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~ INSTRUMENTS
v_MOUTHP‘IECES

TRUMPETS :
IN Bo, C, D, Ev, EV/D, F, G,
E:/F/G. 65 Models-Trumpets-
Cornets-Fluegelhorn.

e
- PICCOLO TRUMPETS
in Bo/A, C

: Pl .
TUNING-BELL TRUMPETS
‘With Detachable Bells —
Eliminates the tuning slide
improving intonation and
response. Additional bells
offer varied tone color.
.

- “M” MODEL
TRUMPETS and CORNETS
TRUMPETS in Bo, C, Ev/D

Moderately priced, these in-
struments equal and surpass
other professional trumpets
and cornets priced much
higher.
e
MOUTHPIECES -
STANDARD

and ARTIST MODELS
Precision made for Trumpet,
Cornet, French Hom, Trom-
bone, Euphonium and Tuba.

CATALOGS

INSTRUMENTS
MOUTHPIECES

will be sent on request to
schools and professional
musicians.

Srhilke Music, Jur.
529 So. Wabash Ave.
Chicago, Ill. 60605
312-922-0736
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The F attachment or trigger on a
trombone obviously allows the play-
er to add range, and eliminates the
need for long position changes; but
embouchure correction is another
very important advantage that is
not well known.

Students can usually obtain a
reasonably satisfactory tone quality
in the middle register of the trom-
bone, regardless of their embou-
chure, so embouchure problems
often don’'t appear until register
extremes are attempted.

The most common fault in ap-
proaching the lower register of the
instrument is a tendency to allow
the lips to extend into the mouth-
piece causing reduced volume, lower
pitch, and a nasal tone quality. In
order to compensate for the pitch
change, an aurally-alert student will
shorten the slide. As a result, the
tubing length needed for maximum
resonance will be incorrect and the
tone will not be centered. The
illusion created by the presumed
necessity to shorten the slide leads
to the misconception that the posi-
tions on the Bb and F sides of the
trombone correspond.

Actually the slide of the Bb-F
tenor trombone is designed to take
care of the seven chromatic altera-
tions on the Bb side only. When the

—

Jack Flouer

additional tubing of the F at
ment is brought into use by op
the valve or trigger, the slide
be lengthened proportionate
order to lower each pitch a fullh
step. Because the slide is n
sufficient length to maintai
usual seven positions found o
Bb side there are only six us
slide positions with the F at
ment. In order to emphasize
differences I recommend to m
dents that they refer to the pos
on the F side with Roman num
and those on the B> side with A
numerals. This practice helps elil
nate a natural tendency to thinki
terms of a long third, or a slightlj
short fifth, and it accentuates i
concept that slide placement B
critical. ;

Jack Flouer is professor of musict
Kansas State University (ManM
tan). He received his degrees 10
Marshall University, Eastman Schod
of Music, and Indiana Universit):

Maurice Faulkner is the CO
tributing Editor for the Brass Clinit
He received a PhD degree from St&
ford University and is currently 0%
visor to the music educallo®
students at the University of Califor”
nia, Santa Barbara.



EUPHONIUM
MUSIC
GUIDE

— Earle Louder

Hereis a comprehensive guide
to the literature for euphonium,
an instrument rapidly growing
in popularity, written by one of
its foremost authorities. Solo
works, transcriptions, solos from
other musical media, methods,
etudes, and ensemble works are
included to give a comprehen-
sive list of available literature.
Also included are contemporary
works still in manuscript form
but available from the composer.

Besides title and composer,
eachlisting details the publisher,
date of publication, price, length,
grade, range, tempo and usually
a brief note from the author on
the piece's character. No such
guide has been available up to
this time.

46 pages paper bound, $6.00

The Instrumentalist Co.,
1418 Lake Street,
Evanston, lllinois

Prepaid orders will be sent postpaid.
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Example-1. Slide Positions
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The correct approach in teaching
good embouchure for the expanded
lower register requires that the jaw
move forward and down. It is essen-
tial that the lips stay against the
teeth and that the corners maintain
tension so that the air stream passes
over as little area as possible.

How to Begin

My most successful approach in
teaching students to deal with the F
attachment is to begin on common
ground and start in first position on
C,

Example 2. F Attachment

o
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[t is important to find the correct
slide placement for each position
using familiar notes rather than
beginning with the F which is new
ground for the student. The obvious
advantage to this approach is that
the student can relate to pitches
which he has already played on the
Bb tenor trombone. It is also less
likely that the pitch will be affected
by the embouchure. For example,
the student begins with C in first
position with the trigger, then B* in
second position, then Bb which can
be checked against Bb in first posi-
tion on the Bb side. He learns that
the Bb, position 111 on the F side is
much further out on the slide than
the normal third position on the Bb
side. After following this procedure
for the A, Ab, and G, the student
has learned the location of the six
positions on the F attachment (ex-
ample 3).

Example 3.
8b Side:
2 3 4

¥
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F Side:

The next step in learning to use
the F attachment is to expand note
production into the instrument’s
lower range. The student should
first locate the correct slide position
for the notes he has studied and
then play the pitch a perfect fifth
lower without allowing the slide to
move. This exercise forces the stu-
dent to bring the lips back against
the teeth from their extended posi-

tion and estaolishes tensig
corners of the mouth. [f Bhie

tion with the embouchmec.
made, the resulting pitcy, “i
out of tune. ]

=]
S o

Example 4.
= 1 T T
| Bt 2 T 1
7 SO 53 1 1Y
ol 1| L AR
(- | AR | Wi

At this point a student mayt
able to maintain pitch, but mav“s
lack good tone quality and flexib;
in moving into the lower register
order to correct these problem,
jaw should be allowed to y,
downward and outward. Whey,
player first attempts this Motion
is often exaggerated. To offset e
exaggeration use the Bb side of the
instrument and have the stude
lift the slide when playing F (whj,
holding his head stationary), using
the point of contact of the moug
piece on the upper lip as a pivot.
the head is not allowed to tilt bag |
wards and the embouchure is maip.
tained, the jaw must follow th
lower portion of the mouthpieceinf
order to maintain a seal. As thf
lifting continues, the pitch will begn
to drop until eventually it will fallty
Bb with little or no relaxationofthe f
lips. After working with these har |
monics in all positions, the same
exercises may be attempted with
the F attachment, playing between
C and F. This horn tilting is a prac
tice used by many bass trombonists
to some degree as a normal proce §
dure. Tt also works with baritone
and tuba but the head is dropped |
rather than changing the angle o |
the instrument.

the

Though flexibility and consistency
may be increased by tilting the
horn, tone quality is not helped
because the jaw does not move
downward. Therefore students
should watch in a mirror while per-
forming these techniques, concen
trating on keeping the skin covering
the chin flat and stretched through-
out so the jaw will be forced into the
necessary downward position as it
moves forward.

A degree of security and confr
dence can be achieved this way:
and a properly-formed embouchur¢
should be evident. Continued useof
lip slurs encompassing all positions
on both sides of the instrument wil
help maintain this embouchure
formation and a noticeable improve-
ment in playing should result. 8




