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Preface

During my professional experience of many years, I found it advisable to
change my method of playing the Cornet and Trumpet a number of times. My
constant aim was to produce proper results in an easy manner and through
a common sense method of playing; also by practicing in such a way as not
to tire or injure the lips, but to strengthen the muscles of the latter, a little

- more each day, and in this way, building a proper foundation, in order that
the regular work of a professional musician, obliged to play in the after-
noon or evening, would not be impaired by too much morning practice.

To overcome the usual effort resorted to by so many players in their daily :

practice, requires considerable mental training on the part of the stu-
dent, such as keecping his or her mind on the work in hand; tkinking each
note as it is being played, and above all to stop imagining that what is
required is hard work, but, that the practicing the student is required to
do is merely taking part in the building of a substantial structurc for the
future.

These exercises have been my morning ‘“setting up Drills” for years,
to keep up the elasticity of the lip muscles, to produce a clear musical
tone, to control the wind power properly, to relieve the constant pressure
of the mouthpiece against the lips, and to facilitate correct technic by train-
ing the fingers to respond with the proper agility necessary for clean cx-
ecution. One word of advice — practicing should never be continued when the
lips are fatigued or tired, but there should always be a frequent rest for
a few moments between each group of exercises, to keep the lips fresh and
responsive, This method of practice requires the three principals of suc-
cess, Ambition, Patience and Tenacily, and by perseverance all players who
follow the instruction given with these exercises, will acquire the knack of
playing easily, making their work a pleasure instead of a torture. 1 have
enjoyed playing the Cornet after finding out how to practice without tir.
ing my lips,and what I have done, others can do. b1
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EXPERT ADVICE

To develop into a really competent Cornet or Trumpet player, requires a thor-
ough understanding of the most essential and important requisites for playing
these instruments, not only in a correct manner, but also with that ease and con-
fidence necessary for all soloists to obtain an impeccable performance. For this
there are seven vital points to master. Each of these must be trained separate-
ly and with the particular purpose that after the proper practice has been giv-
en to eack point, they will all function together naturally and intuitively.

These points which are so vitally important in the development of correct
playing are:

ONE-— Tke Lips, which vibrate to produce the tone, which may be compared to
the vocal cords of a singer, who could not sing properly if they were callous.

TWO — The Muscles of the Lips and Face, which must be trained properly and
accurately, for the different intervals in music within the compass of the instrument.

THREE - The Tongue, which produces the different articulations and methods of at-
tack, and which must function with the muscles of the lips when contracting and relaxing.

FOUR - Tke Left Hand, which must hold the instrument firmly, but in the mean
time always keeping the wrist easy and supple.

FIVE —The Fingers of the Right Hand; each of these must be trained separate-
ly, in order to gain complete control over them, and enable acquisition of final tech-
nical perfection.

SIX -~ Tke Air, which passes through the lips causing them to vibrate.

SEVEN-— The Wind - Power; this is really the most important factor of all and
the student must learn how to control the tone for both soft and loud playing;
also for low and high tones, and how to apply just the proper amount of power
necessary for producing each semitone from low F sharp to high C above the
staff.

These seven points must be perfected by proper practice, one at a time, be-
fore the student can possibly expect to become a first class player. One
reason why so many players fail in their work, is that they give too little attention to
each of these points in their practice, trying to learn them all at one time. It
is impossible to keep the mind on seven things at once; the student must learn
to control one ata time, then another, until he has perfected all seven; after
having accomplished this, his playing will be correct and enable him to derive
the necessary satisfaction therefrom.

The above might be compared to a machine having seven parts and each
one of which must be faultless before it will function perfectly. The slightest
little imperfect part, any loose or misplaced screw or cog will cause the ma-
chine to stop and operate incorrectly. The same applies when playing an in'-
strument; in order to become a really competent player, each of the ebove men-
toned- fotnts must be perfected beforehand.
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It makes no difference whether your lips are thick or thin if the muscles of the lips
and face are properly trained, together with the correct control of the wind-power. To pro-
duce the best results the lips should vibrate egually in the cemfer of the mouthpiece, so that
the quality of tone is exactly the same in all registers low, middle and high.

By placing the mouthpiece one-third on the upper lip, and two-thirds on the lower lip, the
middle and high registers are clear, but the lower tones are thin and impure, The other way,
placing two-thirds on the upper lip and one-third on the lower lip,the middle and low registers
are clear, but it causes a strain to reach the high tones, which sounds as if you were struggling
and making an effort, and it requires years of hard practice to overcome this strain,and even
in the end you will never play easily nor be sure of the highest tones.

Now let us take the happy medium and place the mouthpiece so that the two lips vibrate
exactly in the center, one-half on the upper lip and the other half on the lower lip,equally,so
that the low tones are rich, the middle register clear, and the high tones brilliant,which will
cause every tone in the compass of the instrument to be musical and free from that pinched
and squeezed tone so often heard.

As the upper jaw is stationary, the upper lip becomes more or less the same. While the
lower jaw being movable, the lower lip moves in many ways, is the most supple and really does
the most work of the two. The upper lip being the sensitive one, should never be abused by us-
ing the most pressure upo'n it. If you must use pressure, and it is necessary at times,especially
when playing very loud and in the upper register, confine it to the lower lip,which will stand
more abuse without tiring, and this allows the upper lip to vibrate naturally. Don’t tie it up
with too much pressure, which will stop the vibration, become numb and cause all kinds of dis-
appointments.

Shape of the teeth has little to do with this great “machine” Sometimes a player will re-
sort to placing the mouthpiece slightly on one side of the mouth, either to the right or left of the
center,on account of a protruding tooth or an uneven set of teeth. This will not affect one’s
playing if the muscles of the lips and face are properly trained, and it will give comfort to
the player. I have known many players having false teeth, upper and lower, after they
have trained the muscles of the lips properly, with their wind-control, who can play won-
derfully well, with much endurance. The celebrated cornetist, Liberati, also Ben Bent,had
false teeth,and these men were about the best soloists I ever heard.

Be sure to read all these comments with care. Try to derive a common sense idea
of everything and use your brains in thinking over all suggestions. Try to get away from
tradition and superstition, which has ruined so many players. Let each student remem-
ber that fkeory is good in its place, but that science proves results,and that each one
should experiment with him or herself, along lines of the above offered suggestions.
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Below is an example showing the movement of the lower lip; it illustrates the lift-
ing and lowering of the latter according to the different intervals and using the same meth-
od of contracting and relaxing with the movements of the lower lip. The simple,little ex-
ercise is one of Arban’s in the beginning of his celebrated method. 1 have used this exer-
cise, which every Cornet player knows, to demonstrate as far as possible with the help of
lines under each note, how the lips move for the different intervals; this instead of blow-
ing more for higher tones and less for lower tones, or pressing the mouthpiece against
the lips while ascending. There is no visible pressure necessary in the entire exercise, just
the slight lifting and lowering of the lower lip, according to the melody.

This suggestion should be experimented with, and playing softly, so as to form the habit
of keeping the lips in motion while playing. This will train the lip muscles properly, and
will relieve the tension of the lips, in order that they will never become numb and useless,

(Met. d = 120)
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This exercise may also be used to control the wind-power by playing the entire 16 meas-
ures in one breath, at 2 metronome tempo of 120, four beats to the measure,ordinary march time.

This must be done by taking a deep, full breath, playing softly and conserving the air
in the first four measures,in order that the player will be able to finish easily. With such
practice, it will be possible to play the exercise twice in one breath,and playing the exer-
cise many times as explained, will help in acquiring endurance and self-control. Such
practicing will conquer the inclination of taking breath whenever the player feels like it,
and will form an excellent habit from the very beginning, zof to take a breath until a// the
wind is exhausted. When inhaling for a full breath, the player’s chest must be extended,and
this position kept throughout the exercise, and all the time,while the practicing is kept up.

After playing this exercise about two minutes, stop and rest a few moments. This
should always be continued during the practice time, as it will allow the blood to circulate
through the lips, keeping them full of life and strengthening the muscles of the lips and
face. Playing after the lips are all tired out, should never be continued, as this will
weaken instead of strengthen them.
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8 GROUP ONE

Repeat each exercise four times in one breath. If you have any wind left hold the last note
with purity of tone until all the wind is exhausted. When the zechnic in each exercise,is perfect,
increase the speed until you can play it through six fimes in one breatk and set record,later on,
to eight times in one breath. This strengthens your will power which is quite necessary to become

a good player, and teaches confidence in playing.

Repeat four times in one breath
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exercises with the different articulations according to the axamples for articulations,
fongné ih'gGOd condition, relaxing and contracting the tongue with the muscles of the lips,
= tﬁe 'ﬁé’st'muscles in the same manner so that the whole mackine, the lips,tongue and

in unison, Playing through Group One should take about four minutes. Rest a few moments
aymgagam This allows the different muscles of the mackine to become active and elastic,
blood to circulate through the lips, which keeps them fresh and responsive.,

GROUP TWO

duld not advise practice of this second group unless you have an excellent embouchure and
ay the higher notes with ease, and without strain of any kind. Remember you want to build
mackine, not to destroy it by tiring the different muscles, and numbing the lips.
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Playing each of these five exercises (in Group Two) accordin

tempo, four times in one breath, should take about three minutes,
groups,

g to the specified metronome
or seven minutes for the two

After I had practiced these exercises daily for six months, very carefully and correctly, I aug-
mented Group Two,five more steps, playing in Db, D, Eb, E and F, each four times in one breath,
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GROUP THREE
S:ale Ewercises for training the tongue and fingers to work together; observing that both
the muscles of the lips and tongue contract and relax according to the suggestions in the pre-
ceding groups(to contract while ascending and relax while descending the scale). Remem -
ber to play each exercise in one breath. This builds up endurarce which is the most essen-
tial factor in all wind instrument playing, and when fully acquired, relieves the constant ten-
sion of the lips. As another practical reminder, the player should commence each exercise
by taking a good healthy breath, filling the Iungs with all the air they will hold. The change
of time is to be observed in every other exercise, without taking an extra breath at the change.
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Group Three can be played in 20 minutes without stumbling or correcting any exercise. Practice

carefully at first, even if some time is spent on any difficult scale.
The lines over exercises in the upper register marked oms?, mean that those measures may be

eliminated according to the strength of your embouchure.

GROUP FOUR

This exercise is excellent to train the tongue for rapid articulation and should be started Met.d=
112, playing it through at this tempo many times without slowing up. Then increase a step until you
reach Met, d-14%, single tongue, according to the limit of your agility.

It may take many months to accomplish this, but keep at it daily and you will be rewarded by the
results gained. Play the entire exercise in one breath.
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These thirty-eight exercises can be played-in half an hour’s time, but I would suggest resting a
few moments between each Group. Do not try to reach high tones until you have formed a proper
foundation, by strengthening the muscles of the lips and gaining control of the wend-power. High
tones will come in due time if there is no strain used.

Remember that an infant does not walk when first born, neither can a child four years of age,
walk as fast as his dad. Have patience,keep your mind constantly on what you are playing,and above
all things, do no¢ guess, be absolutely positive and confident. Drive all fear out of your system and al-
w'?ays play.in a happy frame of mind, to derive pleasure and satisfaction fromyour daily practice.
27187 - 15




THE

COLLECTION

Transcriptions, Arrangements and Original Works forBb . Trumpet and Piano

Dubbed the "Heifetz of the Trumpet", cel-
ebrated Mexican trumpet player Rafael Méndez
was a legendary figure in the era of Hollywood
and the Big Bands. Now 37 of his most popu-
lar contributions to the trumpet repertoire
Ll have been assembled in this superb collec-
tion. Highlights include Mexican Hat Dance,
Habanera from Carmen, Zigeunerweisen, Ave
Maria (Bach-Gounod), Jota, Danse Bohéme,
and Scherzo in D minor. A Biographical intro-
duction by Ken Smith, a Discography and a
personal note by "Doc" Severinson are
also included, making this book
an essential purchase for
every trumpet player.

Trumpet and Piano - 256
PpP- !
Trumpet Solo Part 72 pp.
ATF126

ISBN 978-0-8258-2146-2 I UPC
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