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Garner’s Random Thoughts

T a[ﬁing About Sound

ny attempt toward becoming a
Abetter flute player has to begin

with identifying your weak-
nesses and working to turn them into
strengths. Every great musician or ath-
lete will tell you that this should be
your game plan. Is it your sound, finger
technique, or musicality that needs
attention?

Make a pact with yourself to be
completely honest. Try to imagaine
what the flutist you most respect
would say about your playing? Record
yourself and listen to the recording
with your most critical ear.

Components of Sound

Sound is one Of the most important
qualities of a good flute player. It is
similar to the taste of food in a fine

By Bradley Garner

restaurant. The ambiance in a great
restaurant may be elegant, with the
best décor and superior service, but if
the food is no good, you won’t want to
eat there. Similarily, you probably
wouldn’t want to listen to a flutist with
a poor sound, no matter how musical
their performance or great their tech-
nique might be.

Efficient Air Use

lute players must have a generally
clean’sound in all registers. Make
sure that the low register does not fog
out or become hollow. An efficient
use of air results in a sound thar is
clean and and not breathy; moreover,
you can go further on a breath with
efficient air use, A smaller embou-
chure hole enables you to use less air.

One may achieve this by pushing the
lower lip out or up or pulling slightly
to the side, either to the right or to
the left. Many flutists work to take in
more air, failing to realize that they
may already have sufficient air. Quire
often their problem is that they don't
use the air that they have with maxi-
mum efficiency. Fewer breaths can
mean much longer phrases and more
musical playing.

Embouchure Shape

The embouchure is another impor-
tant component of sound. Look at your
embouchure in the mirror. Check
whether the comers of your mouth are
up, as in smiling. In the Wwords of James
Galway, “The smiling embouchure is
really no good!”
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Check out his YouTube videos on the
subject. (hitp:/fwww.youtube .com/watch?v
=ulU6wTVg27c). We all have different
lip shapes and oral cavities,but there are
basic general principles that can apply
to everyone.

1. Make sure that the lip plate is below
and not on the lower lip. Avoid the
touch-and-roll method of placing
the lip plate on the embouchure,
which places the lip plate too high
on the lower lip. When the place-
ment is too high, it is impossible to
direct the air down into the flute far
enough. This produces a sound that
is less full as well as faulty intona-
tion. In general, 60% of the air
should go into the flute and 40%
across the embouchure plate. This
may vary somewhat, based upon the
tone color that you want to create.

2. Make sure that the aperture (the
opening in the middle of the lips) is
aligned with the embouchure hole.
If your natural lip aperture is to one
side or another, simply move the
flute to align the aperture with the
embouchure hole. Rampal played
notably to the side, and I think that
he did just fine.
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3, Remember, the smaller the aper-
ture, the cleaner and more pure the
sound. The higher the register, the
smaller the hole and the more the
lip protrudes over the embouchure
hole. A smaller hole is easier to
obtain by rolling the lower lip out
or up — not by pinching the lips
together.

4. 1 find that saying the word pooh is
helpful in forming the embouchure
needed to make a clean, pure
sound.

Vibrato

Vibrato is another component of
the sound. Does yours spin? Can you
vary the width and the speed? An
unvarying vibrato speed and ampli-
tude tends to sound like an electronic
organ with a vibrato switch. Also, it is
not normal to use vibrato on every
note. If you listen closely to record-
ings of singers and violinists, you will
discover that they do not use constant
vibrato. Vibrato should help create
interesting phrasing. Generally, fol-
low these tules:

1. Be able to vibrate eighth-note
triplets from m.m. 96-120.

2. Be able to play a phrase without
vibrato as well as with vibrato that
is wide, narrow, fast, and slow —
whatever the musical circum-
stances of the moment require.

N

3. Generally, the slower the piece, the
slower the vibrato and vice versa.
Other factors can come into play as
well, including register, intensity,
style of the music, and personal
preference

4. In a long smooth phrase, try to
avoid changing from one note to
the next on the pulse of the vibra-
to. Rather change on what I call
the off-pulse. In essence, for a
milli-second, there is no vibrato
on the next note. With rare
exceptions, however, taking too
long before initiating the vibrato
on a note can become tiresome
and distracting.

5. Do not chop off the phrase ending
with the vibrato or with the breath.
I call this barking. Make a clean
release by simultaneously pulling to
the side, raising the lower lip slight-

ly, and stopping the air-stream.
cont. on page 30
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Garner, cont. from P-4
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releases, which are releases where
the air-stream creates a whistle.
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CD716: DEDICATED TO [oge — CD270: ANTON REICHA
BARRERE. Leone Buyse, |, .iex wsmicust WOODWIND  QUINTETS,

To my mind, the qualities that char-
acterize the sounds of the best players
are resonance, clarity, and variety of
color. Combined with the ability to

Flute, vol. 2. Vardse,Den- | Nemtwittwe Vol. 10.0p. 100, #1 & 2. John make the tone truly sing, these charac-
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sity 21.5; Griffes, Poem; |7=e==122 X3¥R | Barcellona, flute. “Westwood teristics can turn an ordinary perform-
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Riegger, Suite for Solo
Flute; Roussel, Andante
and Scherzo; Gaubert,
Sonatine, and more.

CD714: APRIL CLAYTON, §
FLUTE. Dutilleux, Francaix,
& Sancan:Sonatines; Lasser,
Sonata; Bozza, Agrestide. |

utstand/ng recording in
everyway” American Record

Wind Quintet has a standard ance into a truly memorable one. ¢

International Record Review

CD318: BROOKS DE
WETTER-SMITH, FLUTE.
Gaubert, Gabriel Pierng,
Verne Reynolds: Sonatas;
Foss, 3 American Pieces.
“significant repertoire per-
Guide.“thoroughly agréable’ formed with rare sympathy
i listening” Music Web. and expertise.” Fanfare.

CRYSTAL ® RECORDS (bss1 6 95 ea. +$2/order (any size) US shipping.
28818 NE Hancock, Camas, WA 98607 phone 360-834-7022, fax 360-834-9680; order@crystalrecords.com
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_ s Bradley Garner teaches at The University
[)l.ll‘('h(lS(’S and repatrs... of Cincinnati College—Conservatory of
Music, Queens College, New York
University, and the Juilliard School. The
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(888)-590-5722 (Toli Free) Russian government to perform in
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Moscow’s Tchaikovsky Hall, he has per-
formed with the New York Philharmonic,
the Cincinnati Symphony Orchestra,
and has been principal flutist with many
orchestras  including the Atlantic
Sinfonietta, New York Virtuosi, Bronx
Arts Ensemble, and the 20th-Century
Chamber Orchestra. He has a doctorate
from the Juilliard School, studying with
Julius Baker, and bachelor and master
degrees from West Texas State
University where he studied with his
father, Gary Garner.

606 S. Rochester Road = Clawson. Ml 48017

Correction: In the March issue, page
4, the Ravel example is incorrect.
The correct one may be found at
www.flutetalkmagazine.com
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