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1. Introduction

“The lungs do not fill up like a pitcher filling with water
from the bottom up. Air goes to all sections of the lungs a

compiled bNgrygk Nelson

the same time.” Q
— page 40 of Also Sprach Arnold Jacobs b“Arno obs,
L
Trombonists have a dizzying array of methods and texts frwJ choose

when seeking to develop their musical skills. There are eaching s*

and ideas which have been handed down througl gegefg#nsof Mpmbo-
teachers and students. Some of these ideas have b e sOM#forained -
that they are assumed to be effective and agcurﬁl,e re therefore

scrutiny. Indeed, phrases such as “breathe low Ngve ecome an

trombonist’s teaching and learning le

In some cases, a catch phrase or co mme abor
a different problem. “Breathe lo
to players who lift their shou
who have, with tension, p
may. the reality is that
To ~“breathe low” is
more obvious un
never intended to
“didn’t get the memo” that the
those among us who are, bv

To avoid misunderstar
trombone teaching
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2. The Body Map and Kinesthesia

The movements involved in trombone playing are complex and varied. To create
the sound we want, we must move the air through the instrument in a certain
way, the slide must be placed correctly at the right instan, the tongue must
create the appropriate articulation at precisely the right moment and all o
movements must be coordinated with the rhythm of

the music. Furthermore, the motions must be infused The quallty

with our own personal sense of phrasing, vibrato and nts termmes
musicianship and may need to be synchronized with a the ﬁ%} our
conductor and other musicians. There is no doubt that playing.

to play trombone is to move; to play trombone well is

to move well.
Consider a trombonist who has trouble tuging ffifth Pagition (mar

do!). When we move our arm to place the siNg, ality and
movement, along with our awareness jt etermin
movement must be developed right alon®gideNnd as par

of the pitch. i

vemen*
Consa o you w

Play first pOwggn "t to fifr!
times. As you do this, notice
motion producing the inton~
to regard the subtleties ¢
dancers might use
artand so d
sensi’
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5. The Spine

“Unnecessary effort
accompanying an action tends
to shorten the body.”

— page 96 of Awareness Through
Movement by Moshe Feldenkrais

For a trombonist, an accurate and adequate body map

of the spine is important for many reasons: the spine Q

coordinates the free movement of our right arm

the slide with accuracy and efficiency; the spine %
to our breathing and rib movement; the spne f{ays

an important role in delivering our wgight toNge

or chair and the spine houses the spinagpr h
delivers kinesthetic information to qur br.

'V
r

If you have not given much thgu ehe strucer
function and size of your spi ces are yor
map needs more detail. Tr ists withou-
and adequate body m ir spine oft
seemingly unrelate For exampl-

who has shallow and a ce

and weak tone may try"doing so-

in order to enhance their ton-

body map of the spine is i

however, breathing exe’

movement of breath’

What do you
structure? F
What ar

gravir

v
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breathing by gathering and
lengthening in cooperation
with inhalation and
exhalation. As can be

seen in figure 5.5, the
spine gathers as we inhale
and it lengthens as we
exhale, if we allow it to.
This motion, referred

to as spinal excursion,

is a critically important
aspect of the spine’s entire
range of motion. Spinal
excursion coordinates with
all of the other movements
of breathing which will

be outlined in detail in

the breathing chapter.
Take a moment to try

the following movement
break to learn about spinal
excursion.

Lie face down over
(see figure 5.6)

neck muscles agg n
as you do so. I

pillows rounds the -
feel it more
you

Wher

me

21

W

2

A,

i

INHALE  EXHALE @% .
Figure 5.5 Spinal ex Drawing by Ber
* ‘

aged. Brea*’
have a mi-
turn your head to the side
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8. The Embouchure

“Make sure that all the muscular effort is transformed in
movement, for effort that is completely converted into mo
improves both one’s ability and one’s body. Effort thaiygboNgt
turn into movement, but causes shortening and stiffengleads

not only to a loss of energy, but to a situation in Rgieh &be loss r
energy causes damage to the body s rél
— page 152 of AwarenessThro, g%ent Mosb
. L
What is an Embouchure? \n
r

How we define our embouchure will K2 a gon he
From the body mapping perspectivg, our &finition of -

include movement because we
movement, there is no soun:

is to move to produce so ere is ne
Here, then, is a body

An embouchure is e dimensior

An embouchure is ,
three-dimensional.
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Figure 8.4 Neutral position of the jaw
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The Tongue

At first glance, the tongue would seem to be quite different from the other
members of the embouchure team. The tongue does, in fact, share some important
characteristics with a few of the other team members.

Like the jaw, the tongue is highly mobile because of
its structure. The jaw is capable of moving up and
down, back and forth and side to side because of the
special qualities of the TM]s. Similarly, the tongue is
capable of moving all around the inside of the mouth

with great flexibility because of its construction. The
muscles of the face work together in an intricate network in order to create t
C

The tongue is not
just one large muscle.
It is a collection of
small muscles.

sound we want. Similarly, the tongue is comprised of a network of small
which are used in tandem with one another in order to move in whateve

is necessary. The tongue is not just one large muscle —itis a collectic@

muscles (see figure 8.7).

The small muscles which b

comprise the tongue are
similar to the network of
small facial muscles. Like the
facial muscles, the tongue
muscles work collectively in
order to usher food down
our esophagus, to enunciate
our words or to articulate

on trombone. When we
wish to perform a task with
our tongue, we simply isspe
the request from our bggi
and the small muscle

tongue respond o in
order to move as pred.
Just like the network of facial
muscles, it is not necessary
(or possible) to control

each muscle of the tongue
individually. At any given

Figure 8.7 The tongue
moment, some of the tongue (Drawing by Benjamin Conable)

will be working and some will not.

A trombonist who has mapped his tongue as a single
muscle has no choice but to move his entire tongue
with every tongue stroke and he has an expectation
of the sensation of work throughout the whole of

the tongue. The resulting articulation is heavy and
often too slow for the music. Sometimes, players with

The tip of the
tongue can move by
itself without the
involvement of the
back of the tongue.
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Figure 9.14 Suspension bridge and torso
(Drawing by Marco Gonzales, GIA Publications)

Figure 9.16 The arm
(Drawing by Benjamin Conable)

Figure 9.15 Suspension bridge and torso

superimpose one of the sections
@th ridge onto a torso, as in figures

.14 and 9.15, we get a sense of how
the spine and pelvis bear and deliver
the weight of the arms which are
suspended above the ribs by a network
of fascia, tendons and ligaments.

Earlier in this chapter we discussed

the fact that there are five jointed areas
in the arm: the SC joint, the upper
arm joint, the elbow, the wrist and the
fingers. When we move the trombone
slide we use all five of these areas in
various combinations according to our
own body structure, the construction
of our instrument and the needs of
the music. Figure 9.16 shows all five
of the areas where there are joints and
how the bones attach to one another
at these areas. This image shows an
arm in its entirety. An arm includes
the fingers, wrist, lower arm bones and
upper arm bone. An arm also includes a
collarbone, an SC joint and a shoulder
blade. Make sure your body map of
your arms includes the collarbones, SC
joints and shoulder blades.
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EXPLORATION 6:

1he Lips as Vocal Cords

Arnold Jacobs said “Pitch is not in the lips, but in the

brain.” This exploration is intended to promote this thought
by equating trombone playing with singing. In addition,
trombonists should study figure 11.9 to clarify the nature of
the lip tissue. As you play the exploration, allow the lip tissue

to be supple in order to move in the mouthpiece for maximum
resonance.

To play the exploration, sing the notes with square note heads
and circles. When singing, keep your instrument directly up
to your face and move the slide to the right position so it

feels just like you are playing. Allow the sung notes to escape
between the mouthpiece and the face — do not sing through

the instrument. Avoid setting the facial muscles to produce the<

right pitch. Instead, imagine singing the note and allow the
pitch to be generated directly from the brain.

Figure 11.9 The lips and facial musdes

o © Q (Drawing by Benjamin Conable
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EXPLORATION 7:

The Movement of the Tongue

The goals of this exploration are: to clarify
the fact that the front of the tongue should TOP OF HEAD

move independent of the back; to be
certain that no other embouchure team
members are recruited to help with
articulation; to clarify the position

of the tongue relative to the AO

joint; to experiment with the wide z A

variety of articulations which can
be created by moving your tongue
in different ways.

1.

4.

A.O.JOINT

Clarify the fact that the front

of the tongue should move
independent of the back.

Before playing, take a moment

to palpate the front of your tongue.
Stick your tongue out and touch
the tip lightly with your index
finger. Now move just the front

of the tongue up and down without
moving the back. This is the motion
of articulation.

Be certain that no other

embouchure team members o B
are recruited to help with -
articulation. Fignre:]®

Look in a mirror withqut (Drar
trombone and blow air

articulating as though playing tromb-

chin lightly to draw your awarene-

moving the chin.

Clarify the position of '
Point in to your ear hr’
11.10. Notice that -
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J =72-120
Legato - "Da" tongue Sempre legato
0 = @ & @ oo oo o e * ® AN ® . o > ol ol el
e e e e e e e e e

Continue pattern down the B-flat scale.

the placement of your tongue on the roof %

of your mouth and the amount of surface

area of the tongue which touches the raof
of your mouth. Find the right co binatm\
h
o

of tongue placement and surface a
creates the sound you want. Make su
body map includes the fact that pur gorigue
is comprised of many sma and

that it is not just one larg see figur
11.11). Because of this) an move th
front of your tong ny differer

Do not allow the ange in »
affect the dynamics; play **
comfortable ‘mf” volu-

the chin as you cha-

in a mirror to m

time during '
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