of this 

‘expanded’ A to Bb trill [D#4 to E4 in the oboe version], you should rock the clarinet 

back and forth slightly, in a small arc or figure eight, no wider than the width of your 

body, as if you were rocking a baby in your arms.” He goes on to talk about the 

gradual accelerando, which is very difficult to execute, as it lasts for so long and is so 

very gradual. To help pace the accelerando, he suggests:  
 

The piano toward the start of bar line 2 should be 16th note = 80. By the 
second written “a” in line 3, you should be at 16th note =120, the second 
written “a” toward the start of line 4 should be eighth note =90, start of line 5 
should be quarter note=60, last written “a” in line 5 should be quarter 
note=120. From this point on very gradually increase speed until you reach 
the density of a trill. (FARIA, 2002, p. 6)   

    

Stockhausen gives a few other movement instructions in the score 

throughout the piece. They are straightforward and don’t require much explanation as 

to how to execute. They are simply listed here, along with their translations.  

  

Image 62 - Theatrical Gesture 

 
Source – “In Freundschaft” Karlheinz Stockhausen (1978). First page, sixth line. Theatrical 

gesture - “silent, still”; “slowly breathe in through the instrument” 
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Image 63 - Theatrical Gesture 

 
Source – “In Freundschaft” Karlheinz Stockhausen (1978). Second page, seventh line. 

Theatrical gesture - “in different directions” 

	  

Image 64 - Theatrical Gesture 

 
Source – “In Freundschaft” Karlheinz Stockhausen (1978). Fourth page, Fifth line. Theatrical 

gesture - “breathe in very slowly” 

	  

Image 65 – Theatrical Gesture 

 
Source – “In Freundschaft” Karlheinz Stockhausen (1978). Fourth page, seventh line. 

Theatrical gesture - “slowly make a figure eight” 

	  

Rough translations:  

• Image 62 (p. 99): “still starr” – “silent, still”; “langsam durchs Instr. tief 

einatmen (Rauschen)” – “slowly breathe in through the instrument” 

• Image 63: “in verschiedene Richtungen” – “in different directions” 

• *Image 44 (p. 89): “überraschende Geste” – “surprising gesture” 

  *this image is listed under “flutter-tongue” 

• Image 64: “ganz ruhig tief atmen” – “breathe in very slowly” 

• Image 65: “langsame Schleife im Raum” – “slowly make a figure eight” 

 

Stockhausen explains another group of movements, off the score:  
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The three musical layers (high melody, low melody, trills in the middle) 
should be elucidated by the directions of playing the instrument: to one side, 
to the other side and in front of the body (i.e. each trill should occur at a 
different position, with sudden changes of position inside of a quasi-circular, 
relatively narrow space). In so doing, energetic passages should be played 
with appropriate emphasis and animation while the quieter fragments should 
be played with a corresponding calmness. Further more, the intervals and 
melodic lines should be drawn in the air with proportional upward and 
downward movements of the instrument. In the rests, movement is to be 
avoided (STOCKHAUSEN, 2002, p. 18) 

 

Faria supplies further information:  

 
As indicated in the dedication, printed on the first page of the score, the 
intervals and melodic lines should be drawn in the air by moving the 
instrument vertically in proportion to the size of the intervals, and horizontally 
to show the temporal placement. […] It is important to be as specific as you 
can as to where you place the pitches. (FARIA, 2002, p. 4) 

 

The highest note in the formula is A5 and should be placed with the 

instrument pointing nearly straight up into the air. The lowest note in the formula is 

B2, and should be placed with the instrument nearly perpendicular to the floor. The 

space in between should be divided evenly according to the three octaves in 

between, and the performer should use her instrument to draw out the intervals 

according to these positions. After reading Stockhausen’s analysis of the piece, I was 

able to understand a little better how his formula transforms each time it is played 

(there are seven cycles of the formula). I could then figure out which limb belongs to 

which layer (limbs change places during the transformations), and therein determine 

on which side (left or right) to place the movements.  Of the movements themselves, 

the main difficulty I encountered lay in how to play the instrument while holding it 

nearly straight up in the air. With shoulders down, arms up and instrument up, I felt 

tremendous strain in my neck and throat. This created a problem in terms of the 

fundamental oboe technique: open, relaxed throat. To alleviate the tension, I lifted my 

shoulders up to surround my neck. This provided me with enough support to be able 

to play without experiencing too much pain or discomfort.    
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7.8 Mauricio Kagel 

 

Mauricio Kagel (1931-2008) was born in Buenos Aires, Argentina and died in 

Cologne, Germany. He is “increasingly regarded as among the most important of late 

20th-century European composers; his elaborate imagination, bizarre humor and 

ability to play with almost any idea or system has brought powerful and unexpected 

drama to the stage and concert hall” (ATTINELLO, 2007-14, p. 2). 

“Atem” (1970): As with many composers in the 1960s and 1970s, Kagel 

integrated a theatrical aspect into his compositions, requiring the performer to be 

both musician and actor. His description of “Atem” is as follows: “A retired wind 

player devotes himself to the continual repetition of the same thing: maintaining his 

instruments. At each moment he goes to the cupboard, takes out the instruments and 

puts them back, oils them, blows into them, wipes the saliva traps, warms the reeds 

and the mouthpieces, silently does some exercises; often he talks to himself while 

polishing away all the time. Occasionally he happens to play, properly speaking.” 

(KAGEL apud GRIFFITHS, 1995, p. 200-201) The piece can be performed with tape 

and musician, or with a second instrumentalist performing all of the actions that 

would be recorded on the tape – in essence, a live version of the tape. One 

instrumentalist acts out the retired musician’s routine, while the other instrumentalist 

makes various attempts to play – even choosing different instruments to see if one 

will be more successful. Kagel (1970, p. 4-5), in his comments located in the score, 

says:  
 

7.1 When making the tape recording, the performer tries to play the following 
“silent” role: a retired musician has been going through the same routine for 
years, namely keeping his instrument in top condition by painstakingly 
cleaning it. The various stages of the ritual are carried out with manic 
persistence and frequent stops. Each action is immediately repeated several 
times (approaching the table on which the instrument lies; opening and 
shutting the case; walking away from the table; cleaning the parts of the 
instrument, etc. This musician rarely gets around to actually playing. 
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7.9 “Atem” - Mauricio Kagel (1969/70): Difficulties and Solutions 

 

Kagel’s “Atem” is literally one extended technique after the other. He utilizes 

theatrical gestures, muting, vocalizing, glissandi, microtones, vibrato, double- and 

flutter-tonguing, speaking into the instrument, tremolo, electronics, and multiple 

instrument use. The notation does not once indicate specific pitch, only pitch 

movement (a line that moves up or down, indicating pitch movement over time). The 

title of the piece means “breath”, and all of Kagel’s techniques utilize breath in some 

way. First off, he’s written the piece for one wind player with three wind instruments, 

and often incorporates, in some form or another, a vocalizing technique. As such, he 

chooses the two categories of musical instrument that can only function with breath.   

I will cite examples of the most complicated techniques to perform on the 

oboe, and talk about their difficulties and solutions. As the piece is written for one 

instrumentalist and three wind instruments, the performer must decide which three 

instruments to play. She must also decide whether she will perform with pre-recorded 

tape or a second performer. In my case, I was excited by the theatrical aspect of the 

piece, and chose to perform with a second performer. This second performer’s 

instrument was the tenor saxophone; therefore I chose the tenor saxophone, oboe, 

and English horn to be my three instruments. The execution of the techniques will 

greatly depend on which instrument the performer chooses to play. Many of the 

techniques were extremely difficult (if not impossible, as I understood them) to 

execute on the oboe. I had a little easier time with the English horn, supposedly due 

to the larger size of the reed, and the easiest time with the tenor sax.  

Technique: Theatrical Gestures 

Kagel gives the following theatrical gesture instructions to the performer, at 

the beginning of the score (p. 1): AUFTRITT – entrance; müde – tired; Sich langsam 

hinsetzen – sit down very slowly; 
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Image 66 – Theatrical Gesture 

 
Source – “Atem” Mauricio Kagel (1969/70). Page 1. Theatrical gesture - “entrance; tired; sit 

down very slowly” 

	  

At the end of the score, penultimate page (p. 17): Bis zum Stuhlrand unauffällig 

rutschen (Knie behutsam bewegen) – Discretely slide to edge of chair (move knees 

delicately) 

 
Image 67 – Theatrical Gesture 

 
I Source – “Atem” Mauricio Kagel (1969/70). Seventeenth page. Theatrical gesture - “Discretely 

slide to edge of chair (move knees delicately)” 

	  

 And on the last page of the score (p. 18): In Zeitlupe: ohne aufhören zu blasen, sich 
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auf dem Fußboden ganz ausstrecken – In slow motion, without ceasing to blow, 

extend yourself fully on the floor; Scheintot: mit geschlossenen Augen und offenem 

Mund – Mock death, with closed eyes and open mouth. 

 

Image 68 - Theatrical Gesture 

 
Source – “Atem” Mauricio Kagel (1969/70). Eighteenth page. Theatrical gesture - “In slow 

motion, without ceasing to blow, extend yourself fully on the floor; Mock death, with closed 
yes and open mouth” 

	  

Kagel (1970, p. 5) also mentions a few items in his comments that have to do with 

the theatrical aspect of the piece:  
 

Comment 12: The performer sits on a low chair (possibly with shortened 
legs). Next to him is lighting equipment on a high stand (brightness: ca. 
50%) or an old-fashioned standard-lamp. Apart from this, the stage remains 
empty and dark.  

Comment 12.1: The player enters with instrument and (attached) mute. The 
other instruments and mutes are arranged on the floor around the chair. The 
(unbound) pages of the score are also laid out on the ground in front of the 
chair. Don’t use music stands! 

Comment 14: If a second player presents the tape part live, he should enter 
before the 1st executant. Example of placing: 

 

The 2nd player may already have left the stage before the end of the piece 
(around p. 16). While this happens, the 1st player goes on playing his 
instrumental part to the end, without additional noises.  
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Difficulties and Solutions: I sat on a small stool, very close to the ground, and 

had the score laid out on the floor around me. I had a freestanding lamp at low light 

beside me. The mutes (excepting the one in my instrument) were on the floor beside 

my stool. The oboe and English horn were on an instrument stand, also beside the 

stool. The second performer had a low table (we discovered during rehearsal that if 

the table was too tall, the audience would not be able to see the items he was placing 

on the table) and a normal chair. He had a low-light freestanding lamp beside him. 

We had both players facing the audience, for best visual effect. 

Kagel also gives theatrical instructions to the second player. Essentially, the 

actions of the second player generate the same sounds that would be recorded on 

the tape. Therefore, these instructions apply both to the making of the tape and to the 

second player:  
 

7 Tape: The (stereo) recording consists principally of the following actions: 
footsteps, opening and shutting the instrument case, thoroughly cleaning the 
instrument (with rag or feather or cloth swab), making or improving a double 
reed, warming it and blowing it through, taking the instrument apart and 
putting it back together, breathing in and out through the instrument without 
a mouthpiece or reed, silent practicing (noise of keys or valves), etc. 
(KAGEL, 1970, p. 4) 

 

Other than the information revealing some of Kagel’s comments about the 

piece, the only instructions provided are those listed above. I was able to get further 

insights by speaking with Professor Nenad Markovic (Music Academy of Novi Sad, 

Serbia), trumpeter/free improviser who has performed the piece a number of times, 

and who had the unique opportunity of working with Kagel a year or two before his 

passing.  Professor Markovic says:  
 

[…] as you probably know the piece is about a frustrated old musician who 
can't really play anymore but still keeps showing up for work every morning 
and doing the whole routine of preparing himself and his instrument, even if 
the whole thing has lost its point long ago. There are only two indications 
about the acting, which is the beginning ("look tired as you walk in") and the 
end ("die"). During the rest of the piece you should just keep the "poker face" 
and not try to do any acting of your own. In the dying position at the end you 
should stay stiff like in a rigor mortis, with open mouth and showing your 
teeth, with a big tension in the jaw and the fingers half-opened and tense. He 
even told me to keep the eyes open, and to stare at one spot (even if it says 
in the score to close the eyes). (MARKOVIC, email dated Oct. 4, 2014)  

 

My follow-up question to him:  



	  

	  

107	  

	  

 

Is the “poker face” meant to be the absence of expression - purposefully 
show no expression at all? Or is it that the interpreter is not to exaggerate or 
add any gestural interpretations of what the techniques might be trying to 
achieve? (if the interpreter is screaming, don't look anguished or sad, but 
also don't remain completely deadpan like a zombie?) (BOGIAGES, email 
dated Oct. 8, 2014) 

 

And his response:  
 

I'm inclined to go with the second option: the way I understood it, we 
shouldn't show too much expression (no visible facial expressions or grand 
gestures with the body) but neither should we try to be deadpan on purpose 
(which could also be seen as "overacting" in a way). (MARKOVIC, email 
dated Oct. 11, 2014) 

 

Markovic’s insights are extremely helpful to the interpretation of this piece. I 

had initially added many additional gestures (particularly facial gestures) throughout 

the piece, attempting to show anguish, desperation, and frustration. Essentially, I was 

trying to show with “acting” what I understood Kagel to be representing through the 

music. After reading Markovic’s comments, I realized that I had gone beyond what 

Kagel had intended. In a future performance of the piece, I will certainly incorporate 

this new information.   

Technique: Muting 

Kagel uses the symbol: to indicate “mute”. In his comments, he calls for 

four different mutes. What they are is left up to the performer’s discretion. The first 

indication of muting is seen on the first page, in Image 66, p. 104. Kagel specifies in 

his comments that the woodwind player (as opposed to brass player) should think of 

the mute as something with which to distort the sound. He gives examples such as:  
 

[…] playing into a cardboard or metal tube; into metal, wood or cardboard 
boxes or similar containers which can be almost shut; into the player’s 
buttoned jacket, or into his trousers; with a wad of cotton or a piece of cloth 
in the bell; with the joints of the instrument slightly loosened; with the 
mouthpiece in the corner of the mouth instead of the middle; etc. (KAGEL, 
1976, p. 4) 

 

Difficulties and Solutions: In choosing the four mutes, the performer must 

realize that depending on her instrument order, she may have one or two mutes that 



	  

	  

108	  

	  

need to function on two or more of the instruments. More specifically, Kagel calls for 

mute 1 three times, mute 2 two times, mute 3 two times, and mute 4 one time 

throughout the piece. I chose a cardboard paper towel roll (mute 1); a piece of red 

felt (mute 2); a section of aluminum foil (mute 3); and a child’s hand puppet (mute 4). 

I stuck the cardboard roll inside the bell of the sax and the English horn (as those 

were the instruments I was playing when Kagel’s indication of mute 1 appeared in the 

score); placed the red felt in the bell of the sax; wrapped the aluminum foil around the 

bell of the English horn; and stuck the bell of the English horn inside the puppet, with 

the head facing the audience. On a future performance of the piece, I would like to 

experiment even more with the mutes, exploring ways to really distort the sound. 

Because all three of the instruments I chose are conical keyed instruments, the 

sound escapes from both the individual keys and the bell. Therefore, to really affect 

the sound, a mute should be placed around the keys as well as inside the bell. 

Particularly on the tenor saxophone, placing a small object inside the bell of the 

instrument does not alter the sound substantially.   

Technique: Vocalizing 

Kagel asks for vocalizing at least once on every page of the piece. He 

frequently asks the performer to sing sliding up or down, while performing a 

crescendo and/or decrescendo. The performer must often vocalize while executing 

other techniques such as flutter-or double-tongue, quarter-tones, vibrato, glissandi, 

tremolo, etc. At times, Kagel’s requests are not possible on a particular instrument. 

He dedicated the piece to two brass players, a trombonist and a trumpeter, and there 

are certain techniques that seem to be best executed on a brass mouthpiece. I will 

talk about a few of these techniques and how I got around them, as well as a few 

other techniques that were more difficult to execute.   
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Image 69 - Muting 

 

Source – “Atem” Mauricio Kagel (1969/70). First page. Muting 

	  

Difficulties and solutions: Kagel’s first fragment is very difficult to perform 

(Image 69). How does one sing a phrase portando, while playing staccatissimo and 

ppp? If the performer uses the tongue to articulate the staccato, she will stop the air 

every time she applies the tongue to the reed, and the portando singing technique 

will not function. One alternative would be to sing through the nose (as in a hum), 

and tongue as usual. However, this is nearly impossible (if not completely 

impossible) to do on the oboe, because when you sing through your nose, most of 

the air passes through the nasal cavity and not through the mouth. Even if you are 

able to sing through the nose and blow air out through the mouth simultaneously, it is 

not enough air nor is it fast enough air to produce a sound on the oboe. The oboist 

may be able to use a technique similar to circular breathing, when she breathes in 

through the nose while pushing air out of the mouth with her cheeks. However, in the 

case of Kagel’s technique, air would be leaving through the nose as you sing, as you 

simultaneously push air out of your mouth with your cheeks. When attempting this 

technique, it is difficult to control the dynamic of the notes that you play (in this case, 

ppp). Singing through the nose and blowing through the mouth can be easily done on 

an instrument that does not require as much air or air speed, such as the recorder. 

Another way to attempt executing this technique is by singing and playing (without 

passing air through the nasal cavity) and periodically pushing enough fast air through 
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the instrument using the abdominal muscles (short and quick movements, as in a 

laugh), to produce a sound. But again, the performer may have difficulty in controlling 

the dynamics of the staccato notes. It is good to keep in mind, as Prof. Markovic 

mentioned:  

 
[…] it's absolutely not important for anything to sound "nice" in this piece, in 
fact if you are trying to speak and play at the same time and one thing is 
blocking the other, so that almost no sound comes out, I can very well 
imagine that this is something that Kagel would enjoy. (email dated Oct. 4, 
2014) 

 

 

 

 

 

 

 

Image 71 - Vocalizing 

 

 Source – “Atem” Mauricio Kagel (1969/70). Eleventh page. Vocalizing 

 

Starting on page 10 (Images 70-71), Kagel asks the performer to start 

vocalizing at pppp without sounding a note through the instrument, gradually 

performing a crescendo, while taking periodic breaths. Eventually Kagel asks the 

performer to “nach und nach den Mund öffnen” (open the mouth little by little). While 

Source – “Atem” Mauricio Kagel (1969/70). Tenth page. Vocalizing 

Image 70 – Vocalizing 
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still building a crescendo, before having reached the ffff, Kagel requests “hysterisch 

schreien (immer auf gleicher Tonhöhe)” (scream hysterically, always keeping the 

same pitch). Suddenly the scream is suffocated by blowing (“Schrei durch blasen 

‘ersticken’”), and the performer is asked to sing and play at ppp while trilling. As can 

be imagined, it is extremely difficult to switch between a hysterical scream to a subito 

ppp playing and singing. I chose to play this passage on the English horn. 

 

Image 72 - Vocalizing 

 

Source – “Atem” Mauricio Kagel (1969/70). Sixth page. Vocalizing 

 

 On page 6 (Image 72) Kagel asks for a similar technique as found in Images 

70-71, p. 110. The instrument is in the mouth, but the performer does not blow 

enough or with the correct embouchure to make a sound through the instrument. 

Kagel gives the following instruction: “mit geschlossenen Lippen sprechen bzw. Bei 

Kesselmundstücken in das Instrument sprechen” (speak with lips closed, with Kettel 

mouth pieces; speak into the instrument). The kettle mouthpiece Kagel refers to is 

the type of mouthpiece that most brass instruments use. According to Professor 

Markovic, “Kettle-mouthpieces are the ones that we have on basically every brass 

instrument (except the horn), and there you can get the most sonorous sound while 

speaking inside the mouthpiece […]” (email dated 4/10/14). Because neither the 

oboe, English horn, nor tenor sax utilizes a kettle mouth piece, the performer instead 

may choose to speak with the reed or mouth piece in the mouth. While speaking, 

they execute a portando singing technique, with varying dynamics including 

crescendos and decrescendos. 
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Throughout the piece, Kagel calls for specific attack articulations. He uses 

letters and letter combinations to indicate the particular attack. On page 4, he asks 

for “mit b- Articulation blasen” – (blow with “b” articulation). On page 6, he asks for 

“mit g- Artikulation blasen” – (blow with “g”- articulation). On page 8, “mit “Θ” 

Artikulation (englisch “th”, z. B. “think”) blasen” – (Blow with “Θ” articulation, same 

sound as the English “think”). On page 11, he asks for “mit f- articulation blasen” – 

(blow with “f” articulation). On page 13, he writes “b” --> *“l”, with the instruction for * 

being “mit l – Artikulation blasen” – (Blow with l articulation). On page 14, he cals for 

“mit ∫ - Artikulation (“sch”wie Scham) blasen” – (Blow articulation like “sch” in Scham). 

On page 15 he asks for “min x – Artikulation (“ch” wie doch) zusätzlich zur 

Flatterzunge blasen” – (with x articulation like “ch” in doch. Additionally blow with 

flutter tongue). On page 16, he writes “mid d – Artikulation blasen” – (blow with d 

articulation). And lastly, on page 17, he asks for “mit ζ - Artikulation (französisch “J” 

wie Journal) – bzw. “dζ” blasen” – (blow with ζ articulation (as in “J” of Journal) very 

soft “sh” sound).  

Some of these attack articulations are easier to apply to the oboe than 

others. Attacking with “g” and “ch” are plausible, as the reed does not interfere with 

either of these sounds. But how would one attack with a “b” or “th” or “f”? As 

Markovic reminds us, the piece was written for two brass players. The variety of 

attack articulations that Kagel employs shows us once again that he was writing with 

a trumpet or trombone in mind. This doesn't mean other wind instruments can’t play it 

– as Markovic states:  
 

just try to produce the consonants that are written, and don't worry if some of 
them are impossible. The only important thing is to always keep the energy 
and the tension intact, and to use your full breath length for every action, 
even if the sounds that you produce are of very poor quality (email dated 
Oct. 4, 2014) 

 

Technique: Electronic Amplification 

The use of electronics for amplification is the last topic to be discussed in this 

piece. Kagel explains the ideal amplification set-up in his description of how the tape 
recording should be made, as the second player is essentially a live version of the 

recording. In his comments section Kagel says: 
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7.2 It is desired that the recorded sound be very present throughout. Except 
for the footsteps, which are to be recorded by a single microphone placed 
very close to the floor, all the actions are to be recorded by at least two 
microphones: a contact microphone on the object in question (e.g., the 
instrument case) or on the instrument, and a normal microphone for all the 
other mechanical and oral noises.  (KAGEL, 1970, p. 5) 

 

Difficulties and Solutions: In the recital, we had a microphone amplifying the 

floor, a microphone amplifying my general area, a contact microphone on the tenor 

sax case of the second player, and a microphone amplifying the general sounds 

emitted from the actions around the second player’s table. Though Kagel does not 

mention a microphone for the first player, we decided that it was necessary to have 

my general area amplified, as there are many techniques, such as vocalizing, that 

Kagel uses in the piece that are not very audible on the oboe. As Van Cleve says:  
 

Due to the closed-mouth position and highly focused embouchure, it is 
almost impossible to produce a strong vocal volume. One might be able to 
use amplification to remedy this; however, it is also difficult to balance the 
sung (or, more precisely, hummed) tone and the instrumental tone. (VAN 
CLEVE, 2004, p. 74) 

 

This research project has aimed to present an analysis and application of 

some of the extended techniques performed on the oboe, as they are demonstrated 

in four representative works of the repertoire focused on the twentieth and twenty-

first centuries. Thus presenting a detailed study ranging from contemporary 

compositional processes to interpretive suggestions, functioning as a “how-to” guide 

while simultaneously raising questions and offering reflections, as well as expanding 

upon some concepts found in the referenced literature.     

Writing about these techniques, I hope to demonstrate new 

technical/interpretive paths as well as to instigate dialogue, exploration, and thought 

processes on new musical interpretations (for composers and musicians, students 

and/or professionals) on the use of extended technique as applied to the oboe.  
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8 FINDINGS AND CONCLUSIONS 

 

The oboe, in its various forms throughout the ages, is considered by some to 

be the “most ancient of the reed instruments, having evolved to its present design 

without any radical changes” (GOOSENS; ROXBURGH, 1993, p. 1). Over time, 

composers, luthiers, and performers have worked together to make changes and 

adjustments to the instrument, bringing us to today’s version – the Conservatoire 

oboe. Because the instrument, in its most recent form, has been considered 

“traditionally…to be a melodic and lyrical instrument with a particularly evocative 

sound” (REDGATE, 2007, p. 179), the “New Sounds” referred to in Bruno Bartozolli’s 

New Sounds for Woodwinds (1967) were employed and explored a little later than 

some other woodwind instruments – as mentioned in section 4.2, p. 31.  

Though this slight delay has not affected the quantity of techniques 

investigated on the instrument, many techniques do not produce a “stable” or 

“predictable” result, such as microtones, glissandi, and alternate-timbre fingerings, 

due to the construction of the current instrument. In an attempt to make these 

techniques more accessible and predictable for oboists, Christopher Redgate, in 

collaboration with Howarth oboes of England, designed the Redgate-Howarth oboe 

discussed in section 2. Through this example, we see how oboists and luthiers, 

working together, can participate in the extended technique standardization process.  

Researching the evolutionary process of extended oboe techniques, through 

the four chosen pieces, brought several important factors to light. First off, the 

interaction that occurs between composer and interpreter (when possible) becomes 

essential to securing an effective interpretation of the piece. In the case of the 

Bielawa piece, this interaction led to a type of co-creation process, during which 

discussions and exchanges took on a life of their own. Integrating amplification (and 

sound spatialization) and theatrical gestures (considered extended techniques in this 

work) into the interpretation of the piece, directly resulted in a co-creation 

compositional process; the production of new, spatialized sounds in real-time; and 

the implementation of a visual dimension emphasized by theatrical gestures at the 

time of performance. The final product introduced a visually and aurally amplified 

version of the original piece. The composer’s willingness to engage in and support 
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collaborative projects was essential to the success of this process and resulted in an 

international premiere of the “new” version of the piece.  

Additionally important is the interaction with other musicians who have had 

the opportunity to work directly with composers who have passed on, as in the 

example of Richard Faria consulting Suzanne Stephens (who worked directly with 

Stockhausen on “In Freundschaft”), and the author of this work corresponding with 

Professor Nenad Markovic (who worked directly with Kagel on “Atem”). These 

collaborations enable the dissemination of information that could effect the 

interpretation and execution of certain extended techniques, either encouraging 

further experimentation on the part of the musician or providing alternatives that may 

facilitate the performance of said techniques.  

Another important aspect is the utilization of multidisciplinary resources when 

researching specific techniques. In the case of this project, the exploration of Maurice 

Merleau-Ponty’s ideas on the phenomenology of perception, investigating the 

embodiment of sound; and the cognitive awareness stimulated by the reading on 

Schroeder & Rebelo’s performative layer (2009), facilitated the final interpretive 

analysis and performance of all four chosen works. The writings of dancer-

choreographer Rudolf Laban and his analyses of movement were crucial to the 

author’s research development of theatrical gestures based on extended techniques, 

resulting in the previously mentioned article “Palette of Theatrical Gestures Based on 

Extended Oboe Techniques in Free Improvisation” (BOGIAGES; CAMPOS, 2014).   

It is essential that the oboist, when approaching contemporary works 

containing extended techniques, always maintain an open mind. Not only must the 

oboist be open to “new sounds” (timbres, textures, articulations), but she must also 

be prepared to move her body in new ways—ways that sometimes may contradict 

what she learned from her teachers to be “traditional/correct technique”. The oboist 

must be open to placing and moving her fingers in different yet often subtle manners, 

and moving her wrists and arms in new ways. She also must be ready to make 

decisions that may be unprecedented, about how to execute a specific technique or 

create a specific sound. Through consistent study and utilization of extended 

techniques, the oboist can gradually incorporate them into her musical vocabulary, 

increasing her expressive capacity with the incorporation of new “language” material.  

At times, within this interpretive context, the oboist is faced with physical 

challenges while experimenting with extended techniques, such as how to raise and 
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play the oboe nearly 90˚ from the floor (“In Freundschaft”); how to “die” without 

hurting oneself or the instrument (“Atem”); how to sing portando and play staccato at 

the same time (“Atem”); how to execute flutter-tonguing on a high E5 (“Four Pieces 

for Oboe and Piano”); and how to play and turn in circles at the same time (“I Know 

This Room So Well”); among others. The oboist can arrive at viable solutions through 

the process of experimentation, deliberation, and further experimentation. This 

process provides a continuous, synergic flow of new perceptions regarding the body, 

specific movements, and sound. In this step-by-step process of searching and 

thinking, exploring and experimenting, the oboist can also learn more about her own 

sense of expression. Through this self-awareness, the performer can expand her 

expressive vocabulary to include elements such as gesture and eye movement, 

among others. These steps can bring the musician closer to authentic and effective 

interpretations built on deliberate choices.  

Oboe professors contribute to the evolutionary process of extended 

techniques by passing on, or disseminating, information about said techniques to 

their students. This information can be delivered at any stage in the oboist’s 

educational formation. Bridging certain extended techniques with oboe fundamentals, 

the professor can introduce a variety of extended techniques to the beginning oboist. 

Through the study of more advanced repertoire, the professor can introduce 

extended techniques to the advanced oboist. One method of introducing extended 

techniques to the intermediate oboist (as well as beginning and advanced) is through 

the practice of free improvisation. This practice also prepares the oboist at any 

learning stage to “think outside the box” (see Section 7.5, p. 74) – a skill necessary 

for the effective study of extended techniques – as free improvisation requires an 

open mind, open ear, and willingness to embrace the unknown.   

The listener can also perform a participatory role in the evolution of extended 

techniques, directly or indirectly. As seen with the final interpretation of the Bielawa 

piece, the aural and visual perception of the audience played an integral part in the 

overall conception of the piece. In an attempt to create a unique listener experience 

stimulating reflections on embodiment and aural perception, theatrical gestures (and 

more specifically, sound displacement gestures) were utilized to construct a sound 

image on stage, while amplification and sound output (placement of loudspeakers) 

were utilized to place the audience within that sound image. The motive behind using 

extended techniques in this case was directly related to the author’s desire to create 
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a specific aural and visual experience for the listener. The author spoke with several 

audience members after the performance, and they all mentioned that the placement 

of the speakers around the room, accompanied by the theatrical gestures being 

performed on stage, added an additional aural and visual element that enhanced 

their performance experience.      

The evolutionary process of extended oboe techniques encompasses many 

diverse aspects:  
 

• Creation:  
Ø Musician – exploring and investigating through direct experimentation on 

their instrument, the oboist may create or discover a new technique;   
Ø Composers – in the compositional process, a composer might create a new 

technique, consequently introducing it into a the oboe’s repertoire;  
Ø Luthier – through collaborations with oboists and/or composers or on their 

own, luthiers can be instigators of new techniques through instrument 
modifications. 

• Diversification: 
Ø Musicians – studying and experimenting with existing oboe techniques may 

lead to new techniques and the incorporation of said techniques into the 
musical vocabulary;  

Ø Composers – expanding and extending existing oboe techniques and 
introducing them through new works; 

Ø Luthiers – designing modified instruments that facilitate performance and 
improve reliability of extended techniques, as well as offering possibilities for 
new techniques. 

Ø Technological Resources – the use of technological tools such as 
amplification, diffusion, and sound processing, coupled with sound produced 
by acoustic instruments, can lead to the creation of new oboe sounds 

• Dissemination: 
Ø Musicians – Professors incorporating extended oboe techniques into their 

lesson plans effectively initiate the process of introducing the techniques into 
the instrument’s standard idiom;  

Ø Composers – the more composers utilize extended oboe techniques, the 
more familiar the techniques will become to oboists performing contemporary 
music, and the closer the techniques will get to becoming a standard part of 
the oboe musical vocabulary;   

Ø Luthiers – (and their collaborators – oboists and composers) through the 
design of instruments modified to facilitate performance of extended oboe 
techniques, luthiers and their collaborators make these extended techniques 
more accessible to more oboists and composers, accelerating the 
assimilation of the techniques into the oboe’s standard idiom; 

Ø Listeners – the more listeners appreciate and follow contemporary music that 
utilizes extended oboe techniques, the more frequently the music will be 
played, and consequently the more familiar the musicians will be with the 
vocabulary. 

 

As we settle into an age where global collaborations are instantaneous and 

feasible for many, this evolutionary process has the potential to accelerate at an 

exponential rate. Sparking curiosity, creativity, and innovative thinking, the 

experimentation with extended techniques, coming from the oboist, composer, luthier, 
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and/or listener, can help create bonds and build human relationships that together 

form new paths leading towards the future of new music. Open minds, collaborative 

participations, and collective creativity, coupled with technological resources, 

deliberate practice, and experimentation – can move us forward not only in the world 

of music, but in the world of human relationships as well.    

Future explorations and continuations of this work will aim to include a more 

profound investigation of gesture and other extended techniques in free improvisation, 

together with the use of electronic sensor and imaging resources, associated with 

diffusion and sound processing in real time. They will also aim to include a more in-

depth study of the phenomenology of perception, cognitive awareness, and Rudolph 

Laban’s analyses of movement.  
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APPENDIX A – Choreography for “I Know This Room So Well” 
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APPENDIX B – Article (ANPPOM/2014)  

 

“Palette of Theatrical Gestures Based on Extended Oboe Technique in Free 
Improvisation” (BOGIAGES; CAMPOS, 2014) 

Location: 
http://www.anppom.com.br/congressos/index.php/Anppom2014/trabalhosEscritos201
4/paper/view/3168 
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APPENDIX C – Article (ABRABEM/2014) 

 

“Free Improvisation: a field of study for extended techniques on the oboe” 
(BOGIAGES; CAMPOS, 2014) 

Location: http://periodicos.ufes.br/abrapem/article/view/7534 
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APPENDIX D – Article (SIMPEMUS/2013) 

 

“Liberdade Criativa: Fonética Gestual e Livre Improvisação” (BOGIAGES; CAMPOS, 
2013) 

Location: http://www.humanas.ufpr.br/portal/artes/files/2013/11/programacao1.pdf 
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APPENDIX E – Interview with Kyle Bruckmann 

 

Interview with Kyle Bruckmann: Oboist; Free Improvisation and Contemporary Music 

Specialist. Oakland, CA, USA. Dec. 30th, 2013. 

CB: How and when did you start exploring extended techniques, and how do you use 

them in your free improvisation on the oboe? 

KB: The idea of integrating extended techniques into improvisation for me kind of 

took a different path than you would imagine. It was more that I was in a 

conservatory setting trying desperately to gain control of the instrument playing the 

Mozart Concerto and all the orchestral excerpts and all the obvious things that that 

entails, and I loved it and it was a huge part of my life but it was also very frustrating. 

And you've probably noticed as an oboist, it can drive you completely insane if you 

let it. At the same time I was deeply involved in the college radio station. I’d been 

playing in Hard Core and Experimental Noise bands since I was in high school, so 

there was always this weird disconnect between the things that I would listen to and 

that I would really enjoy and have fun with, and the things I was doing at the 

conservatory. And it was really only about half way through my under-graduate 

carrier that I started discovering the world of free improvisation and avant garde jazz 

and how that kind of provided the bridge for me. And I realized that there was a 

territory that would make all of these things work together and make sense. So a lot 

of the development of extended techniques for me was about literally blowing off 

steam just trying to stay sane. I would just kind of, in the middle of a frustrating 

practice session, bust out and start honking and make all the naughty noises that 

you're not supposed to. And part of it was just sort of a release valve, but then it 

started becoming something that I really dug into and thought, well this actually 

counts. This isn't juvenile, this isn't something I "shouldn't" be doing, despite the fact 

that my teachers at the time were not supportive at all of the process, but digging into 

these things I gradually realized that when I'm really thinking about multiphonics, I’m 

developing tone control in the same exact way that I’m supposed to be doing in 

traditional settings. If you approach it with the right mindfulness you are really paying 

close attention to the interaction between embouchure and breath control and what 

your reed is doing and you focus on the interaction of those parameters in the same 
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way that you do in "normal" playing. And while I was being told on the one hand that I 

was going to “bust my chops”, you're going to break your instrument, you're wasting 

your time, I kind of intuitively knew that they were wrong. And it took a long time to 

become completely confidant that they were wrong. I mean I have a lot to thank my 

undergrad teachers for, but their support of my new music directions is not one of 

them. I was lucky enough to get more of that in graduate school working with Henry 

Sargous and Ed Sarath, who heads a contemporary improvisation department there 

[University of Michigan]. It was the first time I had even imagined that such a thing 

could happen in an academic setting. So for me coming to jazz was completely 

backwards, it was through new music, through punk rock, through noise messing 

around developing these extended techniques. It's really more recently that I've been 

applying those extended techniques more into the world of contemporary 

composition. It's kind of odd - I always imagined as an undergrad that I would love to 

be a new music specialist but I didn't see the path ahead of me at that point. I kind of 

got seduced by free improvisation while in graduate school and then immediately 

after graduating I moved to Chicago. And the scene there, just the music activity 

that's going on there, has changed in recent years. There is a lot of really incredible 

high-powered new music work going on now, but at that point in the late 90's what 

was accessible, exciting, and interesting was the indie rock world, the experimental 

music world and the free jazz. So I kind of jumped head first into that immediately. At 

that time it was really easy to be active. The infrastructure was in place, there was 

this amazing synergy between the college radio station at Northwestern, the free 

weeklies at that time - the Chicago Reader had a lot of sympathetic critics, there 

were a few clubs that were really starting to open their doors to free jazz and to 

improvised music, and there was a whole network of basements and coffee houses, 

and so I could literally get right up on stage and do my experimentation in public 

practically every night of the week. And there were other like-minded improvisers 

coming through town constantly from (at least in terms of my friends and people I 

connected with), Boston and Berlin. A lot of the classic first and second-generation 

European free improvisers were coming through and playing concerts constantly. So 

it was just a heady environment, there was a lot going on. And it was really only 

when I moved out here, when I moved to the bay area 10 years ago in 2003 that I 

started falling in with different groups of musicians who had already done some work 

setting up concert series that I thought, “oh wait a minute, I can actually finally play 
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the Berio Sequenza”. Up until that point I had had the score, I would start playing it 

and I would only get two measures in and I would start wailing on the multiphonics 

and having fun and spinning off of it. But when I got here I thought well I can actually 

focus in and start playing contemporary music in public, there are actually concert 

opportunities to do that here. And now, 10 years later, there are 5 or 6 dedicated 

contemporary music chamber ensembles in town, and I'm a member of 3 of them 

and sub with pretty much all the rest so it's pretty gratifying that all these worlds have 

completely come together at this stage.    

CB: So when you were in Chicago, would you say that it was the improvisational side 

that was developing and growing and then when you came to SF, the contemporary 

music...is that sort of what happened?   

KB: Yeah, yeah, um that's sort of, I mean it's probably an oversimplification, it's not 

exclusively external, but that's how, that's what the path has been for me. There were 

more internal interests and external opportunities to do improvising in Chicago. I still 

do that here, but in the bay area I've had more opportunities to kind of re-channel 

what I learned there into the contemporary compositional side that I assumed I'd be 

doing all along.   

CB: Do you think that is affected also by the audience, or who is open to attending 

concerts?  

KB: Absolutely. I think in the Bay Area there is just a much longer tradition of support 

for cutting edge art of so many forms. Because I also do my day job of playing with 

orchestras and more traditional chamber music and stuff like that, I mean in the 

Midwest, the sort of folks who are going to support the symphony and the ballet and 

the opera, just socio-economically you're going to get support in the Midwest for 

more traditional art forms. Out here, that same sort of "class" if I may, is actually 

going to support new music ensembles as well. There is more of an infrastructure in 

place, more opportunities for that actually to be a job, whereas at least at that time, in 

Chicago the network that I fell in with was much more DIY [Do It Yourself], much 

more underground it was just this kind of attitude “well, lets put on shows in each 

others living rooms if we have to, I mean we've all got crappy day jobs of one form or 

another, nobody expects to make any money playing this music, it's just this is what 

we do, this is for fun.”   
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CB: From the readings, I've been particularly interested in Bailey's book and the 

article by George Lewis where he discusses his concepts "Afrological” and 

“Eurological".   

KB: I love that article. (Laughs)   

CB: Living in Chicago you experienced strong communities of both Free Jazz, with 

the Art Ensemble of Chicago, and European Free Improvisation, with all the 

musicians who passed through. Is there a difference?    

KB: I mean, yea, it's like any cesspool, any little insular community, you get in turf 

wars you get in sectarian battles that really, sometimes they're about philosophy, 

sometimes they're about aesthetics, and sometimes, as ridiculous as it sounds, 

they're about who slept with whose girlfriend - really, it's a tiny little world. There 

really are not that many people, statistically, who care about new music, period, 

much less this specific little territory. So yeah, of course there are different 

approaches. There are different groups. I mean part of what I am interested in 

personally is just, I kind of want to do it all. It all fascinates me. I’ve tried to figure out 

how to infiltrate as many of these worlds as I can, and try to respectfully take what 

makes sense to me and figure out how to integrate it. I mean it's like any art 

movement, the actual practitioners do what they do, the boxes are implied post hoc 

and from outside. Sometimes by the practitioners themselves, but it's usually a kind 

of defensive mechanism that comes about later, where they have to say "I did this 

and not this and here's why" and "we had the right answer and they had the wrong 

answer". It’s fluid and interconnected. I mean, I love George Lewis's scholarship, 

because he does stick his finger right into that socket. It is very convenient to ignore 

race and class, in new music in particular, and there are definitely people who would 

be happy to do so. But he refuses to do so. He won't let us. Chicago is definitely an 

interesting case, I mean I only know when I was there. I was there from 1996 till 2003. 

The influence of the AACM [Association for the Advancement of Creative Musicians] 

and the Art Ensemble was huge, to me and to my peers, my colleagues and the 

people who I worked with, but the direct contact was pretty lacking. Chicago itself as 

a city is really pathetically segregated. Still to this day there is this huge 

Northside/Southside black and white divide. And sadly that was still true in the 

experimental music world. There were a few people who would flip back and forth, 
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who moved across the line in both directions. To my own discredit, I really didn't go to 

the Southside much. I really only went to the Velvet Lounge once or twice and I didn't 

really work with those musicians, more just through oversight and opportunities. 

There was stuff going on at the Empty Bottle and there was stuff going on with these 

improvisers that I already knew that were in my neighborhood. A lot of improvisers 

from my generation were largely white kids who had come out of punk rock and indie 

rock and through that world had veered into Free Jazz. The whole European versus 

American the European Free Improvisation versus Free Jazz that's something that I 

kind of watch partially from the sidelines with morbid curiosity. I love both traditions, 

but simple virtue of the fact that I’m a white guy that plays the oboe, the European 

Free Improvisation model was an easier one for me to adopt, a spring board for me 

to start working from. But I don't see them as separable traditions.    

CB: Looking at Lewis' Afrological and Eurological and the idea of improvising as a 

personal narrative, or another idea of improvising collectively, removing the self...how 

do you fit into that?    

KB: I would like to think I could plant my flag in the Afrological camp if I had to 

(chuckling). And in part I know that that's mediated by having done that reading, but 

that in itself is a personal narrative decision. I've never really truly believed that pure 

music exists. That there is such a thing as music that exists in some platonic sphere 

independent of the body of the community of the family of the mood of the digestion I 

just don't think it's true and I don't think it's interesting to posit that it's true. To the 

degree that I engage with the European Avant-Garde high modernist tradition, again, 

there is a kind of morbid fascination. I think it's really weird and really interesting that 

there have been so many people that have felt impelled to pretend that that's 

happening. So when I play that music and when I engage in that music, it's from a 

scholarly outside perspective, but that in and of itself is colored by "isn't this 

fascinating and cool that there is this subculture that exists". Which is in itself colored 

by a personal narrative and a cultural context.  

I'm talking a lot of circles here. Whenever I do an interview or write a grant 

application or write a bio or anything like that, I always catch myself talking about my 

relationship to music - to these multiple traditions and the way I’ve tried to negotiate a 

path with these multiple traditions. Even completely abstracted traditions, but that in 
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and of itself is a personal narrative. I feel like any time I’m in a collective 

improvisation setting, generally I’ve had some say in the people I’m sitting down on 

stage with. These are colleagues, I’m not active in the world of, let us say the 

European Improvised Music Festival circuit. I’ve done a little bit of that. It’s not like 

I’m somebody like Evan Parker who can earn most of his living going from festival to 

festival and just sitting on stage with whoever the organizers decide he's supposed to 

play with. I do very little of that. So when I play, I’m playing with people who are 

friends. Or people who I’m interested in playing with for all sorts of complex social 

reasons. I may be sitting there making a completely cold, theoretical, abstract, 

extended technique noise, but there is a portion of my brain that is calculating the 

back-story of where that noise came from or why I’m choosing it at that point.    

CB: I am interested in that choice of what to play and when to play, and what the 

relationship would be to the people you are playing with and what they are playing – 

what the communication is that happens, or the interaction, while your playing. 

Berliner and Monson tell us that jazz is a conversation. When I think of personal 

narrative, I think also in terms of telling a story that you are narrating as you are 

playing (Afrological). With the other type (Eurological) you're not necessarily thinking 

about what you are “saying”?   

KB: yeah I’m familiar with that, and I’m down with that on a certain level, but I don't 

feel like that's how I think of what I’m doing... but I’m not sure how different it really 

is...Wrack for example, my "jazz band", a group I put together specifically to try to 

contend more directly with Free Jazz as a composer and a player, and with the world 

of the AACM, and, models that I absolutely loved and I thought how can I create that 

space with my oboe. So Wrack tunes sound superficially more like jazz more often 

than anything I do when I sit down in Free Improv settings. There are more people 

taking turns, taking solos and that sort of thing. But when I’m in that I never, I'm not 

sure that I ever consciously feel that, ok here's my voice, here's my chance for my 

voice to finally be heard or finally be given a space. I wouldn't say that it's not 

happening or that other people would perceive it that way, but it's not what I’m 

thinking consciously. But I definitely believe that any improvising for me is a social 

sphere. And it is a very actively interactive one. Maybe it's not people taking turns 

telling their stories but it's the simultaneous creation of a safe space. Again this is 

sort of a post hoc framing that I’ve kind of tricked myself into through writing grant 
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applications and writing bios - it's like, well what the heck am I doing, how do I 

verbalize what it is that I’m doing. And I find myself continually coming back to this 

idea that, one of the reasons that I personally find improvised music, or, not as a 

genre but as a practice, any music that incorporates collective improvisation, one of 

the reasons I find it so compelling and why I keep coming back to it is because to me 

it really is a social model. It’s an analog for a frame within which to explore how 

people ought to work together. It really is a sort of utopian play. That there is this idea 

that if everyone has the opportunity to contribute simultaneously to something greater 

than themselves, yes every voice is heard but every voice is also a cog in a very 

different machine than a western 19th century symphony, where the hierarchy is built 

in to the structure, and there is a sense that there is the god of the composer and the 

high priest of the conductor, and then here where all the proles have to press the 

right buttons at the right time. I feel like the promise of improvised music is that 

creation of something greater than it's parts is happening with the hierarchy 

completely upended. Maybe that’s an idealistic framing, but I love it, and I do think it's 

real. In that sense, again, I’m trying to have it both ways. Even when I’m playing in a 

framework that sonically maybe indistinguishable from classic European Free 

Improvisation, I’m trying to put these kind of social and personal narratives into the 

equation.    

CB: I think one of the things that is really interesting about free improvisation is that 

you can bring musicians from all different backgrounds together and cross 

boundaries culturally speaking. About communication, within that idea, that you're 

bringing people in from different musical and cultural backgrounds, does 

communication vary depending on the background? What has your experience 

been?    

KB: I don't know that I’ve done enough improvising outside of a comfort zone to be 

able to speak to that. When I really think about it, while that's an ideal, an admirable 

one, in pretty much every playing situation that I’ve been in, there is enough of a 

mutual trust that ok, everybody here knows the program. They know the basics of 

what is and isn't supposed to happen within a free improvisation setting. And it kind 

of gets back to that old sticking point of is it really free, is free improvisation a process 

or has it become a genre by this point. And I think it's amusing and fascinating that at 

this stage, the music as a practice has been around for long enough that you can get 
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people together in a concert and they can start playing and everybody individually 

kind of makes their own conclusion of ok well this is going to be a European piece or 

this is going to be a Free Jazz piece or this is going to be a lower case piece.    

CB: So how does that happen? Can you put it into words?   

KB: Well I don't know. The codes can be unspoken; they can be discussed before 

hand. There’s a group that I've been working with semi regularly called Addleds that 

we formed specifically because we wanted to have a free improvising working 

community - a regular group that didn't compose, didn't necessarily rehearse (but we 

come and go with that), but the idea being we're going to see what develops with this 

core group of people repeatedly playing. But we're also explicit about the fact that we 

all like really intense quiet sounds. We’ve all been deeply involved with what is often 

called, for better or for worse, EAI - Electro Acoustic Improvisation or lower case 

improvisation, this kind of practice that started becoming ascendant in the late, the 

mid to late 90's, and very quickly got to the point where people, critics and scholars 

were saying, "oh it's a genre". Now it's a genre, here there is a new manifesto that 

has been written and these players are now in this camp, and the four of us in this 

group were all very familiar with that camp, to the point where we were fed up with it.  

So we thought can we make those same sounds, and use that same vocabulary, but 

can we challenge the genre-ness of it. Can we kind of push at that same envelope. 

So there was this feisty relationship with something that had already become too 

codified. And I don't know if we succeed or not but it's really fun playing with them, 

and we generally really like playing with each other and really like the results. And 

there's the back-story, whenever we go on stage, of those conversations that we had 

a year and a half ago and so that's always in the background processing. But once 

the piece has started there are no cues, there's no winking, there's rarely even eye 

contact. We all kind of have this habit of squeezing our eyes shut and going into this 

internal space when we play. But there's, I don't know if it's interesting from the 

outside, from the audience perspective, but it's fascinating from the inside to be 

feeling that “ok what's Tony thinking right now? Has he gotten to the point where, ok 

guys we've been doing the obvious thing for too long so shall we change it or shall 

we do it for 10 minutes longer to really break it somehow, to make it obvious.” I don't 

know on what level the communication takes place, but it's multi-tiered. There was a 

concert we did a couple of months ago where this piece, I’d be curious to hear what 
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he would say about this too, he might have a completely different take on it. But 

about a third of the way through this piece we kind of organically got into this thing 

that I know that part of my internal process was "this sounds really good, let's stick 

with this, and see if we can sustain it”, precisely because this is one of those things 

that you're not really allowed to do or supposed to do in free improv setting. Tony is a 

bass player, and his playing in general tends to be very patient, very glacial, very, um, 

kind of tectonic in a way. And there was this implied extremely slow rhythm, where 

there was a "brrrshhhhh" some sort of extended technique, just low rumble with a 

thump at the beginning and it fell into a cycle, he did it twice in a row so there was a 

periodicity implied. I still had my eyes squeezed shut, but at the third iteration of that I 

said I’m going to play with him. And somehow, through the communication of being 

musicians, there was a, though I was not watching his hands or anything, there was 

this breathing periodicity that took place, every time the "brrrshhhh" was initiated I 

played a very soft multiphonic. And we kept that up, for, I’d have to listen back to the 

tape, but it felt like it was 10 or 15 minutes. It may have only been 90 seconds, but it 

was one of those sorts of moments of the kind of tightrope walk that makes 

improvising so fascinating. You’re making risky guesses about what other people 

may or may not be thinking, trying to influence the future direction of the music while 

always acknowledging that it could always fall apart at any second, and you have to 

be prepared to abandon the plan. But I think those are the really very interesting 

moments when a plan kind of organically maintains itself without any direct 

communication of any form.  

CB: So it sounds like it's all listening. There’s no body communication necessarily?    

KB: In that group no, but there are other settings, other groups that I work with - it's 

like any relationship, any social circumstance. People feel each other out. There are 

other bands where it's like, “oh, this is an eyes open band.” And there become 

aesthetic differences. This is a standing up band or this is a sitting down band. Or 

even within a single performance - "I’m going to stand up for this piece and we'll see 

what happens". Wrack for example, that's different because there are compositions, 

there are frames, but that's a much more visceral band. It's a lot more, there will 

actually be visual cues. It’s more readily related to jazz, at least from the outside, the 

same sort of thing. There will be points where, consciously or not I’ll kind of give a 

down beat with the oboe, and we haven't discussed necessarily beforehand what 
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that downbeat's going to mean, it may be the cue to the next section or it may just be 

something I do while I play, and the drummer reacts. It’s always context dependent. 

And these contexts are not spoken necessarily. Not necessarily. Sometimes a certain 

amount of it will be determined beforehand, but in classic improvisation framing, as 

little as possible is discussed beforehand, but that in itself is a set of agreements.  

CB: It is associated more with the people or the music, the amount of movement?    

KB: um that's an interesting question. It’s both...I can see playing with...that group 

that I play with, Addleds, the quartet, because we have a specific gravity, there's 

enough shared history that we know what we're going to tend to do. But in theory we 

could just as easily change that up and it would have different results. Actually we 

just did a series of three concerts where that was part of the idea, we did our thing 

and then there was another set by a group that we really like that plays completely 

different kind of music, and there was a coming together, collaborative set that we 

talked about before hand, and a couple instances we came up with were very 

specific starting points, but the idea was that we were not looking for an all-in 

improvisation, where this group plays and then this group plays, and then everybody 

sits down together and plays free improv. It’s like when we sit down together we're 

going to do something different. And we're not sure what it's going to be, but it's 

going to be different somehow. So yeah, there was one of those performances, 

where some of us were walking around the room while we play, and just things we 

never do when we're in that particular setting. Every musician in that group is very 

multifaceted and like the drummer in particular, I’ve seen him play in other settings 

that are way more visceral and loud and more kind of splattery active in jazz kind of 

settings. I could easily see playing with him in one of those settings as well, and have 

those same people totally different music, different process.    

CB: My research, this study, is specific on certain things within free improvisation 

and having to do with communication, but body movement in particular, which is why 

I think it's so interesting that you're saying that depending on the group it can change. 

When you said that with Addleds you have a background of all enjoying quiet and 

EAI, that sort of almost implies [no movement] makes sense, and I wonder if that is 

the music or if its more the people themselves, or...   
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KB: I think it's probably more the music, because I’ve seen everybody in that group 

do very different things. Sometimes subsets of the same people. I worry myself 

sometimes that that internal immersive, shutting they eye thing, it's almost a cliché, 

and it has the danger of becoming “here is how I signal profundity to the audience”. 

It’s a habit that can be productive or harmful. My first instrument was the organ. I 

actually started as an organist when I was 6 years old. If we meet out back next time 

you'll see the mighty Wurlitzer that I started on in 1978, my parents kept it all these 

years. I started oboe in 4th grade, the organ started receding because it wasn't social 

enough, it wasn't portable and I had to go to church to play it which became less 

appealing as I got into high school. But I feel like that training definitely is at the core 

of my musicianship and always has been at least in terms of the way that I 

understand theory, the way that things like Bach feels very natural to me. I got into 

undergrad and my music teachers said, well your not a composition major how is it 

that you did that four part voice leading assignment so well, well it's because I’ve 

been doing it since I was six. But there is also something about the toy aspect of that 

that has always appealed to me. That’s what first attracted me to the organ, I was six 

years old and my parents' college buddies on long island, we would always have 

thanksgiving with them, they were an organ repairman and an organ teacher and 

they had this huge Wurlitzer that took up half their living room with the flashing lights 

and the leslie and the bossa nova beats, everything short of the bubble machine at 

the Castro. As a kid it was like an arcade. I’ve always had that initial fix, of that big 

fun flashy machine that you could steer with all four appendages at the same time, 

and that is big and powerful and can potentially do things beyond your control. 

There’s a grandiosity to it that's available much more so than on an oboe. If you play 

on a church organ - that can really have an impact on young ears. It’s huge, totally 

immersive. So I always kind of kept in touch with that in some way or another. As I 

got into high school, I was also in a town with a great college radio station, I really got 

hooked on new wave and hard core and punk rock and various experimental spinoffs 

from that, industrial became a really big deal for me when I was 15/16. And so the 

way that electronic music factored into those pop-cultural formats was like in the back 

of my mind there was always like I need synthesizers, I have to have synthesizers. 

Through sheer dumb luck I bought a Minimoog in 1988, one of the first generation 

analog consumer electronic home keyboards, as opposed to the modular synths that 

had been the previous generation. I got it at a garage sale. I was looking for an amp 
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through which to play all my MIDI controlled highly sequenced much more dance 

music oriented sorts of things that I was doing at that point, and this guy had a 

Minimoog that he was getting rid of because at that point in music history everybody 

was going digital and interested in MIDI and into total predictability and controllability. 

And he just kind of threw it in for 25 bucks. And it sat in my closet for years. 

Occasionally I would use it in that context to make some sort of boomy noise that I 

couldn't get on any of the other digital synthesizers. When I moved to Chicago in 

1996 after school, I saw Jim Baker, a musician on the scene there. He's a total gem, 

unsung genius. He's definitely a local phenomenon and very few people know his 

music outside the Chicago scene, but he's amazing. An incredible pianist, but also 

has an ARP 2600 synthesizer which is another first generation analog synth. It is 

very finicky, very unpredictable, and I saw him play a solo performance and it was 

just like – “oh, ok, that's what the moog is for.” This thing that I’ve been lugging 

around in my closet, that’s what this is about. This is about an unpredictable stream 

of impossibly complex interactions of variables. And I started messing around with it 

in a way that I gradually realized how closely it was related to my organ playing. 
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APPENDIX F – Second Master’s Recital Videos: Sept. 10th, 2014 

 

F.1 “I Know This Room So Well” Lisa Bielawa (2007/09) 

Location: http://youtu.be/n8fagW7qyNA 

 

F.2 “Four Pieces for Oboe and Piano” Ernst Krenek (1966) 

Location: http://youtu.be/bApVsvvaWuw 

 

F.3 “In Freunschaft” Karlheinz Stockhausen (1978) 

Location: http://youtu.be/IUyo5CosGtQ 

 

F.4 “Atem” Mauricio Kagel (1969/70) 

Location: http://youtu.be/OS5NmqaiS54 
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ANNEX A – Score for Original Aria “The Bat” 

 

 Bielawa’s piece “I Know This Room So Well”, for English horn, is based on this aria. 
Lisa Bielawa (music) and Erik Ehn (libretto). Printed with permission from composer 
and librettist. 
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