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1. The Embouchure’s Function

The word embouchure is derived from the
French word, bouche, meaning mouth. The mouth-
piece of a brass instrument is also referred to in
French as an embouchure. However, we shall con-
sider only the English usage of the word, as it per-
tains to the mouth. A good definition of the brass
player’s embouchure might be this: The mouth, lip,
chin and cheek muscles, tensed and shaped in a
precise and cooperative manner, and then blown
through for the purpose of setting the air-column in-
to vibration when these lips are placed upon the
mouthpiece of a brass instrument. This sounds like
a relatively simple definitionand a condition which
should not be difficult to achieve physically. But
consider what this arrangement of various muscles
must accomplish. First, they will have to vary
their tension and conformation sufficiently to ob-
tain a range of three or four octaves, approximate-
ly 36 to 48 different notes. Not only must these
notes be well-in-tune, but they must also have good
tone quality. Along with these basic requirements
the embouchure is expected to have the flexibility
to jump from one range of the instrument to the
other lightly and quickly. But this is not all! The

embouchure is required, in conjunction with the
breath, to do all these things at various dyndrngi th

levels, ranging from an extremely soft
to a loud fortissimo. Consider that these
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will also find that the tone quality is a direct result
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Fig. 14. Illustration A shows profile view of chin arched down correctly. Illustration B shows how horizontal wrinkle must

be stretched out of existence. Dotted line outlines typical “U” shaped valley found so often in good players. Illustration C shows
correct arching of chin, with no evidence of horizontal wrinkle. Illustration D shows how properly arched-down chin smooths
flesh inside mouthpiece, allowing free vibration of edges of aperture.



2. Photographic Studies of Virtuoso Players

On the following six pages are photographs of members of the Chicago
Symphony Orchestra’s brass section, Many of the world’s greatest conductors
have praised this group as an aggregation of some of the finest brass players
to be found in the world., These men are from many parts of the country and
have studied with many different teachers. Therefore, the similarities in the
way they play result because certain fundamental rules of brass playing are
observed by successful players, regardless of where or with whom they have
studied.. To illustrate this fact, I have chosen to photograph this particular
group, not only because each player is an artist of the highest caliber, but
also because it is a long established group, and not one that I couldbe sus-
pected of assembling for the purpose of demonstrating my own ies.
Regardless of the instrument played, we can observe many impor iMri-
ties among these fine artists,

1.) The similar mouthpiece placement for players of the %n rument
2.) The arched-down chins,

3.) The slight thrust of the lower jaws.
4,) The similar angle at which all the instrument %.
5.) The avoidance of stretched lips.
6.) The slight pucker, as evidenced by thve cal w~
7.) The evidence of taut cheek musec whitefare “try’

of the puckered lips.

£
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5. The Lip Aperture

Without doubt, the ultimate object of all the
muscular development, mouthpiece positioning, jaw
setting, lip moistening, etc., is to form an aperture
between the lips, of the right size, shape and firm-
ness. This small opening between the lips, in the
final analysis, takes complete command over the
air-column’s vibration and is therefore the de-
termining factor in the brass instrumentalist’s play-
ing ability. All the previous embouchure rules, sug-
gestions and exercises discussed in this book have
been aimed directly at this object of forming the
most perfect lip aperture possible. Therefore, a
thoroughdiscussion of its shape and size, and of the
lip density, will not only clarify the exact objective
of all the components making up the embouchure,
but will show how each of these components can co-
operate in attaining this goal.

The open end of the oboe reed so closely dupli-
cates the size, shape, and function of the brass
player’s embouchure aperture that it is ideal for
comparison purposes. Have you ever really looked

t 0
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6. Articulation

If we were to consider the tone ofa brass instru-
ment as a sort of semi-fluid building material like
wet cement or clay, we might then say that it is the
tongue which forms or molds this plastic material
into building blocks or bricks. Just as any type of
building canbe constructed if one has sufficient sizes
and shapes of bricks at his disposal, so can any
musical idea be expressed if one has at his disposal
notes of various lengths, pitches, and volumes.

We have only two ways to begin or articulate a
note: by slurring to it from a previous note, or by
starting it with an “attack” of the tongue. In two re-
spects the tonguing of a note is the more important
consideration because: 1.) The firstnote of a series
must be started with the tongue; 2.) reiteration of
the same note must be accomplished by tonguing.
Even though slurring is a most important funda-
mental of brass playing, there are only two basic
types of slur, smooth and forceful, whereas there
are many types of tonguing. Therefore, let us dis-
cuss first this more complex articulation.

The Function of the Lips in Tonguing

of the tongue. It can be started the samewwa:
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7. Mouthpiece Pressure

Sooner or later every brass player asks himself,
or should ask himself, “Do I use too much mouth-
piece pressure?” If the answer is “yes”, the next
question must be, “How do I get rid of this unde-
sirable pressure?” If we understand why we feel
the need, at times, for undue pressure, perhaps the
answer to this last question will be found more
easily.

Common Pressure Problems

No one ever complains of mouthpiece pressure
increasing as he descends into the low register.
He may actually use too much pressure inthe middle
register, but it is usually only when he starts as-
cending into the high register that the pressure be-
comes intense enough to cause concern. Therefore,
we can consider mouthpiece pressure a problem
associated with the high register. A high note re-
quires an extremely small aperture between the
lips. This aperture can be achieved correctly only
with an embouchure which is used correctly and
whichis in top physical conditionas a result of suf-
ficient practice. Note that an incorrectly formed
embouchure will not produce easy high notes gith
any amount of practice, nor will a correctly for
embouchure produce easy high notes w 7
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be observed to gradually get smaller as the dough-
nut itself is flattened. But, at the same time, this
pressure alsocompresses the “flesh” of the dough-
nut into something much firmer than its original
spongy consistency. In just this same way, mouth-
piece pressure diminishes the size of the opening
in the lips, while simultaneously compressing the
soft flesh into something resembling strong, firm
muscle. Unfortunately, the poor lips suffer the
same abuse as did the crushed
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