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Foreword

This book is intended to extend the techniques discussed in other books rather than to supplant or
compete with the books and methods now in existence. It will neither discuss nor ignore the tradi-
tional trombone, but will build upon that which already exists in trombone materials and orchestra-
tion books. Books to consult before reading this one would be the trombone books by Fink,

Ga'gory. Kleinhanimer, and Wick, as well as such basic orchestration books as those by Kennan and
Piston. David Baker s Contemporary Techniques for the Trombone should also be examined with
special attention to the value of exercises and drills. WTiile Baker’s book “addresses itself to the
teacher, student, amateur and professional trombonist ... this book is for composers as well as
trombonists and. of course, teachers in both fields. Composers and trombonists alike need to be aware
of those techniques that are idiomatic to the trombone.

Traditional technique cannot be ignored, since it is mandatory in order to learn and master new
techniques; learning and mastering new techniques enhance and define more clearly traditional tech-
nigques. The old and the new, so seemingly separate, are actually inseparable and, in the long run,
complementary, even if in the short run this seems not to be the case.

In examining the reasons why this condition exists, at least on a brass instrument and particularly
on atrombone, | studied the Australian aboriginal didjeridu, a hollowed-out tree trunk that functions
much like a trombone (see Appendix Ill). It turns out that much of what | thought was new is a
two-thousand-year-old tradition! As far as can be determined, the aboriginals have been using many
of these “new” sounds for centuries. This information led me to conclude that this treatise should be
less concerned with what is new or old on the trombone than with what is idiomatic to the instrument.
These idioms have been of foremost importance in my determination of the trombone’s acoustical
repertoire, which is the subject of the book.

The trombone is not an instrument in the usual sense, since it has no reed to make sound; rather, it
is a resonator of whatever sound is introduced at the mouthpiece. This “non-instrument” is similar
to a megaphone; its real function is to focus the sound rather than to amplify it. That is to say, the
trombone primarily controls the quality of tone produced and, secondarily, increases the loudness. It
is this quality of tone that produces the sound of a trombone rather than the sound of, say, a bantone

horn. That the trombone can be simulated by a garden hose fitted with @ mouthpiece and a funnel



I OH I'WOU 1)
J

Itm ill HW.I.MI linm-

| IR 0 .MIlLe..U lIH I'> « l.«tal in,
| DT .

et e et e, FlLicel Ll T
........... . RO I |

» 1,1.1 1.,,,,1,,« lIM'll

AL LI L M«ldng, . L

ttic t«t»l
lhan ,,,, ,he

M1 me..r -LHIV uiiir I. y.nm.tly -pa,! on twsc
.......... - " tiody u,c,

-y on,criiicl Will, iwW  |,r.»l,.clL.ii ..l loiic nr wifi, ,,w,lily than««.

'm 1, Ll kecmill miel 1 <tiiitiii', L e e *flcsircil. < hiiptcrs are cross-rcfercnced

.1 2w 1110k 1 IMIEL <1, L= 1 » i I'>"1»'l ciinTCCutively. One can also read

ol tliiniiHIi 1lk* M-mliMK<*l [li'-v” cliiiitictH. one can hcKin to think about music that is truly
I«llonuitli loi lic It<iinh(inc<

IlilH Iwink U nil Invlliilinn to cKpcriment with the materials provided, and it is my fervent hope that
the tni(UM will do Ililn lirgiirMliy while readinn lhc book. It is also an invitation for composers and
pnldiinns letii>nslru« t plrcrs toncther, and fiirtherinore, to take the time ncccssary to become really
iiciliniinInl with Ihc troinbonc. While doiim so, readers arc encouraned to exercise the same diligence,

tliiil in luuiilly reserved lor ac»iiiinnn knowledne of the strings or piano. My own view - which may
hr a slnittiliir one  is thiit » composcr and performer, when niven the chance, can work together bene-

Ikially tiiul produce works of u (juiility fur Jtrcuter than just the sum of the two people’s efforts. Such
collaboriitlve works, nil fully documented in the Bibliography, provide most of the examples for this
book. My orientation is performance; that of the composers is, of course, composition; however,

the best description of the collaboration, in Robert Frickson’s own words, is the phrase, “Each gets
Inti) the other’s pockets."

lo inentlon Robert Hrickson is to cite un individual who, perhaps, has thought about the trombone

as a source of sound and sight more deeply than any other composer. This has been in part due to

tily own insistence, but, for whatever reason, he has devoted his sole attention to the trombone at least

twicc to produce two major works for trombone, the /ilcercare 5(1966) and General Speech (1969).
Other c(JUiilly Important works are also collaborations, such as Luciano Berio’s Sequenza 7 (1966)

or Pauline Oliveros’s Theater Hece (1966), the latter actually a three-way collaboration of OliVeros,
chorct)Krnpher I'li/.abeth Harris, and myself. Oliveros sees an instrument as assuming virtually the
entire personality of the instrumentalist. No other person, so far as | know, works in quite this fashion
n»e point here is that none of these picces could have attained their high artistic level without the
Mrorcnicntioned collaboration. | see true value in collaboration and fmd it preferable to com poser and
pcrl.itincr woikinii wparalcly in lThoir wpatatc tower* (nol necessarily ivory), rarely communicating.

(irantcl, collaboration requires more work from each party, but each is then more satisfied and the
lonjt-tcrm value is far more significant.



foreword 3

It has been my experience in the past to find many trombone players distraught at the sight of
so many difficult new pieces. Happily, this state of affairs is changing as trombonists begin to realize
the tremendous acoustical potential of their instrument, and that they can exercise some control
over their own artistic destiny. Indeed, trombonists should take responsibility in acquiring new litera-
ture, such as is being done through the International Trombone Association. TTie above organization,
and the various trombone and brass workshops here and abroad, provide a convenient and comfortable
structure from within which works can be commissioned. As good as the above-cited group effort is,
however, individual endeavor will probably bring about even more fruitful results. If the individual
trombonist can face this challenge by meeting composers and inspiring them to write for him or her
as an instrument and, possibly, as a total personality, then my efforts will be more than amply rewarded.

Stuart Dempster

Seattle, Washington



Chapter I:
\""oice and Multiphonics

A new study of the trombone is best begun with the most important secondary pitch source: the voice.
Using the voice to produce harmony in the trombone dates at least to the turn of the century and
possibly much earlier.” Probably the most famous early example in brass literature is in the C. M. von
Weber Horn Concertino, Op. 45, during the cadenza.® While not a new idea, use of voice has appeared
mostly in the back of method books as purely an exercise, and it seems likely that neither composer
nor performer took much serious interest in it as a musical resource. During the second half of the
present century, however, a tremendous interest has developed in this “double stop” technique to

such a degree that it probably holds equal status with the vowel sounds as the most popular, successful,
easily learned, and best organized of all the new techniques.

THE VOICE

Ifone is merely to speak into the trombone, the megaphone effect is easily observed. The best reso-
nance is achieved by seahng the lips on the mouthpiece, just as one would naturally do for normal
playing. Speech is a good sound source, and although the distortion is significant, the words can still

be understood.*

1. Glenn Bridges, in a letter dated 12 August 1974; “There were many who were good at it.
Gardelle Simons was a master at this besides Pryor, Mantia, etc. | heard Mantia do the stunt on Euphon-
ium back in the 1920s. Even old Innes did this when he came to this country in 1880.1would say it
goes 'way back. | have little doubt but what it was done in England in the early 1800s. Many early
comet players did the stunt very early. In fact it is a well-known fact that ARBAN did all of these well-
known stunts.”

2. Larry Weed, in a letter dated 11 March 1975: “Birchard Coar’s book on 19th-Century Horn
Virtuosi credits Hampel with both stopped horn and simultaneous notes (circa 1786).”

3. In the Krenek Five Pieces, page 11, “muttering” is required. 1llike to think of things to say that
are appropriate to the time, place, and audience; however, it should not be understood any more than
muttering would be normally understood. It is followed in this particular case by a “bark,” a dog bark
that appears as well in other pieces such as in Cage’s Solo. See the section on animal sounds in

Chapter VI below.
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1. VOICE AND MULTIPHONICS

To understand the voice alone, one can hum - with lips closed so the sound actually emanate
the nose - alternating with an open-lipped sourifl (a normal voice “ah™). I have termed this “u’
sing,” and the notation would be as in the following example:

Example 1; Humsing

7?%ia' w-WTfrmTTTWw sr w?2*-WWW *

It is not necessary to stick to “ma”;the sounds “mi” (mee), mo (moh), “mu” (moo), or

(mee-ah-oh), etc. (cf. Chapter Il) can also be used. Once again, the seal of the lips on the mouthpiece
must be correct. The next step is to sing through the trombone just to get used to the idea. This is

normally not interesting, though the sound is needed from time to time. The interest generally come®
in its combination with the lip.

VOICE AND BUZZED LIP

After the voice alone, then, proceed with the unison (Example 2) and learn to keep this unison in
tune and in even volume.

Example 2: Unison

Then practice moving away from the unison, first by moving the slide a little down, then the voice a
little down. Literally count the number of “beats” resulting from the intonation (these “beats” are
requested in Donald Erb’s. .. and then, toward the end. .. during the cadenza). Finally, reach the
distance of a half step, stopping along the way to try and tune quarter tones. Practice all the intervals,
tune carefully, and listen to all the added tones or intonation beats. A major sixth or minor seventh,
for instance, will give a three- or four-note result.

In producing double stops, most people prefer to keep the voice pitch above the lip pitch. The
reverse seems harder to control even though it is used more than just occasionally, which will be
seen later on. Perhaps the most important thing to keep in mind is that one must “shout” the voice
through the instrument while at the same time allowing a “breathy” lip sound to go through. This is
because both sounds (lip and voice) are functioning in the same chamber, and tricky balancing is

necessary, therefore, to keep the two sounds relatively equal. The following example (3) is useful
for mastering this balance.

Example 3: Unison with Alternating Dynamics
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I. VOICE AND MULTIPHONICS

When this alternating dynamic exercise is practiced correctly, one will hear the same pitch with
only a timbre change, which should be as shght as possible. Practice letting go and reattacking each
timbre as it becomes soft, in such a way that the fade and return of a given timbre cannot be
discerned/ Another practice technique and its variant are seen in Example 4.

Example 4: Glissed and Slurred Pitch Exchanges

This is an exchange of the same two pitches from lip to voice to lip to voice, done by either glissando
orjust plain slurring. The slurred version can be practiced fast enough to be a trill effect and should
be done occasionally. Keep in mind, however, that these techniques are in their elemental form and
that it is quite possible to find them in more difficult parameters,

The next step would be to learn a chorale such as that which appears in Mueller’s Technical Studies,
Vol. IL® Mueller states that if the intonation is true, three- and four-note chords will sound. He
further states that “such a chord certainly does not sound loud, but the player who can execute this
trick well is sure to greatly surprise the listener.”* The playing of chords is still a surprise to most
people, but perhaps eventually it will be accepted as it properly should be - as another idiomatic
sound. This is not a loud device, and the limit a composer should think of is mf, for if written any
louder the voice cannot keep up.

The difficulty in mastering voice-lip double stops is akin to a piano student’s first two-part piece in
which the hands must act independently. The voice and lip must be able to go in different directions
at the same time, but, when first learning this, the voice will want to vibrate sympathetically with the
lip. After one overcomes this, the use of the voice-lip technique is easy and is one of the elementary
steps of mastering the trombone.

Women will discover that many works have parts written too low for their voices, and the woman
player must try octave displacement or other compromises in order to perform some of them. For
instance, | occasionally find a piece that is out of my vocal range as well, but | have discovered that
reversing the parts (the voice below the lip) will generally solve the problem. For these reasons, and
because the voice used in conjunction with the lip loses a fair amount of the low range, composers are

encouraged to write vocal parts that lie in a “second tenor” range (see Example 5).

4. It is not clear from Berio’s notation, but this dynamic exchange is exactly the technique desired
on the last note of his Sequenza V. At the very end, the bringing of the trombone down away from
the lips while the vocal sound continues is marvelous as both an acoustical and a theatrical gesture.

5. Robert Mueller, Technical Studies for Trombone (New York; Carl Fischer, 1924), Vol. Il, p. 58.
6. Ibid.
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K r VOIC-K AND MIil. I'II'HONICS

fvxjimpic 5; Ref«)nimcri(lc(l Voicc R;itim*

I+

Women may complain (hat this voicc ranne is placc«l too low, but men may complain that it
high! Nevertheless, the composer must liave something to work with, and while men can, even if they
often will not, scream a good fifth above the (I indicated above, women can scrcarn a Koorl bit hiy"itf
than that! Ilic low range is of critical importance here because it is somewhat tjpen-ended; however
most trombone players would be quite adamant about havinK any voicc usa»<e conform to the above
example. Perhaps it would be best to compose “ossia” parts so that performers of either sex could

double stops the way the composer intended,

THE SCREAM

The voicc in its high register (falsetto, for example) creates vast changes, and one can literally scream
through the trombone to make loud sounds indeed. A study of the didjeridu (set Appendix III)
shows that, like the voice in general, the scream is part of its performance tradition. The aboriginals
use the high sound to imitate animals and the middle-range voice to produce chords. TTiese sounds
arc not new, then, but are really idiomatic to the trombone fcf. Chapter Vf).

Various vocal sounds, particularly the scream, can effectively mimic the sounds of electronic mujic.
A higli scream, along with a low-played note, probably comes closest to a “ring modulator” effcct.
This sound can be coupled with vowels for an even more striking effect and is quite easy to do. To
achieve more complexity, one can add a vowel mute, such as the wa-wa or plunger, thus allowing
two vowel changes simultaneously. The only danger here is that, because of the complexity, the effecU
cancel each other out; that is, when too many effects are performed at the same time, the texture

becomes cluttered.

HIGH REGISTER CLOSE DOUBLE STOPPING

One use of double stops that should be noted is the use of played-sung major and minor thirds in

the high register. The special feature of these intervals is the production of low-register resultant or
combination tones. It isunfortunate that these thirds must be played quite high to have the low tones
brought up into the audible range, because high double stopping is fatiguing. It tires the throat and
creates an unpleasant back pressure, so it is not advisable to continue for a long time,” One can also

vary the low resultant tones by varying the interval up high, even moving into seconds or fourths.

7. Women, however, may find this a great deal easier than men, and there is, to my belief, a whol*

world of double stops, including these close intervals, available to women players that warrants
exten.sive investigation.
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When approaching seconds, however, the intonation “beats” emerge more prominently; in fourths, a

more chord like effect is achieved. In any case, the sound isso complex, it would not be advisable to
use many - if any - other effects at the same time.

SPLIT TONE

The split tone is another effect that clutters the texture. It isjust what the name implies: a split —in
this case, betv*een two partials so that elements of both partials are heard.® This is a means of pro-
ducing multiple sounds - a “multidivider” - not by using the voice, but by the lips breaking up into
two embouchures. Theoretically this can be done between any two partials, but on the trombone the
area between the second and third is best® The procedure also may be used between the first and
second and between the third and fourth partials, but both of these are unstable and should only be
used with caution. TTie performer must hunt for the balance point between the two partials; this can
be heard or, more properly perhaps, felt. One way to learn this technique is to lip slur back and fourth
on the two partials, slowing down until the balance point is found. This slurring, by the way, is
itself a useful device. Austin suggests that for this split tone effect one should “overblow ,"but this
implies that the technique could not be done softly. Such is not the case, for it can be done softly
rather well. Another useful idea is to glissando the split tone, which can, with practice, become very
smooth.

Mixing split tones with vocal double stops is possible but is usually not desirable, for the result
lacks clarity and is too muddy and complex. The best mixing comes with the vowels or mutes, as
noted earlier for the voice; however, it must be used with discretion.

BUZZED UP AND MUTED VOWEL HARMONICS

Within the context of normal playing, certain vowel shapes can produce multiphonics." The first

step in producing a multiphonic effect is to play a long, low pitch, such as Bb in the bass clef staff.

8. There is another kind of split tone whereby the lip actually divides into octaves, two distinct
pitches being heard. A few players can do this rather easily, whereas most seem to have quite a problem
with it | find myself in the latter category and suspect that it may be too unstable to be depended
upon as a compositional device. A possible substitution is using the voice with the lip m octaves. Ex-
tended examples appear in Roger Reynolds’s " ... From Behind the Unreasoning Mask" far Trombone.
Percussion, and Tape, recently released on New World Records NW 237.

9 Larry Austin in his CHANGES, writes on page 6 and 7 only a fourth apart instead of a fifth
apart for the second and third partials. It does not matter, really, since the effect is the same.

10 Ibid page 6 James Fulkerson states that if one thinks of the pitch between the partials and
tries to plaC that pitch it will be easier. Further, he also states that turning the lips out a little (like a
pucker) will also help. I concur with Fulkerson, having tried his suggestions, and 1fmd that these
split tones are useful in a much wider range.

11. The method for producing the basic lip vowels that ar« necessary here are described in Chapter
Il under “Buzzed Vowels.” Keep in mind that, in producmg buzzed vowels, no voice is used. See also
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Over this steady note one changes the vowels by changing the oral cavity. The idea is to do the chan
extremely slowly so that various partials of the Bb will be emphasized. It is possible, by stopping the
change, to make any one of the partials prominent enough to be actually heard as a separate pitch.
Since this pitch is heard in combination with the low drone note, a multiphonic is created.

These multiphonic effects are named “Vowel Harmonics, and as such are briefly mentioned
under that heading in Chapter Il. Example 6 below shows the playing range and the available partial

spectrum.
Example 6; Playing Range and Oral Shaping Partial Spectrum Available

I consider the low Bb to F “best” range as the most “juicy” because when a player passes through
the spectrum quickly (the vowel effect) a very liquid sound is produced. Passing through the spectrum
slowly produces the multiphonic effect, as noted above. Wavering back and forth from two adjacent
partials (the vibrato effect) is also very useful, and is discussed in Chapter V under “Tongue or Vowel
Vibrato.”

General Speech by Robert Erickson (see Appendix ) uses precisely the playing range shown in
Example 6 with emphasis on the “best” or “juicy” pitches. It isnot an accident (although 1| think it
was probably unconscious) that the composer chose this range due to its speechlike quality and its
resemblance to the male voice range. It is due to the use of these high partials that the piece becomes
so intriguing. General Speech will be discussed in detail in Chapter II; in this discussion it is the settling
down on one or another partial that is being examined.

If a Bb in the bass clef staffis played, the partials that can be emphasized are partials 8 through 12
(Bb, C, D, Eb, and F). If an F just below the bass clef staff is played, for instance, the choice in the
spectrum is partials 11 through 16 (a sharp Bb, C, a sharp Db, a flat Eb, E, and F). Example 7 shows
this graphically below:

Example 7: Multiphonic Choices on Low Bb and Low F

>arfi*l |

17
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the section on the “Spectral Glide” in Robert Erickson’s Sound Structure in Music (Los Angeles:
University of California Press, 1975), pp. 72-75.
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The wa-wa mute can also be used pr«,,ce a muWphon”c effect. The hand open.ng and closing
over the stem of the wa-wa is comparable to the vowels shaped by the oral cavity. An effective playin*

.nge isfrom Bb to F >nthe bass clef, and the partial spectrum available is from the D near the top

of the treble clef Staff to the C aboyg fsge EXMPiIR 8). Notice How the behavior, although similar to
the lip vowels, is in a much tighter overall range.

Example 8; Wa-wa Mute Ideal Playing Range and Partial Spectrum Available

Shown below, in Example 9, are the possibilities of two pitches within the range indicated in
Example 8 above.

Iq Example 9; Multiphonic Choices Using Wa-wa Mute on F and Bb
li
P.t;l; 3 t r 6, 5-4 7 ]

m» " . 4U (A

In both Examples 7 and 9, one should notice how, as one plays lower, the vowel spectrum is more
densely populated; that is, one uses a higher set of partials even though the partials remain in the same
pitch range. Contrast this with using the voice all by itself and altering the oral cavity, where the partials
of the voice being altered, roughly partials 3 through 10, remain the same and move up or down as
the sung pitch moves up and down. | suggest that the reader experiment with the voice to get the idea.
Superimposing this type of a multiphonic over the “ring modulator” effect (see “The Scream”
earlier in this chapter) can produce unique three- (or more) note chords. This mixing should definitely
be experimented with as well.

Another excellent mix to try is the combination of the vowel harmonics for the low Bb in Examples
7 and 9. The procedure consists of buzzing (normal playing) one set of harmonics and superimposing
the other set from the wa-wa mute. The only common ground between the two is partial number
eight, and perhaps partials nine and ten, so the combined multiphonic structures are interesting indeed.
It has a “sing-song" effect when the mix is done fast (see recorded examples).

mDie didjeridu (see Appendix Ill), droning on the same low F as in Example 7, emphasizes partials
5,6, 7, and 8 below what is shown in Example 7 for the trombone. Then it doubles up, emphasizing
partials 10 12 14 and .:s. .n« 1eaving OUt the odd number partials except 9, Above partial 16, the
didjeridu seems to give a full spectrum. These differences may be caused by the special peculiarities

of (1) playing on the didjeridu's fundamental, or (2) working with a pipe that overblows at the
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, Mh or 12<h, or (3) bo.h; bu, a pUs.ic sewer pipe gives .he same result. 1certainly do no,
physics ofil all, but the didjeridu seems to have an expanded partiaj range stretchmg above and b’iwv

what is seen in Example 7. This factor may explain why vowels (and vowel harmon.cs) are of

siderable importance in didjeridu technique.

AUXILIARY DOUBLE OR SINGLE REED

One “multidivider” yet to be discussed is the use of an oboe or bassoon reed inside the trombone, or
the substitution of a saxophone mouthpiece for the trombone mouthpiece.« Insert the double reed
into the trombone mouthpiece and play on it just as one does on an oboe or bassoon (I rather prefer
the bassoon reed). For some reason, the reed sound breaks up in peculiar ways not possible on oboe or
bassoon, thereby creating an interesting and distinctive resource. Similarly, a saxophone mouthpiece
can be altered to fit on a trombone; the sounds are of the same genre, even though distinctive.
Composers would be wise not to ask for specific pitches or chords from these assemblages, since in
the hands (or in the mouths) of trombonists, they normally lack control. They are also loud and often
speak with an accent or not at all; practice, however, can usually control this factor.** Extended
passages should be avoided, as using the reed is very tiring unless one has conditioned the required
muscles; it also produces a back pressure and throat fatigue similar to that noted in the above descrip-
tion of double-stopped thirds. Some combinations with mutes, glissandos, vibratos, and so forth can
be considered, but basically the double and single reed can create complex sounds which are excellent
for imitating electronic music. Not too surprisingly, it creates results and problems similar to those
found with the split tones and high double-stopped thirds.

Although a few comments have been made in this chapter about combining elements, the reader
should keep in mind that this is a book about elements. It is not possible or even desirable to exhaust
the combinations of devices; | wish rather to encourage the experimentation of these and all other
elemental effects discussed. The voice can be combined, perhaps, more easily than some of the other
effects in this book, but the split tone and double reed techniques will not lend themselves so easily to

this. The key words are always experimentation and discretion.

12.  The most famous if stylized, example of this is Gordon Mumma’s use in his Hornpipe (1967),
for Cybersonic French Horn (an oboe reed m a horn utilizing electronic feedback). He has performed
MS/snTn . . . é:oncerts, and it can be heard on Mainstream Records
MS/5010 i bfl/c Arts Union - Electronic Sound.
of equipment and can produce a
lutinifce slide the double reed in and out of the
Aguiar playing to double reed use. One should be careful not

toswalC I” TTie H
or take it offm arrangement, by contrast, requires that one stop playing to put it on

n A
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C/™hapter |II:
V™owc'ls and C>)nsonants

Vowels and consonants imply spccch, of course, but then the relationship of the trombone to the
voice is not new. Indeed, the names within the trombone family originally were soprano, alto, tenor,
bass, and contrabass, whereas ail the other brass are named by key. Of the wind instruments (and the
voicc is included in this category), only the voice can glissando as easily as the trombone. The use

of the voice in the trombone is significant, and, as stated in Chapter I, the voice and the vowels are
the idiomatic elements emphasized in this book. Vowels and consonants best demonstrate the body as

resonator and have a tradition of several centuries in didjeridu playing.

BUZZED VOWELS

Historically, vowels in the trombone can lay claim to at least some earlier twentieth-century use. The
most famous examples would be in the trombone playing of the Spike Jones band during the forties
and fifties." The sounds obtained were simply u-i (0o-ee) and were mainly employed as a humorous gesture
rather than in the more complex forms that will be seen later in this chapter. A rebirth, then, could
be said to have occurred with the composition of the Berio Sequenza V. Here, voice and lip play
several parameters (cf. Chapter 1), vowels are used, and at one point the word “why” is spoken aloud
without the trombone. Elsewhere in the work there are played references to “why,” which breaks
down into u-a-i (0o-ah-ee), and, coupled with the plunger (itselfa “vowel” mute - cf. Chapter IX),
this makes a very good “why” with the lip (see the two sets of brackets in Example 1 below).

The beginning step, of course, is to leam to produce these vowels, and one can obtain an a (ah),
i (ee), e (a), o (6 or oh), u (00), and (to parody the grammar classes) sometimes y (05-ah-ee). These
sounds are produced by altering the shape of the mouth cavity and by changing the placement of the
tongue. The a (ah) is produced in the so-called normal “bel-canto” tradition so elementary to western
brass playing. The o (5 or oh) is very close to the above, except that the lips and forward mouth are

pursed more dramatically. There is, through the instrument, almost no practical sound difference

1 Two recordines ha”e been released consisting of reissues of these early 78 discs. The Best of
(?967r ~ LSP-3849(e) has “Cocktails for Two,” “Der Fuehrer’s Face,” etc.,

and Spike Jones is Murdering the Qassics (1971), RCA Red Seal LSC-3235(e) contams the “William

13
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Example 1: Berio Sequenza V, Section B, line /

Copyrighi 1968, Universal Edition.

between a and o, so the composer wouJd do well to consider them identical. The i fee) is produced by
a closed mouth, extremely pursed lips (with perhaps a slight roil outwards), and a forward tongue
almost closing off the air stream on the roof of the mouth. The teeth should, however, remain open
enough to retain good resonance. The u (00) is produced by a similar process to the i; however, the
tongue is not so far forward and may be all the way back. The e (a) isjust the reverse of both the i and
the u: the mouth is more open and the tongue more forward, although not quite so tight against the
roof of the mouth. The y (0o-ah-ee) is a combination of three more elementary vowels.

A number of pieces require vowels. Without question, however, the most extensive use of vowels so
far for trombone appears in General Speech by Robert Erickson.” In his earlier piece, RicercaredsS, the
use of vowels is limited but interesting; however, General Speech is virtually a vowel piece. It isa
speech, parody, or both, and nearly every vowel is used, as well as consonants. Consonants, of course,
are difficult to really utilize, but a satisfactory approximation of them can be performed (this will be

discussed at the end of the chapter).

VOWEL HARMONICS

It is possible to move back and forth from one vowel to another, and this movement can be a sort of
waver or vibrato if desired (cf. Chapter V). When this movement is slowed down, one can hear different
partials of a harmonic series, and the term “vowel harmonics” is thus appropriate (cf. Chapter | under
“Buzzed Lip and Muted Vowel Harmonics” for a complete discussion). These vowel harmonics figure

prominently in the didjeridu playing tradition, by the way, and are worthy of careful study in that

context.

yOCAL VOWELS
Vowels can be made with the voice alone, of course, and the example (2) below shows how the vocal

vowels are in juxtaposition to the lip vowels.

Jot*aSoHhese r*cSgsTs Thmmy APParently the trombonist on most (if

recorded on DGG nT*OOS~CAvanfc™ N trombones for trombone vowels in French. It
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Example 2: Berio Sequenza V, Section A, line 2

Copyright 1968. Universal Fdition.

One can readily see how to make the vowel, such as u or ua, with the voice (see brackets) and then
play it on the instrument. When playing, the mute is used as an aid to achieve these vowels (by moving
from + to 0). and the results of the two methods of production are very similar. In this particular
case, the head should be turned away from the instrument and then returned quickly to play. This is
wonderful practice for firming up the embouchure, since the embouchure must be formed on the
instrument so promptly.

Vocal vowels can also be sung in, or through, the instrument (cf. Chapter I). In Erickson’s General
Speech (Appendix 1), the voice is used (through the instrument) to inteiject certain syllables. Usually
it is the en syllable, as in “reverently” (line 2), “whe«” (line 6), “leaven” (line 10), and “entire”

(lines 10-11). Also observe “of” and “national” (line 11) and “in" (line 14). The enunciation of these
sounds is very important in producing the full effect, especially since they are so short (notice that
“leaven” is the only long one). The play between the spoken and lip vowels becomes dramatic in line
11. Also, in Erickson’sRicercare a 5" the “ma-moo-mee-mo” section imitates, or, as the solo part
says, “echoes” beautifully the lip vowels preceding it (cf. Chapter I).

Much more is possible with this effect, and it is the first step to consonants that are, in a sense,
tonguings. The “m” (and “n”) sound is really only the voice hum; as such it has already been mentioned
in the first chapter. Vowels rarely just 5/arr but are often begun via a consonant or tonguing. An
attempt will be made to sort out the various tonguings (or “articulations,” if one prefers) and to point

out that the various consonants are simply part of a tonguing continuum.

TONGUINGS

Traditional tonguing is a “tu” or “du,” depending upon whether it is legato or not. It might just as

well be “ta” or “da” (or “toh” or “doh” if the proper vowel were considered), and both tonguing
descriptions are found often in traditional methods. The next step, of course, is to double or triple
tongue. Many famous methods will have a “tu-ku” or “tu-tu-ku” (or “ta-ka” or “ta-ta-ka” or “tu-ku-tu”

and the like) to represent this sound, which is akin to didjeridu mouth sounds.-*

3. See page 5 of the score.
4 This whole discussion brings up the didjeridu (see Append” I11) becausemoulh sounds are used

indTdjeSeaching to represent what the player is to do and what sounds he b to make.jusl
as the mouth sounds referred to here.
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,he eedood.e” .ongu. used inJazz, discove,d by Car, Fo«a,a,
tu an e emeMs .hieh
t,, and

" . h
n,,I Wil,nn." The “doo- and “die” elements are opposite to the
mleaded,y s.aceato. In fact, many teaehet, point out that, when p.ct.ced slowly, the
element, must be ioud and extremely short.« This is not so with the doodle, m which eachel.,,,,,,

i, designed to be lon, and, so far as | can detetmine. rately loud. What a remarkable difference in
wn«iiinK,. and ye, they are both sides of the same coin] “Tu.ku” can be somewhat legato (though i,
would be terme.1 s,oppy by tradltionabsts), but the '‘doodle™ is preferable. The “doodle" to,,g«_
ha, a dcHnite place alongside the “tu-ku” double tongue and will undoubtedly increase in use.’
There |,, a, yet. no common practice of a triple tongue version of the "doodle,” but when there is,
i» mighl be “doo-dle-doo" or “doo-dle-lee”» rather than “doo-doo-dle.” This contrasts with the “tu-
tu-ku” and "tu-ku-tu,” which both seem about equally hard (or easy) to do.

Most tonguing.s are adequately explained elsewhere in various books and methods. To complete the
picture, however, a careful look must be taken at consonants, and the best medium for this is, once

again, Erickson’s General Speech.

CONSONANTS
Many western consonants break down into vowel structures. TTie word “ski,” if it were spelled ac-

curately, would be spelled as in the Japanese "sukiyaki.” This “suki” is pronounced in Japanese in
the same manner as westerners pronounce the word “ski.” There is no real allowance for the “su”
sound in English pronunciation, but it is essential that it be taken into consideration. In the first line
of Genera! Speech (Appendix 1), for instance, in the last part of the word “country,” the “try” part
is really a ““teree” sound, and a vowel sound must be added to execute the consonant desired. Ifall
of these extra vowels were usually indicated in music, however, they would appear too long and
performers might “sit” on all of these spots. In line 1, for example, at the poinr of “those three,”

the “three” being abstracted as “thuhree” immediately following a "zuh" for the “se” in “those,”

creates a very different effect.

5. Phil Wilson, The Great Jazz Trombone Stylists,” in The Instrumentalist, February 1974,
pp. 5~51. Wilson uses the term “too-dle-too-dle,” but the idea is the same. | prefer instead the term

doodle as used by BjJ] Watrous (and others), since both the “doo” and the “die” elements are
legato whereas ‘to0” is staccato. It is accepted by most trombonists that Fontana has “the definitive

fr' IP"™ Sloan may be quoted. Gerry also has recordings of early black trombonists using
doodle form ofarticulation, so it is not as new an idea as it might at first seem.

6.This was the case with all my teachers and is also true of various methods such as Arban’s.
information regarding early legato double tongue. He showed

me a®oD*orR hPrf u®”

pp 69 70 (Musikverlag Wilhelm Zimmerman, 1902),

km,wn lo nTe but is discussed. I1f not the only published example, it is the earliest
ever "onsulted this method

S notfs above).

A fhe “doo-dle-lee” is attributed to Frank Rosolino.
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C.haptci IlI:
Cilissandos

Glissandos are of basically three types.* Two, the “normal” and the “bent tone,” are “same partial”
glissandos, and the remaining one, the “harmonic,’is a “changing partial” glissando. Of the three,
only the “normal” is the one most readers will recognize, since it is the one used in Stravinsky’s
Pulcinella, Fillmore’s Lassus Trombone, and in many other works. Other examples of the “normal”
glissando are found in both jazz and the symphonic field, and since it is covered well in standard

orchestration books, it will be dealt with here only briefly.

NORMAL GLISSANDO

Ilia In using this glissando, one usually considers the positions of the trombone and also whether or not
the passage will “lay” properly on the instrument; the idea is to have the trombone gliss stay within
the limited augmented fourth range and not change partials. There are many instances of this augmented
fourth limitation being violated, of course, and as one convenient example (1), the Berio Sequenza V
will be examined.

Example 1: Berio Sequenza V, Section B, line 2, bar 4 (large bar 2)

Copyright 1968, Universal Edition.

nib Notice how the composer has covered the break in the glissando - that is, the change of position
on the same note - with the mute. The change from sixth to first position is made at, or just after,
the point where the gliss crosses the “F” line of the staff. Trombone players, generally, become a“ep

at this, especially if the passage does not move too fast. The slide must move very quickly at the

I. See also voice glissandos in Chapter | and piano string glissandos in Chapter VIII.

18
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inscant of change; and the slower ,he overall glis, the more successful that quick change. This effect

can be accomplished throughout the range as long as the same necessary change note appears in two
slide positions." Even the -F" attachment can aid this possibility, but changing In the lowest range
will not work as well (see a discussion of the famous low B to E glissando in the Bart6k Concerto for

Orchestra in Appendix V).

bent tone

A bent tone is the result of a player taking a given pitch and, while retaining the same length of pipe
(not moving the slide), lowering or raising the pitch simply by making the lip buzz lower or higher
than the pipe will comfortably resonate.® The key word here is comfortably. Any pipe, no matter

illc

what the length, will tolerate any pitch; however, for the richest and generally preferred sound, a
length of pipe in agreement with the desired pitch is chosen, A bent tone is the violation of this agree-
ment. Bent tones are not peculiar to the trombone and are commonly used in jazz, having quite a
lengthy tradition on both the trumpet and trombone. The bent tone is related to, and often coupled
with, the half valve effect (cf. Chapter VII), and is one of the oldest “new” sounds on brass." Jazz
trumpet playing has used both phenomena separately or together for several decades. Trombone
playing, on the other hand, has only had the option of bending tones, since jazz artists seldom use an
“F” attachment.

Phil Wilson is no doubt the jazz player who presently performs definitive bent tones.® Often
starting with just buzzing, even to the point of not really sealing the lips into the mouthpiece, he
moves into the mouthpiece with a combination of a buzzed glissando and a bent tone. Usually, the
trombone player’s imitation of this old trumpet style is done via the bent tone. Phil Wilson has just
carried it one step further in allowing the seal between mouth and mouthpiece to disintegrate occasion-

ally.® Generally, bent tones can be used throughout the range on the trombone. Some players find it

2 One of the longest glissandos appears in Donald Erb’s/n No Strange Land. It is done very slowly

and requires many changes to get from the top to the bottom of the more than two octave spread.
One is urged to consult Nonesuch Recording H-71223 near the end of the second movement and also
note the careful minor ninth tuning maintained between the trombone and the contrabass.

3. There is some sympathetic action of the throat as well (cf. Chapter V, notes 4 and 5).

4 Larrv Weed in his letter of 11 March 1975, states that “bending tones was a necessary part of
Renaissance brass performance due to faulty instrument construction, lack of standardized pitch and
the problems with chamberchoir pitch. Hand stopping also allowed some help as well as pierced finger

holes.” (cf. Chapter Il, note 9.)
ac r pcter Lashlcv and Roswell Rudd should also be examined. See

c -n. 1 f
n Analvsis' Trombone (Chicago; down beat Music Workshop publications,
°m ) « 3 e d with .he Roscoe Mitchell Septet, and Rudd, who
plalso has L own albums. Recen«y the work of Dick Griffin, Albert

Se7w *h toh"e Z
Mangelsdorff, Paul Rutherford, and Eje Thehn have come to the forefront.
, fViicinto his own style after hearing Vic Dickenson. See Wilson’s

articte“T ~r G S Jazz Trombone Stylists.” See also David Baker,/ozz Styles and Andysts: Trombone.
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difficult to bend over long distances; however, on the “T attiioluneiit troinfmne. a play”f |,

aid of the half valve option. Most players will find hendinn down eiisior than K«ndin>. ,p A~ * If

UARMONIC C.ilISSANDO

The harmonic glissando is like a bent tone except that the pertonnor "bumps” over severiii pnr,
This cffect is generally termed a “drop” in jazz, but indicates a rather siH'cified use of the In,,
glissando and is probably the oldest forin. It might simply look like this:

Example 2: Drops

n "

Example 2b exhibits a less common but occasionally seen version of tliis phen<mienon, especi.illy on
trumpet. Both are methods of releasing a note and are usually executed fast with a sliglit diininucnJn
Occasionally a big band will do a long, slow drop with the entire sections of trombones and Irurpi>i>
together; these often are combinations of bent tones, half valve, harmonic glissandos, und tionnal
glissandos.

The reverse of this phenomenon is the “‘rip,” which is a way of attacking the note; it niij’iit Iwk
like one of the following;
Example 3; Rips
Jee, ST Mp (If *»effeee) Jrf KipO'

“¥K) >

Example 3c would not be as likely on trombone as on tmmpet. This has also been tenned the “scoiH*
yet this term can apply also to Example 3a or 3b. The term “rip” is more likely to be undorsfooil.
The confusion with rips and drops is really in that any or all three - bent tones, half valve, or liiinnouK
glissando - might be used. The term “smear,” by the way. generally applies to the "nonnat" diSNiiiilo
but will probably most often apply to Example 3a or 3b. There is much confusion with ail thesi' miv
but, in any case, all of these effects have been in use in jazz for many years.

What is new about harmonic glissandos is the extended u.se now made of them and the ditlereni
forms they have taken. This increased use dates roughly from the time of the composition ol
by Jan Bark and Folke Rabe, put together" in the early sixties. It was. for instance, a very inniu'nn.il
work for Erickson’s Ricercare a 5, and served as an inspiration for both I'rickson and me to work on

pp. 135-137, for the complete written out solo that Phil Wilson played in ‘enight of the Sackbiii
from the album The United States Air Force Presents “Serenade in (Program No.

Side A), See after letter L for the buzzed glissando and bent tone, as well as multiplionies.
Tud-Ul tongue, and much more.

7. See the discussion in Chapter Il about “fake" trigger notes used in the Erickson (\Vh<w/
and look up "privileged” and “falset” tones under acoustics in Robin (Gregory’s /Vic A

8. By use of the term “put together,” reference is made to the original tape version ol
Rabe overlaying the four parts (each of them playing twice).
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new trombone sounds in conncction with our collaboration on the /iicercare. Many techniques are
Loiiitnon to both of these works, aiul several of them belong in the harmonic glissando category.

It one were to play the harmonic series in first (or any other) position by slurring from the funda-
mental to the top register, one would be playing one of the extreme versions of the harmonic glissando:

Example 4: Harmonic Series, Hxtreme Version No. 1of the Harmonic Glissando

The expected form in these glissandos, however, is to move the slide from first position out to fifth or
sixth, starting on the second partial. Beginning and/or ending notes do not need to be indicated:

ilif Example 5: Usual Harmonic Glissandos

This position movement affects the intonation and produces a very rough effect. This rough effect

can be further heightened by realizing, as one moves from the lower to higher register, that each
change is accompanied by a slight downward *“same partial” glissando, further upsetting the intonation
structure. If Example 5d, for instance, is slowed down it will look like this:

Example 5d (bis): Slow Version of Example 5d

iiig
| m nr zr
This slowing down need not conform to the above, for the positions may be shortened or lengthened
easily. The harmonic glissando is, in some ways, more effective the slower it is done, but most com-
posers seem to prefer the fast version. Also, all these harmonic glissandos can be done from the top
down instead of the bottom up, but the latter is generally preferred. The advantage of the loud, fast,
and upward versions is that they are rough and dramatic.
At the opposite end of the harmonic glissando is the ability to glissando harmonically on the same

note, beginning with the E above the staff on up:

nih Example 6: Same Note Glissando, Extreme Version No. 2 of Harmonic Glissando

z2 -:el- it-x-:erbL-2r )
ZAg— C c”cl”?s shouin)
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Technically this would not be a gl'lssando, N&W@)’@r, itisincluded here for some very obvious ®asons.
rn pe,forming the h,,monic glissando on E, one moves the slide from Il ,o0 V ,0 VIl ,0 V Ny
holding .he E pitch .s steadily as possible. The moving slide (length of tubing change) will late the
pitch down o, up, while the lip fights against it in order to change partials and hold the same ncte.
On any common slide position chart, the E appeani as the sixth partial in position I, the seventh
partial in position V, and the eighth partial in position VII. A similar situation ex,sts for every note
upwards, and, beginning with Ab above the staff, one has four (or more) positions for each note, whic],
is due to the closer higher partials.

The more slowly any given “same note” glissando is played, the more one hears the “same partial”
glissando between each “same note” position. The faster it is played, the more it sounds like the
trumpet player (again, usually in jazz) who presses different valves down (usually very fast) while
holding the same note, very much Uke a valve trill (cf. Chapters V and VII1).” Even fast, on the trom-
bone, a “sponginess” of pitch is caused by these same partial glissandos.

These same note glissandos form only part of a continuum, which explains its inclusion in the
glissando chapter. Shortening the positions just a little, one will not have the continuous E, but rather
an E in 11, a quarter tone higher in ##V, an F in VI, and a quarter tone higher F in bVVII (see Example
7a). By shortening still further, one obtainsan E in Il, an F in #1V, a G in VI, and a Ab in VII

(example 7b);

Example 7: “Almost” Same Note Harmonic Glissandos Shortened

7* 7b

Shortening it further and further creates something like the version for Bolos and Ricercare.

On the other hand, if the positions are lengthened rather than shortened, one can get the Ein Il
and the quarter tone below in bV. This works better higher, where there is a little more room to work:
a high Bb in I, a quarter tone below in #1V, and an A in VI (see Example 8a), or a Bbin I, an Ain
IV, and an Ab in VII (see Example 8b);

Example 8: “Almost” Same Note Harmonic Glissandos Lengthened

8h
a 13 D= 3E--—-nr

9. Double tonguing on the same note is also a similar and useful device (cf. Chapter II).
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This latter idea (Example 8) is more difficult to do and is not as useful or as interesting; therefore, the
practical limit then becomes the “same note” limit*® This is appropriate, since the “same note”
harmonic gllssando is a desirable and extremely Interesting effect (see the use of it in the Berio
Sequenza V). In its slow parameter it wil! look a little like Example 5d (bis), except that when the
slide returns, the pattern will reverse itself (see Example 9 done on a high Bb);

Example 9; Slow Version of a High Bb Same Note Harmonic Glissando

| ----- nr-—I—-—-—-m— -l—-----—---- m-—r

(one <cycle shp.i/n'j

The “exact” notations (Examples 5d (bis) and 9) are far too complicated to be of real value, and are
not recommended except to demonstrate the subtle pitch changes that take place.” The beauty of
ail these harmonic glissando effects, | feel, is the “indeterminate” or “wandering pitch” feeling that
they convey. They are easy to do, and to complicate the notation would make them much more
difficult without receiving any appreciable benefit. Let it be concluded, then, that all the glissandos

represent one of the freest and least complicated of all trombone techniques.

10. It might be wise to note that there is a similar extension of the limit of Extreme Version No. 1
(Example 4). This is starting a harmonic series in third position or lower and bringing the slide in.
Since the harmonic series itself, let alone its extension, is not particularly useful in the concept of
the harmonic glissando, a discussion of this extension is not warranted.

11. These notations might conceivably be useful in an extremely slow parameter for a special effect.



Cliaptei IV:

M icrotoiies

Chapter Ill was a ver>' extensive piece on microtuning, just as Chapter V will be. Both ghssandos and
vibratos are. in fact, made up almost entirely of some kind of non-half-step tuning. The slide, being
unique to the trombone, makes any kind of unusual tunings or internal structures easy because .t can
be placed anywhere. Thus the title Microtones for this chapter does not tell the whole story, since
definite interval structures such as quarter or sixth tones are not really “micro” in concept. Though
this one word best describes what this chapter is about, its real title ought to be Quarter Tones, Other
Smaller than HalfStep Intervals, Special Tunings, and Microtones.

The trombone is unique in being the only buzzed lip instalment that can conveniently resonate
any pitch. The key word here is conveniently, because other brass can do these things, but doing so is
not convenient. Furthermore, if a trombone does not have a slide but is rather a valve trombone, then
it is not really a trombone at all, because the basic principle which sets the trombone apart from the
other brass has been removed.” To me, the use of the word “trombone” means that a slide is present,
so a valve trombone is really a cylindrical bore baritone.

Jn the entire orchestra, the trombone is one of only a very few instruments that can handle micro-
tones with real convenience, the others being the cello, the contrabass, and tympani. Others, of course,
can do them but it is, again, relatively /nconvenient; e.g., the harp has to pick up a tuning key, valve
and key instruments have to plan out their fingerings, on the violin or viola the distance between half
steps is small, and so on. It is significant, too, that all easily microtoned instruments are bass clef

instruments; Like the contrabass and cello, the trombone has a great distance between half steps. This

distance is actually about three or more”™ inches along the slide, with plenty of room for pitch

“The simple mechanism of the lengthening-slide is, indeed, so complete and perfect that it

l.
seems to be incapable of further improvement, and it is quite arguable that a trombone ceases to be
one when the slide mechanism is replaced by any other device” (Adam Carse, Musical Wind Instru-
ments [New York. Da Capo Press, 1965], p. 251).

farther apart the more the
Apect of a tube IS lengthened ail aspects are lengthened). Most players
F attachment but, oddly enough, the variability between half

hecnm /™ f
become aware of this in using an

24
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,,terial at any point alon, the way, Quarter tones, for .nstance. w.,1 be .hout one and . half

inches apart, whereas sixth tones will be about an ,nch apart, Fi.hth tones wHI si.ply ..vule the

quarter tone in ha .t Kreby being about three quarters of an inch apart. These are not Jifr.ci.lt to
learn, especially when one realizes that the whole step has been divided into half steps for centuncs.
Very complex intonation structures are accomplished with relative ease.

JUST TUNING

A number of pieccs vanously employ these phenomena, and it would be well to examine some of the
notations involved. Of the more outstandmg of these so far is Ben Johnston’s One Mar, * The use of
microtones is extensive, even exhaustive. Johnston’s idea is to convey ajustly tempered scalc. par-
ticularly emphasizing the seventh partial. The notation used is fairly clear except that it does not
relate visually to the slide patterns. In mastering this work. | related to the traditional seven slide

positions and used such designations as bV to indicate a slightly lowered fifth position or bbV to indi-

cate a more than slightly lowered fifth position. was lower yet, this time raising the sixth position,

and #V1 was still tower, being only a slightly raised sixth position. While not (juite as accurate as the
original designations, these altered positions worked as a functional guide to the notation and lent
themselves better to eye-hand coordination. After this had been achieved, then, using the ear allowed
the fine tuning necessary to produce as the composer desired.

The only frustrating drawback I noticed was that after a few successive performances, where it was
not possible to practice in between, the tuning gradually worked its way toward equal temperament.
Only experience can tell whether this is a syndrome that will manifest itself in other situations requiring
microtones. 1think not, and would rather believe that this problem is caused by the performer’s mind

focusing strongly on not only “normal” problems, such as high range, but also thme of theater and
percussion as well.

A brief example (1) below will serve to indicate the problems involved, but it is strongly recommended

that the reader consult the score in its entirety, for its interesting notation and copious annotation’, will

be most helpful to any composer or trombonist.

steps is often overlooked on the tenor trombone. “The Relationship of the Slide to Pitch." Chapter
6 in George Maxted’s book Talking About the Trombone (London: John Baker Ltd , pp
provides an interesting discussion of this phenomenon.

3 “The trombone stands alone amongst the family of brass instruments in that it is by nature
chromatic, and has never been anything else. Its tube is not limUed to a tixed length, nor to certain
fixed lengths calculated to sound semitones apart, but can be adjusted to all possible leng hs wuh.n
the limits of its shortest when the slide is drawn up, and its longest when
cylindrical portion of its tube (over two thirds of the whole) can be increased by alm o sn #
Jegress 1o neatly fiuple 1 original lenain. and i chislueh SRR RAGSEHePbYS dabiika'br by
chfomaticism is’complete and ifs intonation can oe
an untempered scale" (Adam Caise, Mmcal Wmd p, .51y

4" Much is to be noted aboi.l this piece, particularly its use of accessor,- percussion .nstr*mcnts
and the use of theater (see Chapters VIII and XIl, respective y
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Hxample 1. Johnston One Man, page 6, bars 47-50

K
(O___(9) ®{8)
ljt o4 Phrommees
r7r/\ ______ Ao *7

Used by permission, Media Press, Box 695, Champaign. Illinois 61820.

SfXTH TONES
Example 2, from Barney ChilAs's Music, is much more clear-cut. Involving sixth tones, the notation is
unique and, although difficult to grasp at first, visually represents the actual sound.

Example 2: Childs Music, page 8, line 3

©1966 Barney Childs. All rights reserved. Reprinted by permission of American Composers Alliance, New York.

Each line indicates a half step (instead of the normal whole step), and this causes some confusion. The
sixth tones are placed visually closer to the appropriate lines. A more easily assimilable notation could
be used, relating to the normal staff, but would unfortunately take up double or more space in the
music; for the purposes at hand, the above is a very elegant example. As desirable as this notation is
for clarity, it has a limited range usage; how, for instance, can one express microtones with this kind

of clarity in a passage full of leaps over an octave?®

QUARTER TONES AND EIGHTH TONES

A better idea might be the notation seen in the Ton DeLeeuw Music. In the instructions, he writes of
dividing the half step into “ca 4 commas,” further stating that “two commas equals a quartertone.”

The result in the music is a play between quarter and eighth tones, the notation in the piece indicating
these commas. One useful aspect of this notation is its relationship to the traditional staff, and it is

therefore easier to assimilate. Had the symbols themselves been written clearly, the passage would be
virtually sight readable. His symbols, for example, are r , meaning a sharp raised by one comma (an
eighth tone), and i, meaning a flat lowered by two commas (a quarter tone). An example (3) below

will serve to indicate the ease with which one can understand and perform it.

5. This might never be a problem. See later in this chapter under “Leaps or skips.”
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Example 3: De Leeuw Music, page 4, line 1

(7) m

©1974 by DONEMUS-Amstetdam. All rights reserved. Reprinted by Permission of C. F. Peters Corporation,
sole selling agents for the Western Hemisphere.

microtones

The most elegant example of the best “microtones” is seen in the Robert Erickson General Speech, ont
can observe microtonal playing from beginning to end {see Appendix | for the entire score). The micro-
tonal fluidity of speech itselfis intended here, and the notation used represents this admirably. The
notation is within a traditional framework, and that advantage cannot be overemphasized because it
enables a performer to assimilate the piece more quickly.

The true meaning of microtones is evident in this piece through the very fine gradations of pitch
change taking place. The last half of line 7 going into the first half of line 8 seems particularly illus-
trative (see Appendix I). Notice how the pitch creeps up, drops back, and then creeps up again. It
is this movement coupled with traditional pitches that give the work a sort of “sing-song” effect, a

type of “sprechstimme,” which is appropriate since human speech provided the material for the piece.
Microtonal gradations are in evidence during the vibratos, glissandos, “fake” trigger, and half valve;

see the appropriate chapters (V, I, 11, and VII) for further information.

LEAPS OR SKIPS

For a workable notation involving leaps (all the other works cited have a very limited range), one
should consult Larry Austin’s CHANGES,” in which he uses partially fllled-in notes to indicate quarter
tones ( *up and ~ down). This is workable for the purpose he has assigned, but how would one
notate eighth or sixth tones? | prefer the De Leeuw system even though it leaves a question as to how
sixth tones might be indicated. Also, | assume that any microtonal passage will generally be of limited
range and large skips will be avoided. Skipping with microtones conveys simply an out of tune feeling,
whereas it is the juxtaposition ofadjacent half and quarter steps, for instance, that makes the use of
microtones interesting. A notation such as Barney Childs uses, if it were expanded to a traditional staff
(using lots of paper), or such as Robert Erickson uses, would provide the most useful all-encom-
passing notation while at the same time retaining the relaliomhip to the traditional staff. It is possible,
lhen, to perforra virtually any kind of microtonal passage. -n.e examples above demonstrate that even

the notation need not be a limiting factor if thought through clearly.

6- See page 7 (and elsewhere) in the score.
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I M., uonUHMu- »0,nbonehko instruments) in a reverberant room, or even into a piano w.th j,,

NoAoa. oiu' oan piovlua' all kinJs of microtonal harmonies that are of mterest (see my Jen
u,xmJ H.Ku-fv <n Appciuliv IH * Hu' use of these is aiscussed at length in Chapter X, although one of
n,0so0 sp..,al clt..ts aoriunvi therefrom is really microtonal. That effect is the rolling of the bell on
,hc i>.uu> stnn”s, a soun.l that is ver> soft and. it should be said, ethereal. The sound appears in

KuMU'k's / nv /li.vo." usinj; the symbol .LIUUUUJULL . Other uses of the bell on the piano strings

.ippcai m Thaptov \\\\ and m Oliveros’s Theater Piece at the very beginning (see recorded examples).

nom rR

Hu'rv aie two wavs of achicvini; the Ooppler eft'ect. One is to twirl the instrument around with the
pla\ I'l statioilar\.such as is done at the very end of the Oliveros Theater Piece when a garden hose is
s\liin>i in loirolo owr the head ~see rccordcd examples). The other method is to have instrument and
pl;t\ci rotate as one unit tsoe the DiJieridervish part of Ten Grand Hosery in Appendix IlI).

In I'onclusion, the trombone is the microtonal brass instrument par excellence. Virtually any kind
ot pitv it structure can be set up for use with a surprising lack of limitations. Having a completely
variable pipe len.cth conveniently at hand is similar to the ability of a cello or contrabass to vary the
stnnn lenjjth. Vrombone and contrabass in particular seem to work well together, judging from the

appcarancc of several rv'cent compositions for this combmation. The microtonal properties of the

trombone umd other instruments as well, for that matter) have barely been tapped.

7. Also see Chapter X, note 11. for a brief discussion of iriy Standing Waves.
N. See bar 2. on page 13 of the score.



Chapter V:
Vibratos and |1 rills

The trombone produces vibrato in at least three ways, as well as in other ways that are more or less
vibratolike in their function. Among the latter are the trill and the shake, which will be discussed at the
end of the chapter. Ofthe primary vibratos, the variables of frequency, amplitude, and timbre, most
instruments have a choice of only two, or choose to use elements of only two. Strings, for instance, use
elements of frequency and slight timbre changes. Flautists and some double reed playere use mostly

an amphtude variable.

The trombonist seldom chooses to use a variable amplitude vibrato - the familiar “diaphragm” or
“gut” vibrato - although it is readily available. The two variable timbre vibratos are accomplished by
changing tongue shapes or by movements of the jaw. The former has no common name and is rarely
used, but the latter is known as either the “lip” or the “jaw” vibrato and is used quite frequently. Also
often used is the frequency variable known commonly as the “slide” vibrato. Injazz it is quite possible
to find the slide and lip (orjaw) vibrato intermingled or exchanged. Here are the three primary
vibratos, with possible notations, in their normal (fast and narrow) parameters:

Example 1; The Three Primary Vibratos, Normal Parameters

la: Slide Vvwhivvvvvvvw
It: Lip (Jaw)
Jc: Diaphragm C M ruwwwvxrL

sl/de vibrato
The slide vibrato varies the pitch by the movement of the slide,* and is heard most often m jazz.

Example la suggests a possible notation for use in a song or a ballad. Tl.ere is a large choice, however,

TTT : J mnre than once by people who have apparently studied
th 1i cornered after lectur predominantly an amplitude variable
no doubt, to the fact that in

he shde vibrato in front of an oscilloscope
and not as much of a pitch variable as one not change significantly but rather becomes

the normal slide vibrato parameter the. ® the tonal center. Whatever the point
a ‘bent” tone (and thereby loses amplitude) on each sjde ot the tonai

29
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\Y
»n I'Wi I\ .inJ \pooil In vijiiuljinl iMojiortiotiiil no(;itiotiiil dcviccs, one centimeter will equal
ot inno I'lio .ihovi' o\i»ii|'lo 11a), (lion, woulil show nbout four vibrato cycles per second
Hu' ov.Mnplo 1 M bolow \lu\vs wliiit tniKiil 1xX’ tionc when varyiii)! this vibrato:
> ( Slitlv' VibiiUo, Wmablo Spcod and/or Width
[N BUUY, FER, WY SN R (S JS T
(Widtr)

Hus voiiM bo written on a stalT witli pitctics indicated (parenthetically) if desired, but one could also
vunpiv asMnno (hat (ho posidon of the vibrato on the staff would be the pitch:
IAiuuplo Slide Vit'ra(o. Mon' Detlnito Pitch Indication

r>rJwt'Cv

H\c ipiestion at this point, then, becontcs: "When does a slide vibrato cease to be a vibrato and become
a jilissando *" The answer is simply that (lie two can merge or divide at any time (cf. Chapter Il1),
since the slide vibrato is a ulissando. \ special use of this glissando vibrato is seen in the Erickson
whetv (he note is attacked loudly and a quick diminuendo executed during a fast,

Kii'm ,itr li
wide vibrato. What is actually done might look like the following example (4):
\\t Fxaniple 4: Slide Vibrato, Fast and Wide with Diminishing Width

Another use is the "vibrato" between the first and seventh positions in the beginning of Bolos by Rabe
and Hark, a now classic example of how the slide vibrato merges in and out of glissandos. Shortly after

tI>e bi'Hinning of the piece, a wa-wa mute is “vibratoing"” at the same time (see pp. 35-36 belowl

of view, any trombonist who tries to play a slide vibrato with an amplitude variable mentality is in
(txMible! I'lie point of departua* should be one of varying the pitch; one must be able to blend into the
normal ulissando. It is perhaps significant that the slide vibrato can stop by use of the horizontal

line and become confused with the “gut" vibrato (see Example 12).

In Andrew Imbrie’s Thrrc Skclchex, there is a slide vibrato requested for the “dolce” section at the
beitiiuiiitiii of the third movement. In the louder sections it seems easy to make the slide vibrato
Urotesque. In (he sof(er sections it is difficult to even hear the vibrato. In other words, the softer one
plays, (ho more c)ne must overdo the slide vibrato action; conversely, the louder one plays, the less
slide action is desirable. Iliis all probably has to do with the amplitude factor in the slide vibrato,
since lhe “rate of ciTectiveness" of this so-called pitch variable is apparently changed by the

at which It is played.
2, See paut*s  10.and |1 of the score.
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lirofi fAWVniHATO

iTie lip “f *! in iiwKc to the ulidc vihrato, 7M1%in cxccutcd with an crnbouchurc vari-
jrion  movrmecenl of either Ihc lip, (aw. or boKi However, the term “jaw" vibrato bc\t <lcstribe% the
Avion  a»likKhl movemecenl of tfie jaw that chanKo” the timbre \tructurc of the note ever \o slif{htly.
vibrato i» the be”t one tjn the trombone for the purpose of “moving” the vjund through the per-
formmK 'pate ’ lhe notation of the normal” jaw vibrato (fast and narrow) can be seen in F.xample
b but i* varied hkc the slide vibrato where, in the case of J-.xampie 5, the extreme move-
ment can almost pinch tfie tone oil, or open it tf>0 wide, something hke "bent" tones/ Compare
Jxampie Sto | xamples 2 and  where the slow versions of the slide vibrato bccame >«)issandos:

hxample 5 l.ip or Jaw Vibrato, Variable Speed and/or Width

Mixmtf the slide and jaw is the easiest way to combine vibratos The slide mij{hl be normal and the
jaw normal except for beinj? a bit slower H xample

hxample 6 Combination Slide and Jaw Vibratos, Normal Fxcept for Slower Jaw

3 I remember the clannetist Rcfonald Kell, in a clinic j?iven iliirinx IThc mid-fifties in San Francisco,
cKaritjnn his vibrato v) slowly that the sound would seem to leave the clarinet, move acrms the room,
and then return afuiin When done normally (faster) the result would be as though the entire room
spat® was the vjund Clarinetists generally seem to be more adept at moving sound around than other
instrumentalists Whether Kell and other clannetists employ the jaw vibrato or the diaphraRm vibrato
'w both ISnot entirely clear

I have mentir,ned the Jaw as being the thing that one should think about in performinK this vibrato.
In Thf Tromhonhi't Handhook by Reginald Fink (Athens, Ohio; Accura Music, 1977), p. 113, he
Nakes quite a case for paying attention to Ihc lips rather than the Jaw! | would like to think that this
*praio ISmuch more mysterious than either Fink or | have credited it, therefore, both of our attempts
»0 explain this vibratf) may well be oversimplified. To confuse the issue further. I subscribe to the
'hfofy expounded by f-.dward Kleinhammer (heard in a clinic) that the Jaw vibrato is an excellent
‘one cenfennit device In any case, all of these facton, and probably much more, contribute to why
fhe jaw <r,,)|p” vibrato is v) inlerestmK.

A rhe “nanny-goat" vibrato (asswiated with a certain style of playing that some band soloists
'‘A'1L dunr.r the turn of the century) i» a combination of “jaw" vibrato and "bent" tones. The “bent
Vibrato" s<rcms to be a throat action, and therefore the term “throat" vibrato is not inappro-
Pr.are H-Avevcr the “bu/z" of the lips has to changc, and it i* difficult to tell which is more important
"haptrr ® uiidrr “Fknt Tones" and note .3). Alv), be carcful not to confuse this vibrato with the
mm"j'ural throat vibrato"” that Fink mentions in The Tromhoniu'x /fanJhonk He states that “if you
» natural fhrrat vibrato you should cultivate it rather than attempt to develop a lip vibrato"
‘P 114]
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......... ,hove) designated by “plus” marks (+), the jaw vibrato
With the superimposed vibratos .xa

peaks high and low once each secon ¢
T.e a-sumns co”.na.ion ,.» w,.H ™ore
much imagination to see what can happen when incsc
(Example 7):

Example 7; Combination Slide and Jaw Vibratos, Both Varied

S 1

This is o-ly the hcginning, however. There are other vibratos yet to discuss, and most can be used In

multiple combinations.

TONGUE OR VOWEL VIBRATO

This next vibrato is seldom used as a vibrato, and, while not considered one of the primary vibratos,
it is easy to do and is also another timbre variable; therefore, it warrants mention at this time. It is the
“tongue” or “vowel” vibrato, since the tongue is its primary formulator. Reference should be made to
Chapter Il on Vowels, since this sound requires a change in vowels by the use of the tongue: a-i

(ah-ee). The i-a might be i-(y)a (ee-[y]ah). See the example (8) below for a notation of the “normal”
tongue vibrato;

Example 8: Tongue or Vowel Vibrato, Normal Parameter

* 3 3

al/a iAiaiaiaiajAt€iAiataiA/M /«./

This vibrato is not only easy to do, it can also be varied easily. What actually happens is a change in the
partial structure of the given pitch (cf. Chapter 1):

ViExample 9. Tongue or Vowel Vibrato, Variable Speed and/or Width

J t 1 = | ]

alalal- A- le <y )-* e _

V—

The tongue or vowel vibrato is difficult to do along with ajaw vibrato because the jaw vibrato also
harbors some sympathetic tongue movements as well. Conversely, when a tongue vibrato is used, it also
has sympathetic jaw movements. Trying to do them at different rates together will not work properly;
however, either can be combined with the slide vibrato (and also the diaphragm vibrato, yet to be dis-

cussed). Even though the tongue and jaw vibratos cannot be done together, they can be exchanged or
traded off (see Example 10):*
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Example 10: Tongue and Jaw Vibratos, F.xchanging from One lo ihc O.hcr

diaphragm or gut vibrato

The diaphragm or gut vibrato is not as commonly used as the slide o, jaw vihrato. an.l, if ,.,cd on hrax,
» would probably be used on the horn or Irumpet, although it generally is nut desire,l on these in.lru-

raents either.* It Isan amplitude variable and, because of Its ability lo be changed suddenly from loud

to soft 10 loud, it has been given a “squarewave" nolation. This sudden change or mmbumpiness" may

be what Iceeps it from general use. This bumpy characteristic, however, is well represented by tlie nota-
tion, and while the “normal" parameter is seen In Example Ic, Us variables might be as in Hxample 11:

VK Example 11: Diaphragm or Gut Vibrato, Variable Speed and/or Width
> -i- . | | - = 1 | | | | |

y (Mttm.")

1f)

A better and more flexible notation might include diagonals (while retaining horizontals so as to
avoid confusion with the slide - see Example 12). The slide vibrato, however, could also stop via the

use of a horizontal line (see note 1 above);

M Example 12: Diaphragm or Gut Vibrato, Diagonals Indicating Crescendo or Diminuendo

i A -l—

(f)nnru

®)

Just as the slide vibrato becomes confused with glissandos, the gut vibrato is sometimes confused with
normal dynamic changes. Something like the above example (12) might be used in combination with
the slide vibrato and the jaw vibrato as in the following example (13).

'~ Example 13: Slide, Jaw, and Diaphragm Vibratos in Combination

on th Erickson’s General Speech

sounT
on the trombone. The usage is as much a theatrical ge
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WV( this point one's iniagin;»tion must take over to discover whjr

n... o,vd.n>- ir~ch o.her .ou,,ds a,

"slrt~rlihn,.o, KM...ny vibn.,0* a, ... .nc, wU. ind«c. appoar under o,h« chap.e,
,“¢ ~rwv.Jor -l.1m,ion of w,.a> avibrato I. (or n,,gh. be) nmst he considered;,. iss,mp.y a

.»0«0.'0r «n.,,ion of one of .h.ec .>asio func.ions in music: fre.,uenoy. amplitude, and timbre. Rhythm

«m « to be the onl> clement that cannot be -vibratoed™: l.o»ever. notice the rhythn.icc W « inal

tie evamrlos. For the ~.le of a.mp.eteness, then, the fol.owins phenomena are descnbed (remember,

the v'r ~o\vcel vibr.jto h.»s alR".uiy been liiscussedV

TRIIL ASnSHAKF

ITie trill ar.d duke .ire both t'n.'miency variables. anJ as such deserve mention along with vibrato
Nrv'duse ot‘the cKve relationshir- Basically, a trill is a rapid change of pitch. Most orchestration books
mention trills enousih so that they will be dismissed here e.xcept to recommend that (1) lip trills
smaller than a m4.ior second be avoided and (>) the positions of the trombone be checked to see that
the pitches desired are within a position of each other. E.xtremely w'ide trills can become harmonic
jdissandv” and should be thought of as such (cf. Chapter Ill), Wide trills over a fourth or fifth are
iwnenilly the only choices in the lower register and therefore are not usually desired. Hovvever. a good
take trill ot a m™ior second in the middle to lower register can be accomplished by singing the required
pitch aboNe the played (.buzzed) pitch (cf. Chapter 1).”

The shake is another method (more common to the tnimpet but still used occasionally on the trom-
bone) to obtain trills. It is done just as the term implies: some shake the head, others shake the instru-
ment, and still others shake both. These actions can be observed frequently among jazz players. |
teel that a properly e.xecuied variable-by-buzzing trill is far superior to the shake. Jazz use of the shake,
howeve,. especially »ith the occasional coup.ing of bent tones and other derices, often can be impor-

tant. The mil. however, is a method that can usually be more easily controlled and varied - assuming
the pertormer is adept at it.*

7. \ote the trombone parts in bars 43-*4 78-79 AQ a a i .
and see how. as fake trills, thev lit in nicelv with n. Andrew Imbne s Tftree Sketches,
recorded on New World Reconis (NW '*54) texture of the piece. Tliis work is

multiple layere, one should hear the Erickson

Ricercarvd,” on AcouTtk
N <Acoustic Research, 10 American Drive, Norwood,

Massachusetts
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tremolos

There are four usable tremolos on the trombone: the doodle tnn.... h- u

,he »a-wa m,,.e. The doodle tongue (cf. Chapter llw | h "My

4,ced »ith asjtrmg insttumenl. J?I'he fast bow action on sfﬁw&s Brro?/\l/ eoIS ?(-Jrrfthé same sound whether

AN ,ing up o, down.,us ast e doodle tongue can do. The diaphrag. ,o0, ,e.0,0 IsnotJue

, good an ,m.tat,on o .he s nng tremolo due to its u,,e,en dynamics, but is nevertheless Interesting.

This diaphragm tremolo is hke the diaphragm vibrato (mentioned eariier in this chapter) only it is
aone very fast. When performed this fast, it seems to be a throat action rather than totally dia-
phragmatic; however, if the voice is allowed to vibrate sympathetically on the same pitch it seems
easier to do. The “F” valve can be used effectively for a tremolo and perhaps is the most interesting.
It is similar to the doodle tongue tremolo except that it is more easily varied and can be very harsh.
To perform the valve tremolo, the valve is moved quickly back and forth, much as trumpet players
might move their valves. When the valve slide is taken off, the valve movement produces a stark
timbre change even on a unison. Done slowly, this effect can approximate a vibrato in feel, although
technically, perhaps, it is closer to a trill. I have labeled it a “valve tremolo” ;a full explanation
appears in Chapter VII, The wa-wa mute tremolo is like the mute vibrato (as explained later in this

chapter) except that two fingers alternate off and on the stem of the mute very fast."®

VOICE VIBRATOS

The voice, by itself through the instrument - or away from the instrument for that matter - can also
vibrato by use of the jaw, gut, or tongue. Through the instrument, these voice vibratos create nice
timbre changes and can be slipped in and out of easily. Inhaling and exhaling rapidly can produce a
vibrato effect. It is much more difficult to do the same thing while playing, but inhaling sounds can be
done (cf. Chapter VI).

MUTE VIBRATOS

Still other vibratos can be produced by mutes, the plunger and the wa-wa mutes accomplishing this best.
Both are “vowel” mutes - that is. their characterisric sound is determined by the u-a (0o-ah) sound.
This sound isproduced onthe wa-wa by movement of the hand over the mute stem and on the plunger

) o o (T~aoter IX under  “Mute Harmonics and Chapter |
by open and close motions of the mute itself (cf. P

N

sonvvears used trem olos on

the same note by rapid valve
9. Jazztrumpetplayers have for many years

trombone appears in
motion. One of the earliest, if not ~*~0S ~ L ’the second movement four bars after cue #16. It is

Barney Childs’s First Brass Quintet (1754), J.® tremolo in which the pitch is changed by
not a fast tremolo in this instance, but rather a measurea

aquarter tone.

10. An example of this appears in
end of the 2nd movement. | suggested the term
is the first use of the effect.

, Trombone and Orchestra, at the very
Finger Tremolo," and so far as 1know this
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under "Uu//,r<\ 1jp and Muted VowcJ IfarmonkN”;. Kapid inolion tUcclivcly convey* tin,

vibr.'ifo. f'wo kinrls of vowel vihnito can proceed siniullaneouily, the ton;;ue vibrato and ofic i,f

mute vihrato<i, besiilcs, the mute vibrato can be executed at t/ie same time as tlie three pniintty
Overall, it is best not to use too many vibratos at oncc. All of the vibratos discussed here vvo/t

when proceedinK two at a time, with perhaps an occasional dip into three at a time, Jhc intercji

in the change of vibrato types, and such changes can achicvc a tremendous rariKe and variation.



Chapter VI:
Other Body Sounds

now the reader should realize that all sounds discussed so far are generally sounds from the body,
chapter concluded with a miscellany of various trills or trill substitutes, and the re-
maining chapters will move away from the instrument (the body) and into the resonator (the trom-
bone) and beyond. Certain body sounds remain that do not fit into the other chapter categories, and
itTfitting that this chapter be the “miscellanea” chapter, since it can be reached from either end of

the book at about the same time.

BUZZED LIP

ThebuzKd lip produces the pitch and therefore is the most elementaiy form of the instrument. One
fine example of lip buzzing- isin the Oliveros nea.er Piece, to be discussed later on. As noted earl.er,
itisnot necessarily the megaphone effect that makes a trombonist want to use ‘
effect isonly one part of its function. Rather, it is the resonating quahties and the ab I.ty  focus

sound that simplify buzzing.” Therefore, the trombone will be in use for the matenal discussed

the rest of this chapter.

-1.See C hapters 5and Megarding use .ew
2. Glenn Bridges, in a letter of 12 August 19J4, sta promote this for hp

do this now, that | know of. Although there no . » cnme teachers were promoting this idea of
development. When did it start? At the turn of the centuiy™" n distributing a cor-
buzzing. However, Wm. Eby of Buffalo, N.Y. *asjhei917. He created a big controversy
respondence course for all cup mouthpiece prominent comet and trombone players
throughout the brass world. He (Eby) wasab e g distributing his course, but
to endorse his ads, etc. | was of course around at the tim n study with Josegi L.
I never went for it to any degree, for | In fact Mr. Clarke used to Huber was
Huber who was a very successful pupil of gh on what he taught them about breath
the only pupil that he ever had that really followed throrAAAAA _ see Bibliography 1,
control, etc. Note the quote in the Huber ~this idea of buzzing put too much 0
t was the thinking of Mr. Clarke and plays a brass instrument or wind ins rumem#
the lips and not enough on wind control, w control will make th » fu rhi»rt’d brother;

the lips are formed right at the start, ProP«;[ N [er from Emest Clarke (Herbert s brother

argument could go on forever. | remember receivi g

37
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TONGUF.-BUZZ

While it is generally understood that the lips vibrate to produce the primary pitch source, this vibrati
can be altered by a “tongue-buzz.” In didjeridu playing (see Appendix Ill), the tongue sometimes Is

inserted between the lips to become part of the buzzing surface; the tongue becomes a substitute

lower lip. This reduces resonance somewhat and creates a muffled effect. When the normal buzzed lip
sound is returned, it can thump. Alternating the two sounds can create percussive effects.®

SLAPTONGUE, FLUTTER, AND DOUBLE PEDAL

The slaptongue is apparently usable only in its continuous version. In Robert Erickson’s Ricercare d5
| state that “the continuous slaptongue is similar to a flutter tongue except that it is much louder and
more blatant. It is done by allowing the tongue to actually come between the lips and do the flutter.”»
Another similar sound that | once called a “horse” sound reminds one of what a horse does when it
breathes out quickly with a rattle or flutter - perhaps causing its lips to vibrate. Although the term is
cumbersome, “tongue-mouth flutter” is a more proper name. In Ernst Krenek’s Five Pieces," | state
that one is to “make this sound by putting the mouthpiece all the way into the mouth (behind the
teeth) with the tongue flapping in the mouthpiece (similar to a fluttertongue without pitch).”* Pitch
can change with this tongue flap by moving the slide. What actually changes is the “rate of tongue
flaps,” which slow down as the tube length is increased. This sense of pitch is increased even more by
adding the “F” attachment, which of course adds that much more tubing. The function of this
“tongue-mouth flutter” can be like “double pedals”;that is, an octave lower than the normal pedals.
To try this, one needs only to play a series of, say, D’s starting in the middle or high range and playing
all D’s downwards, Near the end comes the “trigger” D and then pedal D. Follow this by suddenly
putting the mouthpiece in the mouth as described above and do the “horse” or “tongue-mouth flutter”
sound (with trigger engaged and slide positioned for D). It will sound like a double pedal D.

back in the 1920s, in which he said buzzing is old fashioned, so the idea must have been around a long
time. Ernest claimed there were other exercises - such as slurring to develop the lip structure without
buzzing, if lips are brought together tightly.”

3. A marvelous bit of theater is the tongue-buzz done with the tongue as far out of the mouth
(and mouthpiece) as possible. Although alternating in and out is not convenient with the tongue in
that aperture, the attempt to do so is a worthwhile gesture.

4. See page 2 of the score. When trying to give a name to this phenomenon in 1966, Erickson came
up with the term “continuous garbage,” which was used in early versions of the score; it certainly is
an apt description of the sound. I am not convinced that my term “slaptongue” is completely
descriptive of what takes place, but it is close. The single reed slaptongue, after which this is named,
is one isolated “slap” and, so far as | know, is not available in a continuous version. It is nevertheless
the effect of a continuous slaptongue that is conveyed on a trombone.

5. See the instruction page.

6. A fluttertongue without pitch isjust as the name implies. A normal flutter is produced (an
“r” trill, or whatever), but no actual buzzing of the lips takes place. However, there is pitch to a
certain degree, because if one listens closely one can hear it change when the slide is moved.



OTHER body SOL'Nds
Nile the mouthpiece is engaged insioe the mouth behind th
“whooshing” sound hke that of jet planes. This can be f
change can be used if desired. Th.s high, screamed sound irbeLn"""
»» Pt that the tongue does not nap bu, rather continues to almo™ M

B,.te bit of air to pass through at a high velocity is wha, ca,,,e, thi
air is cut off, the higher the sound.

[
h*x Fpe

phenomenon *he
traditional FLUTTERTONGUE

perhaps a brief word should be said about the traditional fluttertongue It k proK.b!/
of all the so-called “new” devices and, if not the oldest, has at Ica.t had the
,t has had wide use m jazz, apparently ever since jazz was born. While tcach.r,. .t
workshops over the past few years, | have time and again heard such comment. « '*K.th.r yv,
you can’t,” or “It is impossible to teach; one is either able to do the nuttertoni?u”™ or v, 't
The people who say these things are some of the most respected names ir, the trom”/r,««otV! |
not going to be of much help here either, except to say (happily) that apparer.tly m'Af
the principles of how they themselves perform the fluttertongue. Some .ay they uv. 4y/r,M>
(and specify front or back), others say they use a throat action, and still other, wy the-/
One (or more) of these versions is like the “growl” (cf. note 11 below, and the informattor.
“Throat Clearing” later in this chapter).

The fluttertongue is easily used in most registers and dynamic ranges. The only real
isin the pedal note range. The composer, in particular, should keep in mind that any

a fluttertongue; that is, the vibrations per second are few enough that nontromb<>ni.».

often*
plain pedal note as being fluttertongued. Generally, a composer writes a fluttertorir-Jt *o i
louder or more raucous sound. Neither of these things happens when the fluttertor.”u' n iv/'. or
notes; indeed, the effect will be to actually reduce the very loudness and raucousne”s *ith f/t'H

notes are already blessed. For examples of this problem, see the scores of Sequenza V by Uc.ar.', brrv.
and Ton De Leeuw’s Music. For the fluttertongued pedals contained in these works, or any othtr
works for that matter, my recommendation is to ignore the fluttertongue completely and a.=.x v.i of

the plain pedal notes as much amplitude and crassness as possible.

VOICE

Although the TOice has been discussed extensively in Chapters I, Il, and V, much ha, te n ;«tl

*oulit. Forinsunce, the voice can simply spealc through ¢nc instrument and the audien” . ,n ur™et-

j viilftriouslv funny. Thi. a'tor.pt n :n
7.1 find the attempt to perform the fluttertonyae

p AN dedicated. | am therefore v/imt
‘he best spirit of the clown Crock, to whom Beno *equenz
N"decided about what to do with the fluttertongue p y  even funnier than the «mpk
‘gnore and play the fluttertongue at the same time. This contl.ci

"uttertongue attempt and, perhaps, all the more tragi
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stand everything that is said; it is a very useful lecture device. It is like using ii incKiiphdtir
to the famous Rudy Vallee use for a certain kind of voice projection (not to im-nlion tinil)rt. (h
theatrical gesture), the use of the voice through a trombone docs not nccessnrily irtckn Duti (i,,.
is louder. Presumably, the extensive length of small tubing before the throat of lhc be!) keep* j|
being amplified very much, for on the tuba the megaphone amplification cffect In(initc pr(n<,f,.p,|
Besides singing, then, discussed in Chapter I, speech can move from any kind of low KrowHtiK |,, |||
screaming. A siren sound with the voice is easy to do - why not hit the bell with u rinj( or (he itunifii
piece to sound Hke a fire truck bel! (cf. Chapter VIII)? Shouting can perhaps be more clo<|ucnl|y tcrtnpi
vif  “quarreling,” as in Example | below from Erickson’s Ricercare a 5:
Example 1; Erickson Ricercare a 5, page 4

la: End of top system Ib: Middle of bottom system

Copyright 1978 by Seesaw Music Corp., 1966 Broadway, New York, N.Y. AU righti reserved. Reprinted by

Notice that the second example (Ib) is followed by a scream, and notice also the notations “talk atttl
play” and “baby cry.” This is perhaps among the finest examples of a notation that communicates to
the eye a genuine feeling for what one is actually to do - or, at least, what one should convey. “It
looks like what it sounds like” is one way of describing the best notation,

One favorite sound is the (dog) bark, which apparently first appears in the Cage Solo. 1t also is uscd
in Krenek’s Five Pieces, and many say it is heard in the middle section of the Theater Picce by

vig
vih Pauline Oliveros where vocal animal sounds predominate.® Much more can be done with these tech-

8. In the Oliveros Theater Piece it is hard to distinguish particular sounds; therefore, this section
must be heard to be believed (it is included in the recordings in the back of the book). When k.
Oliveros made the accompanying tape for this work, she took live sounds that | had made and pn
them in close juxtaposition. It was soon realized that it would be possible to do most, if not all. »
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. ,es, and it is interesting to see their development, as it depends on composer-performer imagi-

"'lion These vocal animal sounds are not difficult, and they have a long tradition in didjeridu playing
Appendix no.

0,,e more vocal sound remains, and that is the tight throat voice, which is a retching sound or an
awfully good copy of it. Neely Bruce, on the Hnal page of his Grand Duo, directs the trombonist to
-play many obnoxious noises, as complex as possible, with interesting rhythms.” In performing this
work, | find this retching sound necessary, combined with screamed double stops and other appropriate

material-

esophageal speech and TIBETAN CHANT

Next to the voice, two other secondary pitch sources hold promise for the trombone; neither has been
examined in depth, however, due to my partial or total failure in their mastery. One is esophageal

speech, often termed the “belch” method of speaking, which has interesting implications when played
through an amplified trombone (cf. Chapter X). The new equipment used by those who have had their
larynx removed may offer some promise as well. The other secondary pitch source that warrants in-
vestigation is Tibetan style chanting (or singing) through the trombone.” It will be of interest to see if

and how these things can be developed. | have had considerable experience with esophageal speech

(even though much dissatisfaction with the results) but very little with chanting. Experimental trombonists,
rise to the occasion; These research projects are “crying out” for the right talent!

CLOSED SOUNDS

Esophageal speech is closely related to sounds which 1termed, some years back, “closed” sounds. These
are all varieties of tight, pinched sound, as the term “closed” would imply. “Stomach trouble,” the
first of these sounds, is performed by pinching the lips so almost no air gets through the instrument,
all air coming from the throat. There is enough variation of this technique to allow a sense of high and
low, even though this is only a very raw form of pitch.

The same technique can be used to produce a high "whistle,” “squeak,” or “squeal.” This, again,
is dependent upon squeezing the sound through tightly pinched lips with air from the throat. Actually,
for both the “stomach trouble” and the “squeal,” air can come from the diaphragm too, but it is
much harder to control. Once one learns to do this, it is not difficult to reverse the air flow to inhale
these sounds; indeed, many trombonists may find this far easier to do and preferable to exhaling.

~issort of juxtapositioning “live,” and that is the way the solo part has always been done. 1 was

ptnicted by the composer to study the gibbon (the small apelike animal) in working everything out.

¢" ®sense, the piece (or at least that section of it) could be done “live” with three players. A more
ensive discussion of this work may be found in Chapter XI.

Tib": ~mther information one should listen to Anthology Records (AST-4005) The Music of

13SuT Rituals (1970). It is available by mail from Anthology Record and Tape Corp.,

the ’ York, NY 10036, and is well worth consulting not only for sound but also for
extensive notes accompanying the disc.
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The “kissing” or “smacking” sound is also an inhaled sound, surprisingly like the others,
difference being that it is one short burst rather than a stretched sound. This is the oldest of these
sounds, and was very popular in early jazz playing, especially on the trumpet. It is perhaps easiest to
track historically on the Spike Jones recordings of the forties and fitties. One in particular, Rossini’s
William Tell Overture, is endowed with a particularly good example (on the trumpet) of the kiss
which is then followed by a "horse whinny" (a half valve, bent tone etfcct) near the beginning of the
cut just before the horse race announcer begins his patter.*® Another variation of this kissing sound
can be with the tip of the tongue, very high and soft, similar to the “clicking” that will be mentioned

shortly.

THROAT SOUNDS

Related to closed sounds are throat sounds or. more specifically, the “throat clearing” sound. Just as
its name implies, it is a rasping sound*“ in the back of the mouth against the palate, as one makes
before spitting. In fact, a very realistic “spit” can be simulated by this “spit preparation” or “throat
clearing” followed by the aforementioned “high whooshing” with, perhaps, one “flap” of the tongue

(see recorded examples).
All of this is not to be confused with the real throat clearing sound, which is the “ahem.” This is

perhaps best described by a “uh — uh-uh-uh — ” but most people would know what was desired
just by the word “ahem” (see Erickson’s General Speech, line 16, in Appendix I). Some even use this
“ahem” as a form of growl, but the “growl” per se is not discussed in this book, due to the aura and
confusion that sunounds it.  In General Speech, just after the “ahem,” a cough is required. Later on,

coughing with hand over bell is needed.

10. Cf. Chapter II, note 1

11. The “throat clearing” in the Krenek Five Pieces (bottom of page 11) is intended to be without
buzz, whereas in the Bolos by Bark and Rabe it is written that the “German ‘ach-laut’ (throat
clearing) should be articulated with tone production (growl).” By “tone production” the composers
mean buzz, or normal playing. Bringing up the word “growl” at this point is wise, for while the growl
often means that which is in the Bolos, it also means sometimes to use the voice in sympathy with
the buzzed (normal) tone. See Gregory, The Trombone, p. 144. Be aware that there is much con-
fusion about the growl, due to the differing ways in which it has been done in the past. It is a very
old idea injazz, dating from the earliest New Orleans Jazz. David Baker states that “Charles Inis
b. 1899 ...d. 1939 ... founder of the growl, played very junglistic’ voice on the trombone -
growled gruffly and suggestively on his horn, using a large bottlecap for a mute” (Jazz Styles and
Analysis: Trombone, p. 72). “Tricky” Sam Nanton, with Duke Ellington, was probably the most
famous growl player (cf. Chapter IX, note 5). Which type of growl came first is hard to say, althoug
it should be kept in mind that the growl by the “ach” is the best sounding but the most tiring and
hard on the throat. The sympathetic voice type is less taxing but more difficult to really perform,
however, both types are heard frequently, as is another version done via a fluttertongue. To add to
the confusion, see the discussion on “ahem?” later in this chapter.

12. Cf. note 11 above.
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. VP rnt CKS
A “velar click” is the most famous, of course; simply
\I' K- | “'haling (see General Speech, line
|4"”' , ¢ into tIK- “kiss variation mentioned earlier. A “continuous velar” version,
Lo » » "'ty tongue to one side of the mouth (see
IUok-i. thucks. and liissinjj sounds appear in the Druckman Animus L1 They are rather well
plum'd ii' inJ*fuctions tor the piecc, and a brief review of them will suffice here (also see
this “velar click.” expressed symbolically by a and indicating “a
inid 1 | " el trombone. .. My failure prevents its being heard on

IUf KVOtnpiXy*"*" rcconU however, in studying the tape part of Animus | one should get the idea. It

,slino sound indeed, and is the loudest of this type.
*Vnothcr phenomenon is one | term "nonpitched pedal tones.” They are not entirely no«pitched,
M iK'wever, for a hint of the pitch is heard n\uch as one hears it upon slapping the mouthpiece with the
p.ilni Ut- Chapter VIIU or the afoa'tnentioned nonpitched flutter. Therefore, the notation for this (in
rxaniple 2 below) is quite rcpi®'sentative;

b'’xample 2: Dnickman .-iIHWJKi /. page 5, beginning bottom system

"
))‘ <m<<<<«

©Copyright 1968 by MCA Music, A division of MCA Inc., New York. N.Y. Used by permission. AU rights reserved.

Anonpitched pedal tone is performed simply by blowing through the instrument with the tongue
entering the mouthpiece to interrupt the air flow suddenly. The change in pitch comes by moving the
slide.

AIR SOUNDS

One can simply blow air through the instrument making no sound other than the rushing of the air.

Various other kinds of breath sounds can be included in this category, such as the “dog pant,” a sound

13.  However, | have been astounded on more than one occasion by the amphtude achieved by the

composer, and | find it a much deeper throated sound, extremely loud, and worthy of a better
description.
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which often creates a “whistling alternately with blowing pattern. Changes in the mouth daen
produce all sorts of hissing sounds too numerous to elaborate upon. Suffice it to say that these sountj

are replete with a rich timbre variation, as seen in the recorded examples.

INHALED SOUNDS

Air, of course, can be inhaled steadily. One can choose to have just the air, the voice, or the b,ﬂﬂjljp

sounds. The Berio Sequenza V demonstrates how to breathe throughout much of the ‘B” section by
viw inhaling vocally. Besides being a method of producing sound and getting air, it is also a marvelous
theatrical gesture.

Vix The inhaled buzz makes one realize that it is not the pushing o fair through the instrument that
allows one to play, but rather the setting o fair in motion in the instrument. The loudness of sound
is the same whether inhaling or exhaling. This Is no less true of the voice, and the reader should try
this while reading these pages. Breathe out easily while making sound with the voice, then inhale
easily allowing the voice to sound again; the loudness is the same. In buzzing, then, the trombone is

only an extension of the body. This extension factor, however, is basic to the study of the trombone,

and certainly by now the reader has grasped its meaning. (For further “extensions,” see Chapter X.)

CIRCULAR BREA THING

Another way of obtaining air is the method known variously as circular, continuous, or rotary breath-
ing.The term “circular” is the most popular, and somewhat descriptive, so it is used here. Itisa
method of playing continuously while breathing in occasionally. As one plays normally, some of the
air is allowed to collect in slightly puffed cheeks. When the perfomer is nearly out of air, the cheeks
and tongue replace the lungs for a second in expelling air through the lips while air is taken in through
the nose. The cycle is complete upon the resumption of normal playing. Beginners should try this with
a straw and a glass of water until the bubbles are blown steadily for ten minutes or more - and until
one has quit inadvertently drinking the water!

This breathing can be done gently with no “bumps” or with a good slap of the diaphragm to give
it a rhythmic beat (cf. Chapter VIII). On the one hand, it is sort of a “non-tongiie” attack with the dia-
phragm, yet it isnot a “breathy” attack either (cf. Chapter Il); on the other hand, it isa rhythmic
device. Just how one should categorize circular breathing is perhaps a bit difficult, but | feel that the
sound characteristic of this whole device is the continuous sound and therefore belongs in this chapter

of miscellany. Perhaps the most famous performer using this device is trumpeter Rafael Mendez.'® The

14. This is not to be confused with the bagpipe technique. In this case, the air bag is kept filled with
standard breathing, and the elbow pressing against the bag activates the reed rather than the players
direct air. Many years ago, one trombonist was known to have imitated the bagpipe, probably by
circular breathing. However, this probably included vowel changes as well (cf. Chapter XI, note 7).

15. See David Baker’s comments regarding famous jazz artists who have used this device, and also
his remarks about composers who write musical lines that are too long (Contemporary Techniques]

the Trombone [New York; Charles Colin, 1974], p. 219).
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el lition is not something to be taken lightly. The reader is encouraged to consult Appendix

JHIA e <= jeridu for further inlormation.
1l on '
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Chapter VII:
Slide and Bell Disassembly

The trombone, of course, is an extension of the body, and in that capacity acts as a resonator, just &
we have seen the body itself act as a resonator. These resonators can change, and, while consideration
was given earlier to body cavity alterations {as in Chapter Il to make vowels and consonants), changes
in the trombone itself will now be discussed.

MOUTHPIECE

Several examples of using the mouthpiece by itselfas a resonator or as an instrument appear in trom-
bone literature. The first of two methods is buzzing through the mouthpiece, the example (1) below
from Donald Erb’s. .. and then, toward the end. . . using buzzing in the mouthpiece not only “live”
but also electronically altered in the accompanying parts. In essence, there are five mouthpiece players
playing at once, and it is a bit like so many chirping or flatulent birds, depending upon whether the
players are single- or fluttertonguing. In the Bolos piece, Bark and Rabe suggest to “converse” but be
“peaceful.” The instructions describe this symbol [>" asa “Quasi parlando; playing on mouthpiece
alone. “Vocalize’ parlando by working with hands in front of mouthpiece” (see Example 2 later in
this chapter). In this piece, the term “vocalize” does not mean to use the voice, but rather to simulate
(via buzzing) the rising and falling and vowel changing of a normal speaking voice.

The second use of the mouthpiece alone is whistling on it, as one would do over a bottle. In Ernst
Krenek's Five Pieces," the performer is directed to “take mouthpiece out of trombone, cover big end

with palm of hand, and ... whistle over small end.”

1. See the bottom of page 14 of the score.

46
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1e‘Th .= Mt/ the end . ... pa’e 5. top two systems

©1974 Donald Erb. Ujed by pemiission of the publisher, Merion Music, Inc.

SLIDE SFXT/ON

With the mouthpiece on the slide section alone, the resultant sound is like that of the garden hose
ftf. r-hapter X), and it can be achieved whether or not the bell section is attached. In the following

example (2), the second player, with the “Outer slide off,” is directed to “Play as pathetically as
PAmiblc.”
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Vile In Krenek’s Five Pieces, the performer is directed to “take regular siide® off and engage on top tube

only,” which allows pitches to be varied by the use of the slide. Another point to keep in mind is that
the trombone itself can serve as a garden hose by this method. In other words, it can be about nine

feet long without a bell and with the slide fully stretched. This is the same as a Bb garden hose which,
of course, has no bell either.

VIt \tiBolos, one of the players creates a “vacuum smack” to end the piece. This is explained in the

score (Example 2) and is accomplished quite easily.® Taking the outer slide by itself, one can blow
over the edge, as over a bottle, to get soft, whistling effects (see recorded examples). Interesting dif-

vilg ferences depend upon whether the other tube is covered or not.

Finally, in this category of slide-alone sounds, the slide and mouthpiece arc engaged together noniially
vilb and placed on the lips as .isual, but with the thumb covering the bottom tube at the point where it

would usually the bell section. Simply moving the slide back and forth creates suction and pressure
alternately inside the mouth cavity to cause all

sorts of rather “bathroomy” sounds to emerge. No
are weU VW]E

involved, and the sounds are not very loud; however, the results
rou e see recorded examples). Some sounds are “inside” the mouth if the seal of

2. Seepage 10 of the score.

slide®(the viw T sliS"4gTeTn ‘Aan either the tuning slidt or the valve

the “vacuum smack.”

device has been performed on
occur. Granted, if the instru-
be a fool to tiy suc”™a thin-walled slide tubes were a

ment were verv old ™ that problem
problem, then a oerfn Pitted and r
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moUthpK« and lip is good. When it is not completslv seal,rt .
the edges. Both have value. ’

N

different sounds cotne out

IEU SECTION

W ing on the bell section by itself gives the shofa,-like eftec, of a ram’s horn or conch shell Some

payers prefer to use t e nrouthp.ecc

the small end, but it is usually not necessary. Also he un ng

can be drsengaged w«hout changing the overall effect. Of real interest, however, are .he diffZ t
uses of the bell section while it is still on the instrument.

The Cage Solo is perhaps the earliest trombone work to call for a startling array of different sounds.
Hus work was composed m 1957-58 with the assistance of jazz trombonist Frank Rehak who “was

excellent and that's why (thel trombone part is interesting.” Four sounds from this work apply to

this chapter: playing (1) with the spit valve open, (2) with the tuning slide off, (3) without bell into
jar,and (4) with the mouthpiece in the bell. This last presumably involves removing the mouthpiece
from the instrument and turning the bell around so that the performer plays on the mouthpiece
facing right into the bell. However, this instruction could also mean to remove the bell section and

insert the mouthpiece, as described above, for the ram’s horn effect. Item three (3), playing without bell
into jar, presumably means to remove the slide and put the top tube into ajar.*

Playing normally with the tuning shde offis a little like the above Krenek example of the slide
engaged on the top tube only. The advantage of the tuning slide disassembly is that, because of the
normal slide still in use, the tube length can be extended. The result is therefore easier to control,
because it is almost a full-length trombone without bell.” Time must be allowed, even more than in

the Krenek Five Pieces, for removing and replacing the tuning slide, however.®

T "ATTACHMENT OR “TRIGGER " °

By far the most effective device with the bell section is achieved with an “F attachment instrument.

This is because the option of the valve slide being removed is conveniently at hand while at the same

5. John Cage kindly provided this information in a letter on 24 July 1974 .1then asked Frank

Rehak to relate his story of this piece. Rehak’s story, along with other information on the Solo, is
in Appendix IV.

6.1

also found that putting water in the jar is a nice effect, but that is another story (cf. Chapter
VIII).

7. Putting the core of a toilet paper roll into the bell is another useful way of effectively cutting
off most of the bell resonance (cf. Chapter IX).

N

the R bto“8ht to my attention a > reP'o”uced
fte» nrSr«ranh( N « “

19777uring the Internationa, Trombone Workshop, by

""'W ng the tuning slide and playing over “valve” i" any reference to the

1P S 8GR, AitREGGH “ARiBGt BTER FRrBF ¥ the entire  AMAchmentunit rather than just

Valvia
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nulling the valve slide is to be seen in Krenek’sfrA'A/Ir'ArAn
When thf val,e slkl. is removed." the pitch can go through either the bell or the attachmenl lub,

depending upon whether or not the valve is engaged, and this option ,s available throughout .he

or .he instrumen., | fin,, heard of .his device as .he “cuivre," because of the sound passing «|a,, «,,

gen.ly through the valve pipe and .hen suddenly being allowed .0 go through .he bell, crea.ing

I. can be heightened enormously by .he use of .he diaphragm .o give .he aeeen

mcndous accent ”
or “cuivre” more power and bite. This is a fine sound for any instrument with a big bell, such as hom

or tuba, and is heartily recommended.

VALVE TREMOLO
The term “cuivre,” however, tells only part of the story, since it is only a small part of the total picture
1find that the term “valve tremolo” provides the best overall description, due to its relationship

with vibrato and trills (cf. Chapter V). To perform this effect, replace the valve slide with only one
tube engaged so that the base pitch is a little lower, rather than leaving it off entirely. This makes the
pipe length about the same as the normal trombone, allowing for the possibility of the same pitch

or nearly so, throughout the entire range on both sides of the instrument. TTiis “valve tremolo”
conveys the same pitch but with a timbre change. One can, for that matter, gain a similar effect with

the valve slide engaged as normally, but the two pipe lengths are very different, causing different
. | feel that, although there

tuning; Both sounds come through the bell with little timbre difference
may be a place for the valve slide to be completely on or completely off, the device is more successful

with the single tube engaged.
The slowing down of this tremolo effect is much like the problem encountered when slowing down

vibratos - it becomes something else. The valve tremolo was mentioned in Chapter V, since it can

simulate either a vibrato or a trill, depending upon how the trigger is handled. It is much like the

10. See bar 5 on page 10 of the score. See also Chapter VIII under “vacuum.”

11. See bars 8 and 9 on page 8 of the score.
12. | first heard this in the early sixties when hornist-composer Douglas Leedy demonstrated it
occasion represented one of the few times that | learned something about new sounds from a
player. As I concluded in working out the chapter on brasses for Ray Wilding-White’s forthcoming
book on Twentieth-Century Techniques (Holt, Rinehart, & Winston), most new developments have
n

Z | 's of interest that, while the trumpet and hom have b”
and tuba, it is on precisely the la™r

nair S t r 0 m b 0 n e

Sons S t we.ter7m n ~eal about the so-cailed hmita

significant enoulh T assumed to be applicable to the lower brass. It
begmmngs of the trend away from this thinking have come from

BITck oe"Dle
Black people - thejazz art. sts on the one hand, and the didjeridu artists on the other.
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upii_,’\icato tremolo” described in Turetzky’s The Contemporary ContmH
the Name for use with the trombone."» When the movement is

tj-emiele’’; however, when varying the movement, the tremoln u

be said about the valve tremolo during the remainder of this chapUr *

The trigger, when moved only partway (half valve effect) anHthI*.K ~

change somewhat in keeping with the jaw vibrato and indeed can h n
3%, Hmm*! vnvnvnv”h
ikt i/ -
5¢; SfteJ WH, Attfnh AT
or

Such an effect is well worth careful study by anyone, and a composer would certainly want to spend
time with a performer getting acquainted with it.

If there are any effects that can be said to represent a real change over the last five hundred years,
they would be the valve effects. Almost every sound discussed in this book could just as well have
been done at any time during the life of the trombone. But the addition of the “F” valve represents
the first change in these five hundred years.However, it isnot a basic change, for if the trom-

13. Bertram Turetzky, The Contemporary Contrabass (Los Angeles: University of California Press,
1974), pp. 7 and 8. Hearing this sound performed by Mr. Turetzky during the late sixties made me
realize that it would be possible and, indeed, quite easy to simulate on the trombone. This is, by the

only one of many trombone-contrabass sounds, and much between the two instruments is
compatible and deserving of further exploration. Particularly, Donald Erb has carried work in this
regard well past the beginning stages in his In No Strange Land (recorded by Mr. Turetzky and myself
on Nonesuch H-71223).

"“Urry Weed, in a letter dated!! March 1975, »rites:*“|Inl 1839, Karl TrattehQueiKer per-
fomed the David Concertino Op. 4 on an F Attachmenttrombone being developed by Sattler. Crooks
attachments to lower the pitch were known as early as 1619 (Praetonus p.ctures woodcuts with
m his Syntagma Musicum Vol. Il), but the attachments (Krumbogel and Pollettes) were for

*»8es ,0 other k™s.TOe player could not vary from key to key Y '~'gtro°n T arS de

tm" "turns seem to be a common feature of valves ° triisers - later

> further researched.”
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bone were to change basically, after all, it would cease to exist. TTie valve trombone,”* ac »albea*]‘
is really not a trombone at all but rather a cylindrical bore baritone horn. Eliminating the slide
away one of its basic elements. TTie addition of a “F” attachment is just that —an addition to
existing phenomenon. TTie result is a double trombone, only one part of which can be played at
The valve tremolo, an accidental by-product of adding this valve to the trombone (see Appendix
unique and worthy of note, and is the first major acoustical possibility change since the trornbon *
originally designed. It is significant that one must dismantle the instrument somewhat to savor t

15.  This is piston valves instead of a slide. See Gregory, The Trombone, for further discussion f
the valve trombone. According to David Baker, Jazz Styles and Analysis: Trombone, p. 54;
Gowans n903-1954) invented a combination slide and valve trombone which he called a ‘valide '
One might assume this to have happened during the thirties or forties. More recently, various Holto
Company advertisements show a picture of “The M. F. ‘Superbone.” ” These ads also state that this"
instrument “is a combination valve/slide trombone originally developed for Maynard Ferguson It *
was his idea, really, to develop a valve trombone capable of playing tones without adding a fourth
valve. Holton . .. took this idea and added a few concepts of their own [and] ... developed a trom-
bone that could be played with both valves and slide simultaneously. This means you can change kev
cassily without changing fingering, by depressing the valves and using the slide.” (See down beat, I!
April 1974, p. 25, for a sample ad.) This may hold promise for microtonal playing and quick key
shifting, but it does not necessarily replace the “F” attachment. One also wonders if an “F” attachment
can be used with the slide/valve arrangement; it no doubt has been tried.



nn

C:h;i|)lci VIII:

PcKUssivc Devices ;iikl A((issoties

now it should be obvious that both the Krickson Htcercarc i anri the Rabr/1J;irk Huht-. :irr.
tant trombone ensemble works. It is rccommcncied that they be ~ludiwl in rlcpth for rrciny rwotit

besides the incredible amount of material suitable for “trombone pcrciiMion."

TWO MOUTHPIECES

m first item examined in this chapter might have heen indude,l in the ,.,e.,.,.,, .,h,,lcr 71....
effect used in marked by a W . in which the instruction p«e direct, ,1»p e , . h e .
two mouthpieces against each other ” Th,, requires the mr,uthpiece to he removed .he .rond-one

(adisassembly) and an auxiliary mouthpiece (a percussion beater, to 1* taken up .see l.xa.nple

Chapter VII).

PALM ON MOUTHPIECE
Aso in. 0,0. isadirec.i.e to *'beat mouthpiece with palm
« .,n the Robert Etickson Ricercare . 5. it is described as a e o '

palm of the hand on the face of the mouthpiece ' ™ Liaeuld te
Both the “smack" and the “pop" are indicative of some basic

taken into consideration.

4 1im thi4 cffcct, hK 't

1 see my annotation on page 2 "J'ne'Sthpiece in the receive, »"
the dangers involved. The main risk ISt ~ . t“puller” which instrument repair Mor« )
to make removal impossible without a J"f;th er than allowing .t to be \
caution is, then, to tightly nee d.d
way. This makes removal possible been obseijcd where to,j AN
very hard to just pu/l it out. Only one ¢ thinned out where tonvd<;rabl"
This was because the mouthpiece through the mecal. |
't, the acid of this person actually Anend that before \, Mavc, meidcenfally found
expenence with problems of this sort [*X ceter walls are ~ot moa.hp.....
over the instrument to make sure tha have djvcovennj' Mcrlinc silver. ">/
Awlution for those with too much acid, silver plate. Bet jr-

placed on the grip area rather than the UsU
acid even had eaten through chrome pla
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m .noulhpicce can be hi. by ,he hand in .wo ways, leaving .he pa,™ .he
,he paln, ,,// -he .cu.hpiece in.an.ly, T.e effec, of .he o™e..s0o a<W p.pe, an.
la,.erisofanpipe Thisdis.inction would accoun. for .he words smack and "pop,..

imply g..i.e differen. sounds. Both of the above pieces do no. require cn.,cal a.len.ion h,,
thing, because a variety of timbre is desired.

Pitch variation is also possible by the use of either the slide or the tngger or, for that matter, bo.h ,,
does require that the trombone slide be rested on the floor, the pos.t.on changes bemg executed by
raising and lowering the instrument. The distinctions and variations mentioned above do not warrant
a full discussion, since they are too subtle for general application. They are mentioned only to make

composers and trombonists aware of possibilities that could conceivably matter a great deal in certain

specialized situations.

BELL EDGE HITTING

One more effect from Bolos remains to be mentioned: that in which the performer is to “beat edge
of bell with thimble, finger ring or something similar.” It is represented by * , another clear nota-
tional symbol for the sounds so characteristic of this work. The best part about the ring on the fin%r
is that it is handy to beat or tap while playing or vocalizing. | have even used the mouthpiece asa
beater in such situations, but this is not to be encouraged unless one has available an auxiliary mouth-

piece of little value.

VACUUM

Other percussive effects can be achieved by pulling out or pushing in the valve slide to make a “pop”
(when pulling out) or a sort of “thuck” (when pushing in). Both versions are done while not engaging
the valve, but during the pushing-in version, the valve is engaged at the last instant. This works particu-
lariy well on long valve slides (such as on the tuba), so it is worth experimenting with on all the brasses

Related to this, of course, is the “vacuum smack” done with the main slide. See Chapter VII for further
details on “vacuum?” sounds.

MUTES

One mute used percussively occurs in the Berio Sequema V. The "Glen Miller Tuxedo Plunger" mal!
.s rattled in the bell, and the notation used for this is m . Mutes generally cannot be used pc-'
cussively, although that may be hard to believe when witnessing one falling out of an instrument onto

the floor - a not too infrequent occurrence.® On metal mutes, a linger ring, coin, Or percussion stick
might be used effectively.”
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A f ““ “fp~r'uton sticks. Ani,«,,clio,, .ailed "Rikitiki"*
M,ies and ea-IV ->m « de cl)lfl fhte\{?.kf..k, is ,0 ai,,,w ,he plas.ic handle mUAV -
Miif are. of Ihe trombone. The p.tch and the rate of bounce of this can he varied considerably hy how
lai me uric
beautiful ding.”" This stick has a rubber middle core, something like a soft mallet stick, allowing one
O play anywhere on the bell and achieve a variety of interesting timbres. The reverse end of such a stick
Jso ideal for performing the beginning of the fifth movement of Krenek’s Five Pieces and is also the
stick intended for the percussion part in Barney Childs’s Music. In the Ricercare, there is also call for
vllg asnare drum brush, which is very nice when used on the bell. Much use is made of “delicate percussion”
or "delicate single dings” which “can be hitting the tip of the mouthpiece, bell rim, etc., with the ‘wrong
end’ of the above mentioned stick(s).””

Another beater that warrants attention is the “superball” beater, which is made simply by drilling a
hole in the ball and inserting a stick. The effects that can be achieved are mostly “rubbing” sounds simi-
lar to the tambourine roll done with the thumb. Another aspect of “beaters” is the trombone slide
itself. Whether a rubber tip is on the end or not, the knob on the end of the slide can be used to sound
various instruments, particularly a gong or tam-tam. The piano frame (with pedal down) is good too.
One should not do this too heavily, of course, for it might damage the slide, but the sound can be quite

good and the visual effect is astonishing. All kinds of other materials are certainly worth experimenting

Mih

with, but at least the essentials have been presented here.

CIRCULAR BREA THING BEA TERS

villi - Circular breathing, discussed in Chapter VI and Appendix Ill, provides yet another set of “drum beaters.
The diaphragm can be used to slap the note out. The tongue, tongue-buzz,” and voice also act more like
dmm beaters in the context of circular breathing. This assumes a droning note, usually of low pitch,
which these “beaters” interrupt or alter. Another “beater,” allowing water to collect in the bottom of
the slide, thereby producing a “bubble blowing” effect, can proceed simultaneously with the circular
breathing drumming; however, it need not be confined exclusively to that. It can be used at any time
and can be brought in and out of use simply by raising the instrument level, thereby allowing the water

mules tosether in appropriate rhythms. | feel that it
‘he sound factor that makes this of interest. In any case, it is easy to damage mutes

EXCESS.
See page 3 of the score (see also “Rikitiki” instructions on the same page).
page 5 of the Ricercare.

See page 3 of the Ricercare.
See Chapter VI for an explanation of the “tongue-buzz.”
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to spread out evenly along the slide tubes. This “bubble blowing” and the resulting “pops”
are qy i
substantial (further “water” sounds will be taken up later in this chapter). Quite

I-XTRA Pf-RCUSSION

This section of the chapter deals with what | have termed “extracurricular” percussion Most of th'
has little to do with the trombone per se, but it is possible while playing practically any instrume

The simplistic use of regular foot taps in Elegy for Mippy Il for Solo Trombone (1950) by Leonard
Bernstein, or the more complex and humorous footwork along with dropped mutes in Consecuen:
for Trombone Solo, Op. 17 (1966) by Carlos Roque Alsina are certainly percussive devices to be noted
Specialized use, however, has been made of “extracurricular” percussion by Ben Johnston in One Man
for Trombonist and Percussion Cnote the use of the word “trombon/j/”). It is a tremendously complex
piece requiring a fail number of additional percussion instruments. The score itself is a compendium of
thought for a trombonist in coping with unusual tuning (cf. Chapter 1V) and many other problems, but
it also shows how to handle extraneous equipment and theatrical considerations (cf. Chapter Xl). The
entire .score iswell worth study for several reasons. Example 1in Chapter IV contains what is perhaps
the most dramatic use of percussion, since it involves the better part of a drum trap set. This excerpt
from the third movement requires the removal of the right hand from the trombone slide from time to
time in order to play the cymbal.

Example | beJow, from bars 15 and 16 in the first movement, is performed with the tambourine,
strapped to the right leg, either kicked with the left foot (first bar) or vibrated with the right leg (second
huT). Notice the harmonic glissando, trill, complex intonation, and body turning going on at the same
time (circled Roman numerals mean "F” attachment positions).

Example 1:Johnston One Man, page 4, bars 15 and 16

o tW —

1y

Lted by pe/minion. Media Prejs. Box 895, Champaign, lllinois 61820.
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eX3niP’A below, trom bars 23 and 24, is trom the second movement Notice how the fH-rlonner

-rbaUnce on one foot while circling the other foot to the side. Uter on, the sici.ch boils and ta.n-tatn

%rampl« 2: Johnston One “tan. page 5. bars 23 and 24

S iU 1S ' it it Vosfr m8

-\
™M i 1M VW

Lstd hy pfrmission. M«lu Press, Box S*?, (,‘hinipaiiin. IlI'.ni'n MS'O

scraping

i The bell of the trombone can be scraped on several different materials without hurting it at all.* Scrap-
ingon wood, such as a floor or wall, is very good, the best being a wooden riser. This is no doubt duo
to the air space under the riser acting like a sounding box. Glass or chalkboanis art tine, also. Sheet
metal can be very good, particularly if it is in the form of duct pipes. \lso metal and very usel'ul  are
both piano strings (pedal down) and gong (or tam-tam).

Simply scrape the edge of the bell along the surface chosen to produce the desired sounds, holding
the bell at an angle to control the preferred pitches. Different pitches are obtained, depending upon
whether the bell is pushed or pulled and at what angle the bellis held. This will vary extensively with
. the instalment used; trumpet, horn, or tuba will each give quite different responses. When scraped on
it piano strings, all produce startling glissando effects. Because of the “give" of the piano strings, it is

possible to “hit” the bell on the strings lightly. Rolling the bell on the strings can give a nice ethereal
effect made up of microtones (cf. Chapter IV). Other resonators can include gongs and tyinpani. Also,
Ao\ing the trombone at these instruments can produce all sorts of harmonics and other ettects. Large

and bottles can sometimes be of value (cf. Chapter VII). and the most useful of all these is most
“l'ely a bucket of water.

done discovered, fmallv, a small flat spot on the bell rim where most of the scraping has been
(rath years to achieve this, there would be at least seventy years of scraping

done before miich damage could be noticed. This would assume that the scraping was
about tlifferent places on the bell rim. The point here is to simply say that one need not worry
exercised of without a curled edge. Discretion should always be

hen executing an effect such as this.
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UATFR
viili  1have fomul that a bucket or wastebasket of water set upon a chair or table just to the left
L'ornier is most satisfactory. This is a tricky setup because one must be able to get the bell in
the water easily.” Some of the sounds available include getting the bell; (1) square and close
touchinn, but not on or in the water) to obtain a high shimmery effect; (2) partially in the wate
angle so as to get the watcrgong effect of pitch change obtained by dipping in and out of the wat™
(3) all the way in so bubbles are produced. Another variation (on 3) is to inhale air through the *
ment while the bell is submerged, so that some water is taken into the bell, then to play out with
force A soft sound is heard glissandoing down as the water leaves the bell, then an explosive bubbli
retch, or continuous bubbling if desired. Raising the dripping instrument out of the bucket is a wonder
ful climax.

Two kinds of water sounds have been mentioned before; (1) water collecting in the slide (earlier in
this chaptcr under “Circular Breathing Beaters”); and (2) water in ajar with the disconnected slide tube
inserted (cf. Chapter VII). The final water sound to be mentioned comes from a trombone in a swim-
ming pool."" The trombone is perhaps the only instrument that can successfully be taken into a pool
without damage, and this, perhaps more than anything else, attests to the simplicity of trombone design
There is simply nothing on a trombone to be hurt by water; other brass instruments have pads in the
valves that would need to be dried out or replaced, and the water would affect the valve oil. Most
trombonists, indeed, use water already (in conjunction with cold cream or something similar) in their
slide lubrication.

KAZOO

Still another resonator requires special mention; the kazoo membrane." Normally designed for hum-

ming, some buzzed lip kazoos were encountered in 1969-70. They were designed and executed by Kay
Aiko Sato and Ronald Heglin and were made of ceramic. The possibilities for trombone (and other |
brass) are incredible; the membranes are not unlike the aluminum pie plates in the bell (cf. Chapter
Musical dictionaries refer to “Bigotphones” designed by the Frenchman Bigot in 1880.”* These kazoos

9. With a trumpet, of course, it is very easy. The tuba and horn player have to exercise more care
and agility in getting the bell close to water.

10. Perhaps it is the gesture more than the:sound, but I clearly remember the sound
Water Music on a trombone while breast stroikiing (as well as | could) around the pool at the Oa
(California) Symphony Party in 1964. The sound was highly distinctive.

11. Related to this is the use of an electric fan. David Baker, Contemporary

Trombone, p. 303, suggests that one can “play into a fan set at different speeds.” This will no
be of a “buzzy” quality but will cause the pitch to fluctuate.

12. There were gatherings of “Bigotphonists” in Paris in 1910, apparently indicating ai es
interest, according to The Oxford Companion to Music, 10th Ed. (London; in
Press, 1970), p. 108. Information about Bigot and his bigotphones is earnestly solicited,

for a centennial celebration in 1980 in honor of this great Frenchman, then in time fora c
gathering in Paris of “Bigotphonists” in 2010.
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I'liulc to rcscinblo trunipots and trombones, etc. But there is no reference to their being

(lintifrmreen x iiKiltcr. there is no reference to them being hummed, as is normal with

diu* “1Ui/./"*section in Chapter IX on Mutes).

*

piano frame or rolled on the strings. It can also be used as

percussionist Might use a metal bar on piano strings to produce howls and squeals, etc. It is better to
I,those things with an auxiliary mouthpiece, however, since a good one might be damaged. Keep in mind
that in words of Lou Harrison and others, any sound is idiomatic as long as it does not hurt or

lestroy instruments. Care, then, should be taken of the piano used in executing these sounds. The prob-

lem of beating on or with a trombone is no different from that concerning a string player in producing
col "owing. Sometimes secondary instruments must be considered for use, and the conscientious
brass player should not feel guilty if he or she must use auxiliary mouthpieces, trombones, or other

cquipmi:nt. After all, that is what the bulk of this chapter has been about.



Chapter IX:
Mutes

The days of marking just “mute” in the score are, or should be, over. There is no excuse for this kind of
casualness about mutes and mute timbre, for most mutes have been around a long time now, and much
has been written about them. The standard mutes are adequately covered in the books by Fink, Gregory,
Kleinhammer, and Wick,* not to mention many orchestration books and some instructional methods.
Virtually ail the mutes except the straight mute have come to us by way of jazz, and one can imagine the
turn-of-the-century experimentation by jazz trombonists. Anything, it seems, was tried-most notably
glass tumblers, sugar tins, bottles, toilet plungers, and the like. The plunger has since become a stan-
dard mute, as have the cup, clear-tone, hat, wa-wa, and others conceived in jazz to produce a unique
timbre. Rather than detail the traditional uses of the various mutes, this chapter will deal mainly with
specialized and/or unusual uses of them. However, keep in mind that no words or recorded examples
can supplant the experimentation that composer and performer should exercise in order to learn about

various timbre choices. No real difficulties will be encountered by any composer as long as the basic

function of mutes - that of damping or altering tone quality - isunderstood, and as long as he or she

realizes that, in dealing with mutes, there is much subtle variation even in the use of one mute, let alone
agroup of them.

1. Fink, The Trombonists Handbook, pp. 49-53; Gregory, The Trombone, pp. 52-54; Klein-
hammer, TTie Art of Trombone Playing, pp. 12-14; Wick, Trombone Technique, pp. I'i-'IS.

2. Bertram Turetzky, in December 1974, recalled that he “saw and heard Jack Teagarden in
Hartford (Conn.) in the 1950s playing (probably) St. James Infirmary Blues. [He] did some serious
and expressive playing with the trombone [apparently partially disassembled] and a whiskey glass-
It could be presumed to have been the slide section alone with the glass held over the pipe, or el@"

held over the pipe where the tuning slide would normally be. See also Baker’s comment on Charles
Irvis in Chapter VI, note 11, above.

3. Gerry Sloan pointed out to me that much material can be noted in the article “Muted Brass
by Keith Nichols, in Storyville No. 30 (August-September, 1970), pp. 203-206. Nichols points oui
one of the primary uses of the mutes, particularly the straight mute, was to cope with the factt a
early recording techniques were generally unable to deal with the open horn sound due to the amp

tude. The whole style trend of commercial bands using continual muting may have had its ongi
dealing with this recording problem.

60
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jjtle differences in one mute can be absolutely astounding. To convey the idea, the mute most
~to arouse this kind of curiosity will be discussed, and that is the wa-wa, otherwise known as the
likely company that manufactures them. It is called a wa-wa from its ability to make that
ah) vowel sound discussed in Chapter Il; the uauaua that is so familiar can be seen in more detail
n vibrato. The left hand is placed over the stem for the ‘u’ and opened up for the
this generally assuming that the stem of the mute is pushed in all the way (although this can be
A with it pulled out any distance: see recorded examples). The term “stem out” does not mean to
remove the stem (though this can also be done), but rather to pull the stem to its full length.** Fink
describes the wa-wa mute stem as being with and without the “cookie cutter,” depending upon what
era the music is from. The earlier the music, the more likely the “cookie cutter” is left on the stem of
the mute. Since 1950 this seems not to be the case, according to Fink. However, in contemporary avant
garde music it is the ua effect that is desired, and this would mean that the “cookie cutter” is left

on the stem, even since 1950, at least for the so-called avant garde style.

BUZZ

Each mute is practically a separate instrument, and perhaps the wa-wa is the best vehicle to emphasize
this point. When, in 1964, | first encountered the Cage Solo, 1was confronted with the term “buzz”
mute. The “buzziest” sound that was to be found was the wa-wa mute held backwards gently against
the bell, which produced a terrific rattling. Similar effects, since discovered, can be achieved with
aluminum pie plates held over the bell. They can even be controlled by putting a finger in various
places on the plate - like producing harmonics on cymbals - and these “harmonics” can be changed
quickly by putting different fingers down. Quite a variation can be achieved by using different sizes
of plates (see the next section on “Plunger” and also the section on “Kazoo” in Chapter VIII). For

that matter, one can simply buzz with the lips through the wa-wa.®

4. A muting problem had to be solved with the Ton De Leeuw Music. With about ten days to learn
the piece for its premiere (5 June 1974 at Peabody College for Teachers in Nashville, Tennessee,
™ring the fourth annual International Trombone Workshop), and no time for questions to the com-
poser, an answer had to be found for, among other things, the directive of “sharp mute” on page 6 of
ne score. Two hours of thought and experimentation determined (wrongly, perhaps) that (1) by
ecomposer’s use of the term “sharp” he meant “edgy” or “harsh” or “brittle” or any combination

e that (2) the wa-wa with maximally extended stem would best convey this. This is an

direT trombonist must be constantly ready to experiment; wrong or incomplete mute
toth grossest oversights of composition, seem to be the norm. This is due, no doubt,
inan”® sensitivity to mute timbre differences until very recently; but

y | Was happy to have received even as much information in that score as I did.

ings™ Chapter VIII, note 11, regarding use of an electric fan. Also, in listening to jug band record-
showed” buzzing over the top ofjugs, the jug serving simply as a resonator. Gerry Sloan
holes in "A"ous pictures of Dickie Wells using his “pepper-pot” mute - a straight mute with many
fMjR 8,, e?"® the one on the album by Dickie Wells All Stars called Bone Four-in-Hand

"«) shows him using it (possibly) inserted backwards. This would be similar to the wa-wa
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R 1 _ il ..].. The i-.l«r«sl with th. hok is in pressinB the center of the plmset

- lu-Il ;» ] ..»iWc. |hi. tc,].iite. > rebtivcly iiew plunger, since old ones get stiff and do,,,,,

TLr Lrilu-r in it is pressed, the more prominent an<l “bu7.zy” the high partials become. The

(Irx .s wHI.
pluHKer. i,ke the w;. w;., pro.liicesii:i fo.*ah) when opened and closed. The main advantages of the

»hn.»:et mule over all the others are its low cost and the availability of the open hom option constantly
a1 hand. Hu- mule relerrtd to here is the conventional toilet plunger; however, for the Berio Sequenza

I\ Alsina's (hn.uriiniza, and other works of similar difficulty, it is wise to use the “Gien Miller Tuxedo

Plunder™ mule’ or llie "wow wow” mule." These are elegant forms of the rubber plunger and the

These mutes, by the way, may also be used percussively fcf. Chapter VIII).’

Hierc is a combined liu/./. and ua accomplished by placing a tninipet straight mute as far into the bel!

as if will Ko and then manipulating a plunger over it."” The convenient open horn option is not available

will) this comliination, but it nevertheless is a very important and unique device (see recorded examples).

used backwards as cited above. However, it may be more than likely that he has it handy fora quick

insertion tlic normal way. Sloan also brought to my attention Duke Ellington’s comment in hisMu5/c

/v Mv AT/vrrm (New York; Doubleday, 1V73) p. 108: “Before Tricky joined us, Charles Irvis (cf.

( tiapter VI, note 111, who was known as Charlie Plug, was our original trombone player down in the
Kentucky f hih. Ile was called Plug because of the device he used on his horn. In those days they
manufaclured a kind of mute designed to make the trombone sound like a saxophone. The sax was
still rcKanleil as new then. ( harlie had dropped this device and broken it, so he used what was left of
it, rolling il around the bell of his trombone. He couldn’t use it the way it was intended, because of
the pan br<”ken off, hut he’d gel this entirely different, lecherous, low tone, and no one has ever done
It since. You might say that there was really a lost art.”

6. Tlianks (o Uuddy Baker.
7. Manufactured by Humes and Berg.
8. Manufactured by Harmon.

“nNertain from the composerjust wnicn mute

N u® mcorrect or, at the very least, incomplete. lused a
around the edge for the “rattling” (cf. Chapter VIII) for about

was inSefuiil TnA/ArAAN
nil.ber plunger mute wUh thum ri |
two yearsn % S ;,

Trombone, p. 312, states that “the plunger
niute.” | estimate that this combination use dates

whal Pee-wec Muni was up to on his 7H RFM”Canit N when trlylng to determine
/o Kt-M Cdpltol Records release ofSugar Blues

» often used willi ;| sh<>rLned\\Tom”~on~
from around the twenties. | discovered thi« t
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felt,bvckft,and hand

Asomewliat simihir ciTect to the hut can he iichievetl hy plaoint! a piccc of felt over the hell DriipitiK ii

iimdi like the velvetone or "bucket" mute (which is often ilubhed a “can-o'-ranN").” I'vcn the haixl

over the bell can upproxinuite this, hut it is hiirtl to net the haiul in the hell far enonnh to Kel a coniplelcly
covered sound and still play! Fink has good descriptions complete with photonraphs of what to do with
the hand. His mention of the term "quasi horn.’*ii typical directive founil in ja/z or .Indio icore”i, Indi-
cates the effect desired.

Hie d.imping effect may bo hotter acliieved hy use of a toilet paper core inserted into the hell. Hcritsma
uses this effeet, which is the first use so far as | know, in his lilafanf llypnthcsfs for Tromhnnv atul Per-
aisskm (1977), In the sccond movement, he wanted an extremely st)ft and delicate Hounil, and he likeil
the idea of the covered effect that the toilet paper core ttave to the trombone tone. Herusma (urtlier
heightened the interest by the occasional use of the pUinKcr ulonn with the toilet paper core.

Atoilet paper core inserted into the bell produces the effect of a cut-off hell, much like tlie sound
shat the very early trombones (sackbuts) must have hud. For this reas<ni, | have found it wise to une this
'mvice when playing with other instruments of the sixteenth century. (Iranted, it would be preferable

“se asixteenth-century trombone, or a copy of one, but these are not always obtainable. Hic u<e ot

toilet paper core is cheap, instant, and not visually disturbing, with only a small amount of peculiar

donation to deal with - no more so, actually, than that which would be encountered with an old

Chamber Muaic /// (1971), in the "It’s been a lonn, lonR time” (iictond)

batijs extensive use of the hat mute. This piece, which is rcnectlve of tlie rnutcil dancc
WoriMil » shows this mute to be a visual as well as an acoustical symbol of that era, 'lliis
j ' ®oon be released on Columbia Rccords.
anay Pjyiger can imitate the bucket mute If the side of the plunner is bent In a little and hrid
Mula Vit ~Nslight angle. A fme bucket mute is now made by Jerry F'Inch (I'.f), Hox ~>.31,
and is called the "Finch” mute. It is sturdy. litthtweiKht, and can be inulallcd
N1 tracing cautioncd to specify Instrument make and model and nubmit a

to receivc the proper sil.e.
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instrument. For that matter, the use of any mute creates tuning problems that any expe

player is used to solving.

CupP

Unless one is firmly ensconced in dance and studio work or playing in pops orchestras an
in a cup mute for trombone may not be necessarily worthwhile. The cup, while a standard
is perhaps the most finicky of all the trombone mutes, mostly because just any cup does not

any trombone. Although supposedly a standard, the cup mute provides more complications

wa-wa, but, fortunately, contemporary composers find the latter more to their liking. The cup sim i
does not have the convenience or the wide range of effects,

Cup mutes generally have an open, half open, or “tight cup” (closed) option. “Tight cup” isadi
rective often found in dance band music, and it is presumed that the mute was made to fit tight and
no other way unless two mutes were carried around.”® The tight cup effect, however, can perhaps
be just as easily done on a “whisper” mute,** a mute made for practicing and one more likely to fit
different bells. Also, a mic-a-mute‘® can be considered, but it is shaped like the cup and has the same
fitting problem. It can also be imitated by a bucket or felt.

In a piece calling for several trombones with cup mutes, problems result even assuming that all
players have these mutes (which they might not). The cups never fit the same way in the different
sized bells, and any approximation would be a major undertaking. One company'* is now making mute;
with adjustable (sliding) cups, but those cups that are more commonly available are made of many dif-
ferent materials. In contrast, wa-wa mutes are almost all metal and, if they need to be adapted fora
bigger bell size, need only a larger cork. There is no risk of sound change. It is hoped that, with the

return of the sliding cup mute, the beautiful sound variation possible with cup mutes can become part

of the mute nucleus - or, at least, a recommended accessory to it.

13. It ismy good fortune to be blessed with an old cup mute especially made by the late Frank
DePolis of Philadelphia in about 1956 on which the cup part can slide along the straight shank.
sumably it was designed to adjust to different bell sizes, but | found the option of “tight” or ope

cup to be possible in an instant (see recorded examples).

14. Actually this is a “Whispa-mute” made by Charlie Spivak. This is one to experiment with for
extremely quiet sounds.
15. Manufactured by Humes and Berg.

16. See note 13 above.
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the directive “mute” is always assumed to be a straight mute; but since these mutes are
different straights of fibre, metal, wood, etc., are advised in order to adjust to

many
AQNiposer requests. A trombonist, then, should own a plunger (or several plungers),
several straight mutes as a basic nucleus. Even in contemporary music, ninety percent
Nva-wa, will call for mutes among these four. The expensive mutes among them are the

) d all the straight mutes; however, one would be expected to own straight mutes anyway for
eV « ' playiﬁg-xftﬁe righf[\straight mute can be really 1-m—pe+f1a-n'tb‘ AntdK'Weberﬁ, for
nv kind 0 . . :

conceived of the trombone as being no other way but with a straight mute; one need only

instance . . . i
rlg However, realizing what a sensitive man Webern was with regard to timbre, |

examine fUs WIS

i wndi sound from all the straights available he really wanted.”

The four mutes mentioned —the straight, plunger, felt, and wa-wa - are a recommended nucleus bc-

of their consistency; that is, if a composer asks for any one of these four, there is usually no

question in the mind of either the composer or the performer as to the sound desired. When it comcs
tocups bucket, hat, clear-tone (solo-tone), etc., more confusion exists, even though some mutes may
be consistent enough or some of them may be used extensively in certain circles; but only the nucleus
mutes are used in all circles while at the same time remaining consistent. It may seem surprising to some
people for me to recommend the wa-wa here, but even this mute appears in symphonic music as early
s Gershwin’s Rhapsody in Blue.™ The key word is consistency; certainly any active performer will

have available other mutes besides this recommended nucleus, depending upon individual needs.

MUTEEFFECTIVENESS

Muting on the trombone generally does not work nearly so well as it does on the trumpet. On the trumpet
the bell is closer to the body, and the mutes themselves are smaller, lighter, and cheaper. They are for
the most part consistent. Trumpet bells do not vary to such a degree that mute fitting is a problem;
therefore, much more variety can be expected from virtually any trumpet player. Conversely, do not
expect this same kind of flexibility from the trombonist, as it isjust not possible. It is possible to come
sae, with the exceptional player, but it is not, nor is it ever likely to be, the norm as it is on trumpet,
ft'impet player can even entertain the luxurious notion of obtaining a high-quality mute, such as the
°Pper rather than the aluminum wa-wa, whereas the expense would be prohibitive for a trombonist

if quality mutes did exist, which for the most part they do not. For a trombonist to approach the

project, just waiting for someone, is to find out the mute{s) used on

Not Only h or performances of his works in which he either conducted or attended,
jgn players would be enlightened by the results of such a study.
but actually commissioned by and intended for Paul Whiteman’s dance orchestra in

Since become virtually a standard work in the symphonic repertoire.
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lostly nuiU".. SluniM the trombotiist switeli instnimcnts, or switch to bass trombone
A . . the entir -
imi'it be ilone over again.

Reasonable tlexibilily can be achieved with careful practice, and the most important th’
place nuites where ti\e left hand can easily reach them. There will always be occasions when
remove a nnito while still playing.” This situation requires careful attention to the position of
instrument: right hand on the slide while maintaining pood balance of the instrument Th =
. . o . . .. *ne "nstrurnent
may be held with the right hand alone in first through fourth positions while sustaining a note

changing nuites. Although these tricks are certainly not encouraged, trombonists should neverthele
know them. *

Mirn: HARMONICS

One special category of mute souiids remains, and that is what | have termed “mute harmonics.” These
are of two types. The first is a breakdown of the wa-wa vibrato to u- a--u— a— done so slowly
that different multiphonics emerge depending upon which partial of the harmonic series is present (cf.
Chapters land V).“ When this is clearly understood, it is possible to “vibrato” the tone between the
different partials (the examples recorded give the idea). A similar sound can be produced vocally while
subtly altering the mouth cavity and tongue placement. Composers doing so will have a better chance
to come to terms with this idea without wasting a lot of performer time, so the practice is heartily
recommended for all concerned.

The second of these mute harmonics involves blowing over the top of straight or cup mutes much
as one would blow over a beer or soft drink bottle. Some variation is found among mutes (and among
blowers), so it is best not to specify definite pitches but to realize that there is a relatively soft funda-
mental located somewhere in the middle of the staff. There are also two (or more) very loud overtones,
the first at about two and one half octaves and the second just a little over three octaves. Both must be
used with discretion. This is practical only for trumpet or trombone, the trumpet ones being consider
ably higher; the horn and tuba mute openings are too large. Of course, each mute must be examined
individually, and the reader is encouraged to experiment further regarding all aspects of these sometii"

baffling and mysterious extensions called mutes.

19. A now classic example of the way it might have been done in the past is seen in bar
third of the Berg Three Orchestra Pieces Op. 6 (1929), Vienna, Universal Edition, 1954, w
second trombonist is directed to “remove third trombonist’s mute.” He or she must j°jg"ature
do this while the third continues playing. There are several examples in the contemporary *
players removing or inserting mutes while playing. ,

20. There is a hint of this on the plunger, but it is not very clear; it is a device that is margi
enough on the wa-wa, let alone anything else.

21. For interesting commentary on muting by jazz artists, one is encouraged MeTna™
“The Talking Trombone in Jazz” by Gerald Sloan, which appears in XigJournal of the

Trombone Association, Vol. VI (January, 1978), pp. 12-15.



Chapter X:
Means of Extension

TTiereare four methods by which one can extend the trombone into the surrounding environment.

Three principal ones will be taken up in this chapter: (1) piano resonance, (2) electronic equipment,

and (3) performance space itself. A fourth way, by water, has already been discussed in Chapter VIII
atong With other secondary ways, such as resonating gongs, tympani, etc., which are more or less per-
cussive by nature. The garden hose is yet another means of extension, the difference in this case being
that the body is extended rather than the trombone. The first of these, piano resonance (along with the
garden hose), has always had a special meaning for me, since | have always wanted to move the trombone
sound through the performance space without the assistance of electronics. This dream was finally
realized in 1972 at the University of Illinois”’ Krannert Center with the performance of my mixed media
ballet Ten Grand Hosery (“Ten Grand” refers to pianos, whereas “Hosery” should be obvious). This

woric has great meaning for this chapter as well as the next on theater (see Appendix II).

PIANO RESONANCE

The fact that each brass instrument is a separate entity can be no more apparent than when working
with a piano as a resonator; that is, with the right-hand pedal held in place in a normal manner by the
foot or by a pedal block." Each instrument that might be used for blowing into the piano will give a
different sound; therefore, the piano ceases to be a piano and becomes an extension of the resonating
pipe blown into it. The full range of the trombone works well, though the middle to high range is
particularly favorable.

One of the best ways to blow into the piano is to play loud with a diminuendo. The feeling is as

the strings of the piano are crescendoing in their resonance to “take over” the sound from the

mig|[: t pedal block could be a clothespin inserted under the back of the pedal. Other materials

These e f? whatever is used, care should be taken not to jam or force the mechanism,
that one are best on a grand piano, but much can be done with an upright as well. It is imperative
mation with this. Barney Childs conveyed to me, in 1966, the fascinating bit of infor-
loudness depresses both the right-hand pedal and the middle (sustaining) pedal, duration and

perceptibly. This isimportant for problems such as the bell rolling in the Krenek
Which is extremely quiet.
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trombone. If done carefully and thoughtfully, one is not sure which instrument is makin
any given point; in other words, the technique of “playing in and out of the sound” e
piano is desirable here. It is also interesting to “play in and out of the tuning” or pitch
the piano; that is, it is possible to play one note to set up a resonance and then nlav

but a quarter tone (or some other tone) away from it. Playing the second tone more softlsysscgnd ©
balance with the sound that is coming out of the piano, and the two can be heard equally Gli
away slowly, again getting softer from the first established note, will set up very prominent

N

N

beats (see later in this chapter for suggested exercises in this regard).

One fine example of harmonic glissandos on the same note (cf. Chapter I1l) into the resonating
piano appears at the end of the second movement of the Imbrie Three Sketches. It adds a whole ne
dimension to the trombone-piano relationship, bringing about a climactic moment that would other
wise be rather routine. The bridge into the third movement is this resonance, and as it dies away the
piano starts the aria. Other works making use of this resonance include Neely Bruce’s Grand Duo
Robert Suderburg’s Chamber Music Ill, and of course Krenek’s Five Pieces.

As was mentioned before, several percussive devices such as hitting and scraping are possible ina
piano. Scraping, rolling, or hitting the bell or mouthpiece are all appropriate sounds from this category
(cf. Chapter VIII) because these means create resonances that will “move out into the room.” A succes-
sion of tones can be played into the piano, and together they can create chords. The performer will

do well to experiment a great deal to find out how best to make this resonance work.*

ELECTRONICS

The reason for my interest in new sounds was due, in part, to hearing the sounds of electronic music;
they acted as a catalyst. During the early sixties, | found that some electronic sounds were repugnant
and | wanted to find out why. I concluded that (1) the sounds were unnatural (synthetic) and that (2)
I could imitate a great many of them on the trombone. Most important, | felt | could do them a bit
better; that is to say, my own trombone imitations of electronic music were less than perfect. | finely
believe that it is the little imperfections that make musical sound, or sound in general, so interesting-
Conversely, much electronic sound is too “perfect.”

There are notable exceptions, but even these bring home the point. Three works for trombone and

tape come to mind: CHANGES by Larry Austin, Animus | by Jacob Druckman, and Donald Erb s

.., and then, toward the end.... The first two consist of trombone sound sources woven into atgp

which includes synthesized sounds as well. The results are at least good pieces, even if the pe ®
sound factor is there. The Erb piece is totally different in its tape conception, appearing as a
performance” rather than a synthetic tape. As | recorded the source material, the composer perf®

2. A resonating piano works well with a garden hose, and it can be tucked right in un
strings. Garden hoses will be examined further in Chapter X1 on theater (see also Appen '
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W osing registrations as the work progressed. Tlie first "takes” were often “rehearsals,"
, -tBkes” had to be iiiade until the proper “performance"” was achieved The resull
. N tirillv if not practically, could be perfonned “live" by five trombonists, four
J lit theorei”r-**"n
j,y synthesizers - a real electronic chamber piece. It has the spontaneity so lacking
because this work is in part instmmental rather than solely electronic.

A I -tronic musit,
-nt* such as Pauline Oliveros’s Theater Piece or Robert Erickson’s Ricercare a 5,

I‘Q]Trﬁ,\ -rks using Eape, m.
ded sound that turned out to he possible “live.” Indeed, it was found that the
jffsinip'y jQ practical “live” that performances of Ricercare are preferred that way. A tape
Nsubstitute for something that might sound better accomplished by another

pftenis Qther method might, however, be prohibitively costly or problematical. Usually the audi-
Aethod. t acoustical compromise, or a synthetic diet of pure electronics which can

rse * With these thoughts in mind, consideration of the equipment will be brief. Time docs
ljeeveti discussion, since obsolescence is constantly at hand. The sounds that work best
Aot more important for consideration than merely the equipment.

_1Avers are content with a normal pickup system. Jazz trombonist Urbie Green, however.

M(:tcgrln;monly available mouthpiece pickup to which can be added octave dividers, fuz/ tones, and
soon' and Swedish jazz artist Eje Thelin uses a mike pickup fastened to the bell* (not a contact
microphone), which functions like a normal microphone. The advantage of both of these over the
normal microphone is that the performer can move around while playing. The mouthpiece pickup re-
quires a hole drilled in the side of the mouthpiece for the pickup to be inserted; an auxiliary mouthpiece
isbest for this purpose. The advantage is the exclusion of feedback and therefore the comparative
ease With which extraneous sound modifications (fuzz, etc.) may be added. The sounds obtained do
not seem particularly significant when compared with the “body” sounds that can be amplified, and
therefore may not be worth the expenditure. | would recommend waiting for future developments
before mshing out to purchase devices;* the time will be better spent examining what sounds generally

wil work best into amplification systems.

. is the Moog Synthesizer at the Cleveland Institute of Music.
Tudo . comments do not apply to such people as David Behrman, Gordon Mumma, or David
"2nce No”isniade electronic boxes are in and of themselves compositions and require perfor-
*onnan ““oMnients would not apply to Terry Riley either, since his tape delay music is so per-
°r®nted. Similarly, when Loren Rush uses a tape recorder, it becomes an instrument for
‘ole OHveros should be mentioned here also as one who has been known to seek out
~gment of synthesizers and use these imperfections compositionally. Among a certain
or both artists, at least, the trend is toward more creative circuitry, performance orienta-
g by Caldironi Meazzi, of Milan.
® dated 11 March 1975, states that “today, electromagnetic slides and

are tif *"®"™""ents and electronically amplified instruments with readjustable tonal
"e current interest.” (Cf. Chapter VII, notes 14 and 15.)
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RECOMMENDED SOUNDS FOR AMPLIFICATION

By far the single best category of sounds to amplify are those discussed in Chapter VI (Other
Sounds). Practically everything from that chapter can be used successfully; however, “closed” i
esophageal speech, and related material are the areas most open to senous research. These relative’
quiet and unusual sounds, when amplified, seem to become new effects rather than just being loudtj-
No doubt this is partly due to the sound emanating through the speaker instead of the tromt)o,,j
partly due to the fact that the speaker would usually be at a different location than the trombonm
When louder sounds are amplified, one will hear them through the trombone as well as the speak't

There is, however, something very special about amplified stomach, belching, and retching sounds
Without amplification these sounds seem matter-of-fact; when amplified, they seem to take or. a
grotesque quality that is very moving indeed, bringing about a dimension | like to think of as “:h»
trombone.” Because these sounds for the most part are not too loud by themselves, little sound com«
from the trombone when they are amplified (see under “Musical Ventriloquism” in Chapter Xl}. Tric>.
fore, it is very easy to convey a feeling that an electronic tape is being played; that is, the sound car.
seem synthetic, especially if the performer does not make much visual motion at the tine. A rsccd™-*
example demonstrates this clearly; it conveys a “musique concrete” feeling ~ the altering of non-
synthetic sound sources. The sounds certainly will not be accepted as a trombone’s, even though these
same sounds are all idiomatic - the key word - to the trombone.

Consult the “Amplification and Electronic Effects” chapter (7), written by Arnold Lazaras. in
Turetzky’s The Contemporary Contrabass. > Much useful information is contained therein, ever tho5"
it is designed for a different instrument. The intent of this short section on electronics is to leave the
reader with a few notions of what to do with amplification once the electronic hookup has been otiare:

*

PERFORMANCE SPA CE RESONANCE

Performance space is part of the trombone, and, like trombones and players, every space is different.
TTiese spaces are extensions of the trombone, just as the trombone is an extension of the body w*ithir
which the vocal or lip buzzed sound functions. The performer must “play” the space just as much as one
would the trombone or body cavity. The trombone has perhaps more control over its acoustical en-
vironment than any other instrument because of its dynamic range and directional quality. It is. like
the trumpet, an instrument that can be literally “aimed,” and this allows for tremendous control of
acoustics. Performance space resonance can allow for imaginative thinking in terms of the creative
process; it also can cause tremendous problems if this resonance is not clearly understood.

The awareness of resonance is best begun in a room with a long reverberation time. A cathedral
will serve this purpose, or a cement stairwell. Whatever the place, first practice chords.* Star: the

.. Bertram Turetzky. The Contemporary Contrabass (Los Angeles; University .« California Pre«-
1974), pp. 84-99. This chapter contains an excellent bibliography.

8. Here the term “chords” does not mean “multiphonics” (which are also useful) but rather
of normal (buzzed) tones.
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nd long, and progress by stepped-down dynamics and length to the last note, which is
not example (1) follows of what might be played:
Dynamics and Length in Chord Building

k
mf thp p

hould be an echoed sound of all the pitches in equal balance and perfect intonation. The
~Mnmistake will be heard immediately and will bother the player in a way that cannot be dupli-
chord construction can be done throughout the range, and chords of up to eight, ten, or
notes can be considered. It is wise to start at the top and work down, as well as the up
gnmore d in the example. Next, try the chord again, but start in the middle range and go in either
cirection or glilt&rrqglte directions. This is one of the best ways to learn to blow true’ and to train the
listen Do not get carried away with the beautiful sound quality that this resonance may produce;
onant room is generally complimentary to the sound. Practice also in “dead” rooms to learn how
~ work with resonance, to make a “dead” room seem at least slightly resonant. This is not a method of
V!&\cstudy material but rather of basic acoustical material, if a distinction needs to be made.

Tre question of using the performance space creatively is an area worthy of development, not unlike
the piano resonance where chords can also be set up. Indeed, it is possible to practice the exercises
mentioned (see Example 1) into a piano with its pedal down and gain much insight into the technique
adinto the ear, although a resonant room is actually better. A tape delay system can also be useful
for this purpose (cf. note 4 above). One should also play outdoors to study resonance; particularly
recommended are canyon and mountain landscapes. There is something very special about playing the
trombore outside, and it must be a feeling that didjeridu players take for granted; Resonance is very
important to aboriginals even though they are outside (see Appendix Il1). The trick in using this reso-
nance creatively is to learn to “play into one’s own sound,”*® or to build, construct, play around with,
4rdimprovise against the resonance in order to become completely familiar with the trombone and
msrewenvironment, while at the same time creating ideas for composition.” The key word, again, is

~perimentation. No amount of material in this chapter can substitute for that kind of activity.

"true” means blowing with a properly centered tone. The point, in this case, is that
ear clearly what is wrong if one will listen to the echo carefully.

Fc interesting to examine a flute recording, Paul Horn Inside the Taj Mahal (1968,
larattend 26466), which gives a taste of what can be done with a 28-second echo. Pay particu-
oice-troink vocal material for its marvelous microtonal fluctuations, keeping in mind the

thicT” relationship discussed in Chapter Il. Also see the more recent recording Paw/ Horn

............................ , was on a
1 Xurt Lunnmgham and Dance Company. While | was working with David Behrman
at the Pope’s Palace in Avignon, a “Great Abbey” (built during the time of Clement
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VI in about 1360) was discovered just beyond our performance space, which overlook h
below where the dancers and the audience were located. With the kind assistance of Jnh
sound technician, I not only performed from this “Great Abbey” but | also made several
ings in this chapel dealing with its 14-second echo. The trombone sounded beautiful in
perhaps due to the irregular surface of the sandstone, and much compositional material w*
I have titled these works and sketches Standing Waves to reflect the actual acoustic proceM
place. Two of these tapes have been recently released on 1750 Arch Records (S-1775) Stu

in the Great Abbey of Oement VI. The compositions have been titled “Standing Waves -
“Didjeridervish — 1976.”
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C/liapter XI:
Theatrical Implications

- on %nnroach the theatrical implications of the trombone: even when it is
. =*ruiTicnts can tiyi
fj# other inf moves at least three inches for only a half step. Musical sight-sound relation-
played j*Qj-e obvious than in the trombone glissando; everyone knows this visual cliche.
iiipis .. . . extend the throat as well as the arm, the trombone isa much more logical
- ifistrunicnt
hgn other instruments. It is unique among instruments, and is the only instrument

Jy extender %n
' ator of body sounds) having a completely variable resonator length. This has implica-

Tihe body (rcsonai
voun acoustically and visually; the latter is dealt with in this final chapter,

garden HOSE
Various references have been made throughout this book to garden hose instruments. As stated before,
agarden hose fitted with a trombone mouthpiece is really a trombone of nonadjustable length, just as
the trombone may be considered an adjustable-X*ngXh garden hose. The first composition' that ever
considered this idea was Pauline Oliveros’s Theater Piece for Trombone Player and Tape (note use of
treword “player”). No trombone per se is used in this work but rather the acoustical and visual
abstractions of it; however, this does not make it any less a trombone piece. If this piece were to be
foraplayer of another brass instrument, it would be necessary to use different size hoses and mouth-
pieces, which would make it an entirely different venture. The hoses are simply resonators and, as such,
aeno different from any brass of similar length and bore.

These hoses in the Oliveros work were originally “woven” into two sculptures by the choreographer

NS Harris. One, a “candle trumpet,” has funnel bells on the end where candles are placed. An
fom “ite'Telationship between sight and sound is achieved because the breath of the per-

nanvnngncontrol the amount and type of light that the candle gives. The other sculpture, a “sprinkler

for"me garden hose solo of extended length was by Robert Hughes,
of? PP-12-15 Th Anagnorisis, a ballet for solo dancer, trombone, and percussion

and!?1"*'®" thedanM ~I'l brought up the interesting problem of wanting to play about nine feet

ay”splint arrange™™™*" needed about fifty feet! Quite a large hole was cut at the nine foot point

observing wXm*?/ ~®vised, wrapped in matching tape, so that it would not bend and so that
think the entire hose was sounding.
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horn,”” allows for lawn sprinklers to rotate, spewing lorth baby powiler, stnokc, or wintev
might have been loaded in them.» Many vocal sounds imitating animals are used (cf. Chapter

My mixed media ballet entitled Ten Grand Hosery was inspired largely through niy collab
Pauhne Oliveros and Elizabeth Harris on the Theater Piece, and | will always be indebted to th -
sustaining pedals of ten pianos are blocked (cf. Chapter X), the idea being to “send sound through
from one piano to another. The same score calls for didjeridu (see Appendix Il1), or yn abstraction
it, to be used in the pianos (for the resonance). At one point, the performer is expcctcd to dervish
while playing the didjeridu. Also employed is a “sculptorchestra” - that is, sculptured instruments
instrumental sculptures (for a detailed description of this work see Appendix II).

MUSICAL VENTRILOQUISM

The notion that the sound of the instrument always emanates from (or near) the performer is ques-
tioned in Ten Grand Hosery. Usually, sound comes from the performer, though a notable exception is
the pipe organ; the pipes may be some distance from the player. This idea of the sound leaving the
performer is very easily done with garden hoses, as is seen above, but it is also possible to reverse the
process with a trombone in conjunction with a hose and an auxiliary remote player. | remember the
Kulturkvartetten (a trombone quartet composed of Folke Rabe, Jan Bark, Runo Ericksson, and Jorgen
Johannson) during their performance with me in Copenhagen in 1968. One player on stage held a trom-
bone that played whether he had it to his lips or not, A clear hose hidden from view had been affixed
to the “F” attachment slide tube, and the player had only to engage the valve to have the offstage
performer’s sound come through.** The trombone would appear to play by itself - a grand sight indeed!™
(See also under “Recommended Sounds for Amplification” in Chapter X for further information on

“musical ventriloquism.”)

2. This isin no way to be confused with the “trinkler.” See Gerard Hoffnung, The Hoffnung
Symphony Orchestra (London: Dennis Dobson, 1955), p. 38.

3. A very old idea is to blow cigarette smoke through an instrument while playing. Special
lighting can make it look as though the instrument is on fire, presumably a “hot tune” being played.

4.1 can now appreciate the frustration of the offstage player. Recently (summer, 1975) | had the
opportunity to perform on the “didjereunion,” a didjeridu-like instrument designed by Phil Carlsen.
It is a sculpture instrument made of PVC pipe, and three people can play it at once. The acoustical
result is very worthwhile even though the changes that one performer’s breathing does to another ar

absolutely baffling.

5. Harold Betters’s Reprise recording (No. 6208) Out of Sight and Sound contains notes
the recording sessions: . the hom seems on occasion to know what to do without being told,
us give you an instance: It seems that during the final set of one exhausting late-hours
and ragged-out Betters neglected to lift his trombone into playing position for the next tune.
weary Harold could manage to do was pucker up. And lying right there in his lap, that old trom

just took off a-wailin’ all by itself.”
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rcOSSaOUSNESS AND HUMOR

atrical trombone probably goes back no further than New Orleans jazz, minstrel shows, and/or
""lie It is “tailgaters” of the early 1900s
had to play tailgate of the wagon in order to have room for the slide. Real theatrical
“nmnnysness for trombone players probably took hold in the New Orleans era, coming down via
and the Spike Jones era. directly to contemporary music. One very old idea* was to hold
hr.ne with the bell and slide disconnected, yet close enough to still play; this allowed for the

.ug
of the instrument to be moved around in all directions. After learning of this, | prepared

mall rubber tube that could be stretched over both parts to make a better connection for playing,

~sallowed the trombone to flop all around and yet still get a good sound. It was even possible to
the bell section crossways in front of the face with the mouthpiece coming in between the braces.

Should it accidentally (or purposely) come apart, it might then be desirable to pull the outer slide off,
suddenly ending up with many disconnected parts. | often used such shenanigans in shows and other
performances during my high school and college days. The idea, apparently, stems from the eariy
nineteen hundreds. Seeing the Spike Jones band in the fifties, there is one sight | will never forget. This
was atrombone that had its bell section divided in half so that, apparently, a coupling was constructed
inthe middle of the curve in the tuning slide. This allowed the bell to drop down behind the player
and to dangle and swing about. Unfortunately, few early trombonists are famous for humor,” although
it is known that a few of the great band soloists of that time, such as Leo Zimmerman, liked to play

pranks or otherwise engage in humorous activity not related to playing.®

LAUGH

The trombone laugh appears throughout the early part of this century.™ It was often done with the
we-wa mute, sometimes coupled with an attempt at the same “ua” vowel sounds by the lip (cf. Chapter

6. This was told to me in the early fifties by my first trombone teacher, the late A. B. “Chic Moore.

7. Glenn Bridges, in a letter dated 27 August 1974 (small changes have been made for the sake of
brevity and clarity): “Jim Miller was a Holton demonstrator back in the twenties and before. He used
to do a stunt like faking a bagpipe in the lower register —and good. TTiat fellow really had a fantastic
emsnge... , Xhe trombone laugh was probably originally done by Fred Innes back in the 1880s, for
private audiences, not in concert. Although a concert artist, Innes did all of the so-called stunts. The
fim laugh | ever heard on a record was Harry Raderman’s Make That Trombone Laugh on an old
tdison disc made in 1920. Yes, | heard the stunt of dismantling the trombone and playing through the
J*PPer tuning slide only. I remember a Larry Conley doing this in an orchestra pit in 1923 playing
pen Hearts Are Young with Rodemich’s Orchestra in St. Louis. Many did these things even before,
and) | heard all kinds of trombone stunts as far back as | can remember. | began ... on trombone in

’t ,Vaudeville artists were then in the “swing” as they say today. Fellows like Eddie Coe,
etc,

from f2®"" Bridges, Pioneers in Brass (Detroit: Slierwood Publications, 1965), p. 111 (book available
e author, 15626 Callahan, Fraser, Michigan 48026).

Cf. note 7 above.
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” | ertended example appears in Robert Sucierburg’sa.m be, Mu>tc

1) to reinforce the ettec . trombonist uses the wa-wa while the pianist mak,,
i,, ,he -Brother other «inas of laughing are heard when a trombonu,
,ocal "Ha-ha soun s Staccato” or “Flight of the Bumblebee while a crowd

attempts to play sue am A trombone seems to take to this kind of

lo» T th a t the ItLTLass instmments. perhaps because of the apparently awkward slide work th,,
most people assume mirron the trombonist. Whatever the reasons, they are cause for many people

to take the instniment seriously - as seriously as the cello or piano, for instance.

THEATER PIECES

Other than the type of incidental theater that occurs in Cage’s Solo, the first real theater piece for
trombone solo to achieve international fame was the Berio Sequenza V. Of course, all music is theatrical;
that is, the performance of any piece is of interest visually as well as acoustically. The Berio is one of
two works to arrive on the music scene simultaneously, each with a distinct flavor of its own in this
genre of music theater. The Oliveros Theater Piece and the Berio work were programed on my premiere
concerts of 21 and 22 March 1966 at the San Francisco Tape Music Center. No doubt there are other
earlier theater pieces, but none, so far as is known, received such a wide distribution.A

Perhaps the Erickson Ricercare d 5 should be included as a music theater piece, but the only actions
observed are those necessary to perform the work. As in the Cage piece, it is impossible to make the
trombone not theatrical. These Cage and Erickson works are what might be termed “implied theater”;
that is, they seem to be theater pieces in all respects except that nothing has been added to the move-

ments necessary to execute the work acoustically. Granted, the Cage work could have a specific theatri-

cal option exercised by a performer, but this option need not be taken.

PERSONALITYPORTRA YAL

uil trombone, does warrant some discussion.
story about the famous European Clown Crock,- and the trombonist’s actions acoustically

once a month or si*tLSowlng"remS" |ANAAAN ~\ties when about
Dithers, Dagwood’s boss. He would sav ““Bumst hm muted trombone, came from Mr. ”
Currently, the role of the schoolteacher in thT~rJ - office!!l (uauauauaf/i*-ua)-
wa-wa muted trombone. Brown” cartoons on television is played by a

11. See pages 19-21 of the score.

rr Laughing Record” recorded by the Spike
14. Stage name for Charles A d ~ rw trombone*-
like'cro™™rw Smr’ '""s his speaW nnif

explain the “why” of the plecl n
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isually attempt to portray this story. In the beginning, the player “shoots” something in the air

appear to be high or low. This becomes faster, more fretjucnt, and more disjointed,

finally the whole situation becomes so frantic and hysterical that the performer can only utter a
“"" jdered (at the end of line 3 of the score). From that point nn, the player must breathe in
Ale pijying (cf. Chapter V1), interject loud notes into a soft texture, work the slide vigorously, and
theniNis® niaintain a level of hysteria that represents Clrock and how he might have performed had he
been a trombone player. The hysteria convcyed is not falsely imposed; it is also the result of performing
the piece! One need not try to be theatrical except at the beginning and at the spoken word. On the
other hand, the player constantly must have in mind the message that is to be conveyed, and to keep
that level up. The hallmark of the true clown is the mixture of the comic and tragic, and this must be
lcept in mind. Special lighting sets the mood for the piece.

Stretching role-playing further, I, in one sense, never appeared at all in my Life Begins at Forty

concert.** T. Peter Tomita’s review may partially explain why:

One creepy green spotlight dimly focused on stage left. Enter the Carnivore of Uranus
exploring “an alien environment accompanied by vague sensations of an almost forgotten
previous existence wherein he was frolicked in the canals 'neath sunny skies in search of
Corvo” (from program notes by the composer). It’s Stuart Dempster! Costumed in green
tights, green rubber feet and hands, a massive headpiece covered with green and clear cellu-
iose dangling, obscuring what look to be ordinary motorcycle goggles on what should be his
head (but not quite sure). He (It) is scooting about the floor on a small caster. The trom-
bone, also dressed in green and clear cellulose, is playing the Carnival o f Venice in harmony
with the electronic tape. The carnivore stops to contemplate, then scoots in and around the
audience when we realize more sounds are emanating from this being than trombone. Yes!
rhe Carnivore is wired with halfa dozen speakers connected to the tape.

Hi-Litesfrom the Carnivore of Uranusfor Trombone and Tape by Edwin London was
the opening number of a concert. .. [which] also included Bombardments No. 4 by Robert
Moran in which Dempster futilely fights his way out of a gigantic burlap bag, Whatzit No. 6
by Raymond Wilding-White in which he performs through a cardboard refrigerator packing
crate, and his now famous General Speech by Robert Erickson.. . .™

In all these works | never appeared as a “trombonist” but rather as an outer-space being, a larva, a

speech giver, and a mechanized robot. In Wilding-White’s Whatzit No. 6 (1970). | pop up and down like
ajack-in-the-box, quoting, like spliced tape, many excerpts from the trombone literature. One should

also be aware of Wilding-White’s Encores for Stu (1970), fourteen little pieces suitable for the end of a
concert, which involve every imaginable activity that one might do with a trombone. My favorites

include “Nocturne” (No. 10) where bubbles are blown through the “F” attachment, and “Aerodynamics”
A0- 11) where a balloon is installed on the “F” attachment so that when the trigger is engaged the

*alloon blows up. Pedagogical problems abound when one begins to learn Robert Moran’s Bombard-
AentsNo. 4 (1964 and 1968), an incredible piece because it must be performed in a large burlap bag.™

~Nnentually learned to fall, roll, and tumble while still playing the trombone, but not before practicing

This concert was in Seattle at i\\t and/or on 8 July 1976.
Stu Dempster at and/or,” in Ear, Vol. 4, No. 7, Fall 1976.

“costume” was designed by Renko Ishida and the composer.
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more elementary procedures. This practice entailed (!) learning to fall without the

the bag, (2) learning to fall with the trombone while not in the bag, and (3) leamingT* A/ *A"*A

I then combined the first two procedures, finally adding the last one. The result is a

with seemingly many legs - the trombone contributes its share —and the trombone (a d

seem to be alarva in a cocoon during the pupa stage. The Bombardments is a trombon'~t’

Spring.” n of
Some of the best theater in music is that which is linked to a high degree with the sound

Berio or the Oliveros. The candles in the Oliveros work are affected by the blowing or by

the hose producing the Doppler effect in the sound, the latter relating in some strange way

with the didjeridu. This spinning is done just as well with the trombone. Also, with the Ben

One Man, discussed in Chapters 1V and VIII, the gestures undertaken are simply those which alsoV"t

execute the sound desired, even though the work seems to be a theater piece. In Johnston’s work th

wind chimes over the face are theatrical, to be sure, but do create a wonderful sound. The rolling'up of th

pants legs to reveal the finger cymbals is certainly theatrical but nonetheless necessary in the acoustical *

performance of the work.” Notice the difference in Robert Erickson’s General Speech where “hard

stares,” actions with a glass of water, and so on form only a small part of the total theatrical picture
(see Appendix ).

The great success of General Speech is due, no doubt, to its careful extension of the trombone bell as
the throat, and the slide as the arm. It is a parody of a real speech with as many theatrical gestures as
practical to portray the person behind this speech. In this way it is not unlike Sequenza V, a story about
a specific individual, the main meaning being behind his public image. Although the actions are desiped
to portray the person at hand as General MacArthur,** it is freely recognized that the person could be
anyone. It is not what is being said, it is how\

One might well imagine an opera being carried on by several trombones.“ Indeed, understanding of
many opera plots would not be any the less enhanced. Only when opera is composed with all the parts
created for trombones instead of voices, with great trombone opera choruses “vocalizing” the refrains,

can the trombone truly be said to have arrived at the foyer of mainstream western music.

18. A word about dress: When such actions are done in, say, full dress (tails), the impact is altogether
different than if one is in jeans or even a dark suit. The strict formality of the concert setup as rep
sented by the formal clothes is more apparent when the deviations of pant leg rolling,
pants, etc., are made. This juxtapositioning of various symbols of the traditional and the new is
important and should be constantly in mind when performing new works requiring theater.

19. Perhaps the trombone is the ultimate corncob pipe.

20. The original trombone opera plot came to my mind in the fall of 1973 upon returning

Australia. The “Watergate Hearings” on the infamous Watergate Hotel Break-In, 1' jhe voices
begun several months earlier and were occupying television time morning, noon, and n

droned on, and the participants seemed to speak slowly and otherwise appear ~ad

four months, and returning to hear the same Hearings grinding away, it was as thoug "gterga*®

At this point the realization came that, by extending the General Speech idea, the en
Affair is one of the world’s great (1) drone pieces, (2) theater pieces, and (3) potential
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Backword

The trombone is a symbol of long life. It is the instrument which remains unchanged, just as it is an
instrument only rarely used until the twentieth century. For five hundred years it has continued with
only small changes, while the rest of western instruments have undergone drastic changes or have been
invented.

The trombone, then, is a sleeping giant just beginning to awaken. This book of elementary ideas
can provide only the material for the giant’s first breakfast. Readers must realize that this book is in
the form of a first word —a foundation - upon which much can be built.

This cannot be a book of combined elements, and although various hints toward combining elements
have been made from time to time, they are given with the idea of helping the trombonist or composer
to experiment further. To spend any real time on “element combining” would take several volumes,
be too pedantic, and stifle the reader’s (and my own) Imagination. If the reader has read this far, it is
time for him or her to experiment (and this will be true whether reading from the back of the book or
from the front).

Those readers who have begun at this end of the book will have already discovered the recording. The
discs are organized with examples from throughout the book. In reading from this end, one will be
going from the outside in; that is, from the theatrical gesture, to performance space, through the trom-
bone, and into the body. Even the miscellanea chapter turns out to be in the middle.

When the appendices are read first, they will lend a background perspective to the book that can be
helpful. On the other hand, in reading from the front, the reader will find the appendices useful in the
order they are mentioned in the chapters (see Foreword). From the front, the reader starts with the body
and works through the trombone and out into the space surrounding. There is really no difference
whether one is in or out of the body, neither being better than the other. It is all the same, the end

*eing the beginning and the beginning being the end. Welcome or farewell, then, depending upon the

route traveled!
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Appendix I

(t(‘*Heral S/yrrch

ceneral Speech by Robert Erickson is one of lhc most amazing and thought-provoking works ever com-
posed for the trombone. This work is reproduced in its entirety on the following pages becausc of its

importance for study and its relationship to this book.

H



General Specch

a conyx>sition by
Robert Erickson
for
Trombone Solo (1969)
Co««issione<l, Edited, and Annotated by
Stuart Lkanpster

Costume and Lighting by Lenorc trik-Alt

Dress

The perforaer is to wear full dress (tails) to sinulate a
full dress ailitary uniform. On the coat slwuld be worn medals
and other insignia as appropriate. An abstraction of a military
hat sliould be properly decoratcd, and all insignia, medals, or
decorations should be painted with "da-glo" (fluorescent) paint.
Dark glasses, sixjulder pads, and white satin gloves will conplete
the costuac (a corncob pipe, although appropriate to tlie personage

represented, should not be used).



The text is froo General Douglas MacArthur's retirement speecli given
at West I\)int.A One should consult MacArthur's own autobiograpny”
for pictures, S(>ecch texts, and other information helpful to tiie

prospective performer.

Setup

The setup should include the most opulent loctem one can nustcr.
it stnuld be situated a blacklite, and two red lights on a diinner,

placed so as to liglit the medals and the hat. TMo smallish American
flags should grace tlic hi);hcst |[X)int of the Icctcm thus'm M
To the rii’ht side of the lectern, or better yet, on an auxiliary table,

a glass and a pitclKt of water slxxild be placed. Behind the lectern

a series of steps vnr>'ing in two-inch heights should be placed out
of audiencc view, Illw dinmcT for the red lights should be conveniently
placed on the lIccteni so it can be used when staivding at full Iteight,

whereas tnc blacklite switch should be located near the floor tor

scries of stops) to be operated wliile bent down (see lighting cue sheet).
Performance

Walk on brusquely in a military fashion and mount next to liighest
step witdi bent knees so as to appear standing on the floor. The

trombone should then be brought up suddenly followed by a hard stare

1. Listen to the MIX recording E 424S CCTeral of the Anny Uouglas
ttacArthur - the Life and Legend of tlie Old SolZTTer - a Jocumentary
compiled froiii itearst Metrotone Newsreels.

2. JfccArthur. Douglas, Reainiscenes (MrCraw-Hill, New “ork, 19M).
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As best »s pcssicle. one is to perfcrn tae rcweli ind “orjanacts

is seen it the *oru ibstrictiocs in vie lir*e lettering =‘®* soeecr.

IS given only is an iid). T"s neans STjpuig the -ncuth. tcr.j?je, a-x

t.iroit ui 111 different Banners in order to ac.iie--e the icsired effect,

and it will no doubt be fsxnd that a co”rehensive analysis of each
sound «>ill have to be nade.
This piece requires an *'P' attochnent tronbone. It will be

noticed, however, that the only use of the valve nalJc is for the naif

valve effect. Where there is call for pitches below the low E they

are desiipiated as "fake" meaning "fake trigger" notes; that is, they
should be performed as bent tones or as wiiat Robin Gregory in his book

on The Tranbone”™ refers to as "priveleged” notes. Do not cnuanc the

trigger for any low note except at the very end of line 13 about where

the word "Pedal F" is written. The "etc." at that point should be

morembent trigger pedals down to as low as possible.
All vibratos can be assimed to be the "diaphragm™ (or "gut")

vibrato with occasionally a snail hint of a jaw vibrato when appropriate.

Pauses

The first long pause in the middle of line 6 should be takoi very

matter of-factly.

Stick out the chest to show off the medals. Bring

3. Pra*ger, New York, 1973.
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bell (as a lecturer mx-la do covering ue axx.-:). It iMoLlJ. se «r-
hurried - the JtLtji of nater is jr?er.t.' - for the first zai zr r-el/e
>eco«l5. Then slow Jonn the pace graiuaily acvisg lato oocy
quiver at the beginnuig of lirse K, the bod> quiver beiog of an oli

nan regaining his ccmposure.
Surprise Eniing

At the eml of the piece bring Instn«ent dowi sjddenl/ Ctaiong
care to allow medals to sluw). After stage {and house] lights are
blacked count two seconds and din red lights off. In just the
blacklite slowly "fade away" as gradually and slowly as possible
behind the podiun by bending the knees, etc. When cnf)leted, turn
off blacklite, «nve away from lectern into a bow, and stay there
until house lights come on. Then walk on and off in niliury fashion
until bows are conpiete. If a third or fourth bow is called for, a
wave of the hat is desirable, but naintain the character of the

personage right through the final exit.



Lighting Cue Sheet

The piece is perforncd in its entirety in iwrnul suge lighting.
It IS at the end of the piece itself that this changes. In
ariier to know when tlic comes one only need know that tlie
tLamboge is brought down three (J) times, the third tine being
the end.

Mien the Instrunent is brought down:
(a) the first tine, about 1/3 into the piece, a water
lass is used.
(b) tlic second ti»e, about 2/J into the piece, a water
glass and pitcher are used.
(c) the thirJ time narks THE BKD of the piece and the

Lighting person will:

**cowait Z seconds after end of piece and black the sta” ojjd house lights
suddenly (Uo not dim).

The performer will tiicn count 2 seconds Al din red lights.
rcnaining in blacklitc. While disapjicarin”® behind podium
perfonner will tuni off blacklitc (the performer rust be
aware that the blacklitc will appear off to the lightiiiK
person once performer lias disappeared out of blacklitc,
even if it is not yet switched off!)

**coijit 8 seconds after blacklite goes off and bring up st.igc and Iwusc
lights sud”nly. (Applause will then start and piece is over.)

For performer on stage; . . .
Prepare 2 red lights dinned low facing up from podiun on
chest and head, etc.

Preﬁare blacklite on podium to pick up medals, etc.

Both systems remain on during entire playing of the piece,

then; . .
Follow performer directions above.
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Appendix II:

"("}} (nan(l tioscry

a composition by
STUART DEMPSTER
for Musician. Dancer. Sculplorcheslra. Supplementary Dancers, and Audience
Composed with the assistance of Al lliiang
and Dedicated to Pauline Oliveros

Premiered February 9th and 10th, 1972

Festival Theater - Krannert Center, University of Illinois, Urbana

Stuart Dempster, assisted by Al Huang and his Tai Chi classes, and by graduate sculpture
students of Frank Gallo. Lighting by Ray Caton. Production by Gordon Smith. Title con-
tributed by Ben Johnston. Sculptures: Blowdozer hy Wayne Forbes, Human Serpentoid
by Chip Wulff, Potbailers VIl and IX and Lift to Top and Let Drop by Mike Hoeft.

STAGE

The stage should be as open as possible, with all curtains including the cyclorama raised up out of sight.
Place ten grand pianos on the stage with the Hds raised and sustaining pedals blocked so that the strings
will be free to resonate. Arrangement should be casual, yet spread around the stage to cover the area
generally with a semicircle leaving the downstage center open. Ten garden hoses with as many trombone
mouthpieces should be stretched, one from each piano, to the center of the stage, the ends of the
hoses being hooked in the sounding board holes so that they will not slip out. All hoses should be of

a length so that the musician can stand up and have al! hoses rise evenly. Each hall encountered will,

of necessity, require small changes in the conception, including the number of pianos used. The title

remains the same no matter how many pianos are used. It is never to be done with less than three pianos,
and allthat are used should be grands.

LIGHTING

Lighting should be simple even if many lights are hung for the occasion. Concentration should be on
washes of blue and gold, these being the best choices with green or clear plastic garden hoses. Specials
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can be hung for downstage center, stage ccnter, and as desired elsewhere. No specific lighting is
necessary for any of the following numbers other than a general increase from no light to a lot of

light, and then back to nothing again. An element of improvisation is desired for all elements in this
piece, including the lighting.

PERFORMANCE

I. Grand Overture and Didjeridervish

Musician will come out on stage with a didjeridu or, preferably, an abstraction of it such as a PVC
sewer pipe of about one and a half inches in diameter and about three and a half to four feet long.
Move slowly at first to each piano, making soft sounds most of which are vocal. Gradually add occa-
sional buzzed sounds as the sound works up a bit louder and busier. Go round and round to all the
pianos moving quietly here, staying and blowing longer there, as much as practical having didjeridu (or
sewer pipe) pointed into piano to pick up resonance. It should seem as though you are “testing”
pianos and that the piece has not really begun yet. Gradually move to each piano faster, going around
faster until finally working way to center down stage in a full dervish at the rate of one rotation for
every two seconds. By this time continuous droning by the method of circular breathing should be
going on which will, by the way, create a Doppler effect of microtones because of the rotating. Keep
this up three to eight minutes, then gradually slow down and finally stop, sink to knees slowly and
bring didjeridu up overhead while going down on back in a yoga “fish” or “diamond” asana with back
off the floor and top of head touching floor in such a way that the didjeridu reaches floor and can still
be played. Continue circular breathing gradually getting softer and fading out.

Dancer starts far upstage just moving casually with perhaps a few traditional type warmups or what-
ever else seems appropriate. Work way finally to pianos, neither avoiding nor seeking out musician. An
occasional shout or grunt into a piano is appropriate, thereby making dancer a musician just as musician
becomes dancer. Include occasional spins and/or short three to four second dervishes. As musician
finally reaches center stage and dervishes, make no more sounds but concentrate on dancing round and
round the musician, sometimes the same speed or faster or slower. Change directions frequently, or
whatever seems appropriate. Through all this remember to be meditative, comfortable, relaxed, and

happy! Gradually end up lying on the stage at about the same time orjust after the musician lies on the

stage. When sound stops, lie motionless,

Il. Ten Grand Hosery —Part One
Musician, while stage is blacked, moves to ccnter stage where the "bouquet of mouthpieces” is, and

sits crossleggced with mouthpieces to his mouth. As lights come up, gradually make a few vocal sounds,
then a few buzzed sounds, into the favorite garden hose-piano instruments that are at hand. Gradually
work up to using all hoses, the idea being to “send” sound from one piano to the other. Lots of long
tones, vibrato Cmicrotonal wavers), bending notes, etc., are appropriate so that microtonal chord
structures arc set up in the piano strings. It is also not a bad idea to have an eleventh hose going to

“nowhere” so that the dancer can occasionally play (on the far end). Stand up once, at a dramatic
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moment, so the hoses can all rise together. Bang mouthpieces together occasionally. Musi
to “dance” occasionally just as dancer will want to make sound, and this must b%ﬁ]iirg’i‘niﬂy Worker!
between the two. Gradually fade out to silence and lie on back. Total time: 8-15 minutes
Dancer will begin at the spot where the last piece was ended. Gradually make some activity

propriate, but give musician a head start. Dancer will eventually want to dance “through” hose.
and contribute a few sounds from time to time. A hose can be brought loose from a piano ¢ !
can move, and movements with hose, dancer, and musician can be improvised as desired Dancer

no doubt want to dance with and become entangled in one or more hoses. Banging hoses on floo
useful, just as musician will bang mouthpieces occasionally, but this should not be excessive fOptio
If more than one dancer is used for this section - combining Parts I and Il - the solo dancer should
still begin first, perhaps for four or five minutes, before bringing in the supplementary dancers lying

on stage amongst the pianos.) Gradually slow down motions, ending up silent and motionless as sound
stops and lights fade.

in. Divertimento for Sculptorchestra
Various sculpture instruments may be used. These may be instruments that have been made especially

interesting to view, or else sculptures that have the ability to make sound or that can be played. No
restrictions are imposed other than that they ouglit to be (but do not necessarily have to be) of tubes
or tubular. In the first performance, for instance, tubes with little balls running through them were used,

the balls dropping into various containers and on drums, etc. Some were buzzed lip “instruments”

with trombone mouthpieces. It isassumed that successive performances will see a larger sculptorchestra
of new instruments plus some of those constructed for previous performances that will, one day, be

of a number and variety to be an entire “piece” or program in and of themselves. It is a nice touch if the

sculpture artists themselves play their own instruments; however, this is not necessary.

IV. Grand Grand Fanfare and Ten Grand Hosery - Part Two
The fanfare is played using a short garden hose instrument played into the sewer pipe for resonance. An

announcement is made, either by musician or dancer, that the audience is invited to lie on the floor
amongst the pianos. A repeat of Il then takes place, but musician concentrates mainly on washing the
audience with sound. After a period of time, dancer can rise slowly and eventually invite audience to

dance too. It is nice if eight or ten other dancers can be brought in first by the dancer, and then have
them assist in leading the audience.

V. Grand Grand Grand Finale
Continue as in IV, but have pianos moved back off stage out of the way. Sculpture instruments can re-

join, especially if any are sturdy enough to be handled and played by the audience. Have dancing
dissolve into a social get-together in such a way as to cloud just when the piece ends. All thisisen a
if wine and/or coffee can be served with things to eat. To move outside to a grand festival of some

with picnic or barbecue, would be an ideal finale. A sculptorchestra street parade would not be

inappropriate.



AN Cn(lix 1H:
| lu‘ Didjci idu

Anyone casually aware of the fact that the only musical instniment (apart Iroin thi- iibir|ui-
tous bullroarer and simple percussive deviccs such as sticks, boonicranf’s and, rarely, a

hollow log drum) used by the Aborigines is the ilidjcridu may well wonder what there is

to study, instrumentally speaking, in Australian Aboriginal music. On listening carefully to

a large amount of didjeridu music, however, one becomes aware of two things: first, that
there is extraordinary variety and ingenuity behind the apparent monotony of its drtMic, and,
second, that a remarkable virtuosity of technique is displayed hy expert players of the
instrument. Although a fairly full appreciation of the former can he achieved by c(jncen-
trated listening, transcription into musical notation, and painstaking analysis, the latter can

be thoroughly understood only by attempting to master the instrument oneself in as authen-
tic a manner as possible.

This statement opens the paper entitled “The Didjeridu” by Trevor A. Jones in Studies in Music, Vol.
1. A. P. Elkin provides further comment in his book The Australian Ahoritines:"\\

The most interesting Aboriginal musical instrument is the didjeridu, but it is only known in
Eastern Kimberley and the northern third of the Northern Territory. It is an un-stoppeil
hollow piece of bamboo or wood, usually the latter, about four or five feet long, and two
inches or even more in internal diameter, with a mouth-piece made of wax or hardened gum.
The player blows into the instrument in trumpet fashion. Tlie precision and variety of
rhythm produced on the didjeridu are very striking. Sometimes it sounds like a deep bour-
don organ stop being played continuously, at other times like a drum beaten in three-four
time, and so on, varying according to the type of song and dance which it is accompanying,
and indeed, “carrying.” The tongue lies nat, with the lip at times projecting into the mouth-
piece. TTie continuous nature of the sound is most remarkable. The diaphragm rises as
breath is taken, and the next over a second later, but some of the incoming air is kept in

the mouth to be blown into the instrument while a quick intake is being made. Glass-blowers
may understand.

The technique of playing the didjeridu is, indeed, incredible. One must begin with the relatively
simple “circular” or “continuous” breathing, a technique which most brass players find difficult. On

top of this are the use of the voice humming the tenth (or some other interval) above the fundamental

1. Perth: University of Western Australia Press, 1967, pp. 23-55.
2. Sydney: Angus and Robertson, 1964, 4th ed., pp. 247-248.
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f tonaue injected in the tube, the use of the first overtone either
N N

to make double stops t e ust o

“hooted” like a steam oa W is alteration of the mouth

coyote yell fdmgo howl), and the use or

and .hroa, cavi.y. All of these, including .he circular brca.hing, can be used or m various

con.blna.ions .0 crea.e rhy.Km pa..ems, nrany of which are .rcmendous.y <Ke
N , . L

drone of the continuous sound dHqu EHE géﬁggg 8|]c hhlg listener (and, incidentally, that of the player as

well), 1. is ,he co™plexi.y of .he rhythmic fac.ors .ha. heigh.cns .he awareness. The very in.rica.e

m,nu.e changes suddenly become very grea., and .he large varia.ions become overwhelmmgly p, *erf,,,.

The aboriginals often play in.o a .in can, bucke., or o.her handy i.era for more resonance, one playe,

even using an outboard motor cover
No other lip reed seems to be in such a high state of development, westeni brass instruments included.

I am indebted to Robert Erickson, for it was he who first introduced the instrument to me in 1967. My
interest in the didjeridu came about as a result of our working on the Ricercare d 5 together. The
didjeridu then became part of the inspiration of General Speech. In any case, the instrument has been
a constant source of inspiration ever since, due to so much ot the didjeridu telchnique having direct
application to the trombone.

Didjeridu mouthsounds are the key to learning didjeridu playing, and this is not unlike the western
brass player’s use of “tu” and “ku” to describe double tonguing. However, with the didjeridu, it is
virtually a “way” of mastering the instrument. Young children, around the age of six or seven, will be
instructed in mouthsounds without even using an instrument (they will have been blowing on a did*
jeridu since they were perhaps three or four), so that when they go back to blowing on the instrument
they will have all the elements in their head. It is not unlike what | so often do in my teaching by having
students buzz without the trombone (or mouthpiece) to gain embouchure awareness and to train the
ear; however, for the most part, trombone playing and buzzing are two quite separate experiences,
whereas didjeridu playing and mouthsounds (which sometimes include buzzing) may actually be the
same, The enunciation of the vowel sounds while playing the didjeridu is extremely important; the
sounds must have a clarity resembling speech. Properly studied mouthsounds accomplish this admirably.™

I am interested in this relationship between the didjeridu and the trombone both for the interesting
new sounds that can be derived and the teaching methods used. Fortunately, | was able to make a visit
to Australia and engage in some fieldwork in the Northern Territory, where most of the didjeridu
playing takes place. This visit was during August 1973, carried out with a Fulbright-Hays Award under

the auspices of the Australian-American Educational Foundation with assistance from the Australian

3 .lobserved this in Numbulwar, Northern Territory, during August 1973.

4. The reader is encouraged to study Songs from the Northern Territory (1964) particularly

JIrMolJie'ini bT'T?2"" M 0 'm . TOs recor®d col”™ectSn is by Alice

arecord soon .0 be released by .he Austrian
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of Aborigtal S,udi«s. la . deeply gra.efu,

p«We. I.ishoped ,ha. I can re.ur,, ,,>,n ,, C,..,i,,e .hi, resc-arch, fori. i, fc, ,h., .he Moriginal
p..p,e have a srea. deal to .each .he western world ah,u, wind playing i,, general and lip reeds in
particular. The trombone nay seem old when compared lo western orchestral instruments, bnt it is
»»|y @ nve-hundred-year-old baby when eompare.l to the possible two- to fou,-.hot,sand-year-old tradi-
tion of th« didjeridu. The time has come to examine the didjeridu in depth, for the aboriginals hold

answers to questions that trombonists and other brass players arc just beBinning to learn how lo ask.



AD{>eiiclix 1V:
John C:age and F'lank Rchak

The Solo for Sliding Trombone by John Cage has become a classic in its own time. The Solo may be
the first tn.ly avant garde picce for trombone; certainly it is the Hrst piece for trombone of an avant
garde nature to receive any sort of fame. The Solo is actually pages 173-184 of the orchestral parts of

the Concertfor Piano and Orchestra (1957-58)," a:id the first paragraph of the relatively copious

instructions tell a great deal about the work;

The following 12 pages for a trombone player may be played with or without other parts
for other players. It is therefore a trombone solo or a part in an ensemble, symphony, or
concerto for piano with orchestra. Though there are 12 pages, any amount of them may be

played (including none).

The piece demands much from the performer. Tlie performer may take the role of composer or im*
provisor as well as the role of music reader, silence must also be dealt with. These choices must be made,
and then within that more choices will be necessary. The most amazing aspect about the Solo is its
uncanny ability to always be a John Cage work and not the work of someone else. It should go without
saying that the Solo is one of the most important trombone works of our time, and should be acquired
for careful study.

My own personal approach to this piece is not unlike a jazz player’s treatment of a “lead sheet” (a

lead sheet is simply a melody with the chord symbols). Ajazz player takes a “lead sheet” or “tune”
and builds either simple elaborations or perhaps an entire twenty- or thirty-minute piece. The Cage Solo

is similar; one can choose to make it simple or elaborate, and in my approach | tend to make a rather
involved philosophical statement coupled with lighthearted buoyancy. To me the Solo is a meditation
with particular attention to breathing patterns and theatrical considerations. It is a constant source of
food for thought, and every time | work with the piece it seems to say something new. It is this factor
that makes the Solo one of the most difficult works | have ever performed. When one realizes that |
recommend about 200 hours of practice for Ben Johnston’s One Man or that | have spent about 300
hours on General Speech by Robert Erickson, one might be able to appreciate the kind of demands the
Cage Solo makes - or can make. Here again, this may be a choice of the performer; one does not have

to opt for a big production, but in my own view it is necessary.

1 New York: Henmar Press, sole distributors C. F. Peters, 1960.
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Because of the jazz lead sheet idea. 1 was of cn

had been written for Frank Rehak Rehak dkf ''T' Cage told me that the piece
.any of the great bands of the ’40s S " a 60 H "

, .ell;s. and pian.s,. and .his co.b.na.".on ofc u I~ IT H'«
for Cag. .0 .ork »,th. Cage fel, ,ha, Frank's frome

a,ood one. T"e stoo' of Frank Rehak is Ca|§)SULd L ] ]
'f’t"rv'iew in f/ou7i/>ear* where Frank explains,

. ) ) o
among other things, his teaching at Synanor FO"WBI"E[Toﬁ. which has now become his whole lite. I con-
acted Frank .o find out what he eould tell me about John Cage and h.s and 1,ent h.m a copv

of the score. Here follows a beautiful account of the story of this work, in Frank Rehak's own words.
from a letter he wrote to me on 17 December 1977:

ljust received the score of the trombone piece, and it certainlv broiicht back memories,

John Cage came to my house in mid-town Manhattan one afternoon”fter having called
me to ask it | were able to play the sliding trombone without having the notes written out
in front of me. | more or less assumed that he was referring to the articulation of a jazz
solo with a chorda! reference and assured him that that was part of the business | was in and
asked for a few more details. | had never heard of him at this time. About 10 minutes later,
my doorbell rang and | met John for the first time.

Ve spent much of the afternoon discussing many aspects of music, with my being cntical
of some of his theories and enthusiastic of others. | have long since learned that | had spent
that afternoon wisely.

Iremember that we spent a long time with the instrument, taking it apart, playing without
slide, without mouthpiece, adding various mutes, glass on the slide section, minus tuning
slide, with spit valve open, and any other possibilities of producing a sound by either inhaling
or e.xhaling air through a piece of metal tubing. We also discussed double stops, circular
breathing, playing without moving slides, and on and on.

I recall having mixed feelings as to whether 1was working with a genius or someone of a
slightly different bent.

From these ideas we gathered together, we put forth a part that would be playable as a
solo or in conjunction with a group of other players.

I recall noting that the instructions said, “any part of these pages may be played, including
none ” That appealed to my sense of humor, and John and | became friends quickly.

The piece was performed at New York Town Hall with las | recalDa band of about 11
people, including some of the best classical and avant players in town. We had a standins room

only audience with long lines of people being turned away . ijt,
I believe if was recorded that night by George .Avakian (I don t recall the companyl.> Tlie
performance that evening was good, but I personally f « | ' w e r e having

frouble realizing some of John’s concepts about sound We d.d 2 mc,re performances later
n the months to come and the playei,' response was absolutely thnlling. The idea of breakmg
with thTtmditional drill and beginning to make some hitherto unheard of sounds on the in-

wim me irauuiuiidi u A remember runn ng up to John after the 3rd performance
struments was very appealing so much better than the first,
and lamenting the n years of John Cage in retrospect -

May“l""h,'295? 1In H 'rN e X k), Idid several other pieces with John, one of them
being Theater Piece. intivence in My thinking throughout my life ... not
on?y°ISi?“ T t ‘betuse many of his concepts directly overlap into everyday life

processes. . ..

2, May 5. 1977, pp. 36-37.
3. 25 Year Retrospective Concert, Avakian JCS-



Appendix V:
Range

There is much confusion regarding just what a composer should consider as the trombone range. This

not only has to do with the equipment used but also the player. 1am not much help, really, having
been on the tenor trombone/bass trombone seesaw for a good part of my hfe.

HIGH RANGE

The extreme range of the trombone, for instance, in most orchestration books is said to go from, say,
pedal G to the F above the tenor clef staff (see Example 1);

Example 1; Orchestration Book Extreme Range

However, many bass trombonists will say that the G or Ab below the high F should be the limit, realizing
that the Bb or C above that is more typical as an extreme (see Example 2);
Example 2; Extreme High Range for Bass Trombone

My bass trombone teacher, the late John Klock, insisted that the first thing to do in learning bass trom-
bone is to thoroughly master the tenor trombone, and many concur with this (including myself)- Of
course, this includes the high F. Tenor trombone technique, at least at one time, included learning the

privileged (or falset ) notes that | have come to know as “fake trigger” notes between the pedals

and the low E just below the staff. One should consult Robin Gregory’s The Trombone” for a full dis-

1. New York; Praeger, 1973.
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cussion of this. In any case, in learning the bass fmmhnn i 1 o ) )
of the tenor techni(iuc fincluding

these “fake trigger notes) remains while the Dcrfnrm,.r ic
Pt-rlormér Is acquiring the adileci elements.

pfJDAL TOSES

Pedal l«n« only partially solve.l the prcWem. for instance, ,,f the vadou, part, in such works a, the

Berg Three Orchcura Pieces. Op, 6 (InO )* |,, h,, 155 of ,l,.e ,h,r,l piece (*“March"), all tromhonists

are, siipposcilly, to play notes markeil 'mPedalton," an<l, indeed, the fourth player it playing a pedal D
(see Example 3);

Example 3: Berg Three Orchestra Pieces, Op. 6. Third Movement. Bars 154 and 155, Pedaltones
in All Four rrombone Parts

Copyright ©1923 by Universal Edilion. Copyright renewed 1951 by Helene Berg. Second version (composed 1929) copynght 1954 by
Universal Edition A.G., Vienna. AU rights for the U.S.A. and Canada controlled exclusively by European American Muric Dutrtbutors

Corporation. Used by permission.

The first trombonist, if using an alto trombone, will also play a real pedal tone an octave higher than
the fourth part’s pedal tone. The other two, and sometimes the first player as well, must use what in
America is known as a large bore tenor with an “F” attachment or what in Europe is known as a
“tenor-bass” trombone, since the second and third parts go quite high as well, up to the C# above the
tenor clef staff. Of course, it may have been expected that the second and third parts would be played
” notes, but this seems hardly likely. More than just a few com-

loud low note, since this sort of contradictory pedal

on tenor trombones using “fake trigger
posers may think of pedal tones as being

indication is found more than just occasionally; the second and third parts are simply pedal

tones.

2. Vienna; Universal Edition. 1954.
3. See Gregory, The Trombone, p. 62.
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100
.h. f-mous third trombone glissanc

BARTDK GI.ISSAyOO
D, rt6k Concerto for OrchestraS in the fourth

One interesting low-range pro cm is
pedal Bb tn ,he low F above, which app«rs m .he Barlok
Movement, Bar 90. Third Trombone Cliss

AN

movement in bar 90 (see Example 4).
Example 4: Bartok Cancer,ofor OrchMra, Fourth Moveme

rcp,n,«, ® 19« 1., aondon) L,4 197J. R=p,fn..d b,
This is probably the most discus,se<l problem ghssando ever written, and the only instrument .ha, th,s
elissando seems' .0 work on ,s .he double Bb ,"BBb” or “con.rabass”, trombone (with a double slide).
However, the part is designed generally for bass trombone, not contrabass troi,bone.» My teacher.
John Klock. bass trombonist with the San Francisco Symphony under Pierre Monteux for twenty-flve
years, stated (from his conveisa.ions with Monteux) that the Maestro had said, "Indeed, the old
gentleman fBartokJ must have made a mistake.” Whether he made a mistake or not may never be
known, but if is safe to say that this one passage has been the single most influential factor in encourag-
ing the development of the "double trigger” (two attachment valves) trombone. This does not really

solve anything, for the break in the glissando still has to be covered, even with the aid of two valves.*

DOUBLE TRIGGER
Before the advent of the double trigger, many kinds of games were played with the Bartok glissando,

probably the most common being the tuba taking the low B with the trombone picking up a lipped
(bent toned) C that was a little flat and then finishing the giiss. This is only barely satisfactory, however,
and the fact that the “double trigger” instrument is now becoming very common among bass trom-
bonists is something to be welcomed with open arms. While still in a state of development and just now
reaching a state of high quality (particularly in the handcrafted designs), its development is being
hastened because of all the other advantages that have been discovered since its initial development.
There are two main advantages of the double trigger now. First, there is the inclusion of the low B

natural into the mainstream of the “trigger-pedal” range, this range encompassing the pedal notes and the

“mjssmg” notes that the valve can obtain just below the bass clef staff (see Example 5):

4. London: Boosey and Hawkes, 1946.
p Ltd., 1970), pp. 3«5,
course is the F trombone, for which | assume It h J A,
on which it would be possible to play the passaKrms7Z instrument
longer in general use.” It would be well to read hi. 3! ~"sfniment is very cumbersome and is no
°n “The Relationship of the

Slide to Pitch,” pp. 32-35.
6. Jbid., p. 34.
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Example 5: Trigger-Pedal Range

N » C*t,)

The second main advantage i, .he g,,er,l increase in teehnieal facility in this same range, Geo,e
Roberts, of Los Angeles, is the most famous and perhaps the first trombonist to popularise this facility
among jazz bass trombonists and jazz arrangers. It has become the norm among bass trombonists
ever since to really try to “get around” in that register, and, indeed, many have acquired a very good
technical proficiency comparable to the other more normal registers.

This proficiency on the part of performers is affecting composers and how they write for bass
trombone. It is bound to continue to help define the bass trombone as a separate entity; however, most
composers will still not want to limit the top range in deference to bass trombone players, just as these

same composers will often e.xpcct a comparable low range facility out of the tenor-bass trombone

player.

TENOR-BASS

Because of composer demands and perfonner proficiency, the tenor-bass trombone is now a separate
entity, although it really seems to have been born at about the same time as the Berg pieces mentioned
earlier (the twenties). Stemming from this period, many works seem to call for the trombonist to go
high and low a great deal. | have found, in my commissioning, that composers do not like to be limited
with regard to range, and if there is any chance that a perfonner can (or will attempt) to go higher or
lower, they will want this done. A notable exception in new music is the Berio Sequenza V, which is a
real tenor trombone piece. This is due, no doubt, to the left hand’s being continually occupied in
front of the bell with the mute, and therefore unable to operate a trigger.

When asked the question about high range, | always state that the C# above the tenor clef staff is
the last really good sounding high note. Above this the notes seem to pinch and tighten a bit, even in
players who have them well developed. Some composers have taken this information seriously, such
as Andrew Imbrie in his Three Sketches, going no higher than this C# but using that C# liberally.

Others, such as Ernst Krenek in his Five Pieces, have the high F above the C#, or even a directive

of “as high as possible,” something which many composers do. These “as high as possible” directives

can generally be assumed to be well above the high F. Incidentally, both the Krenek and the Imbrie

works have considerable trigger activity.

ALTO TROMBONE
.he alto trombone isonce again gaining some favorin American

ter a rather long ec ipse in ’ Albrechtsberger, in particular, has been helpful in re-

orchestras. The resurrection of the Lonceriu y
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establishing the instrument. During the period from 1962 to 1966, when I perfornicil with the Oiikland
Symphony under Gerhard Samuel, | used an alto trombone for Mozart, Beethoven, and certiiin otlu<r
composers’ works, but I certainly felt that 1was not conforming to the norm at all. However, throufdi
this period of eclipse in America, the alto maintained a moderate popularity in Furopean orchestras.
It has never had a dominant popularity, even in Europe, and 1think this is due to the critical attention
that must be paid to the alto trombone’s intonation. Because the slide is shorter, the positions are
close together; one does not have the same latitude of adjustment that one does on the tenor, 'llic
alto, however, has a unique and beautiful sound, and it is one which composers would find to their
liking were the instrument more available. 1f one does choose to use the alto, one should keep in mind
that most instruments are built in Eb; and while the alto will not necessarily increase the high ran™i;
(as simple examination of the harmonic series would lead one to believe), it docs bring to that existing

high range a beautiful clarity not easily obtainable on the tenor trombone.

NEW LIMITS

The extremes of range can always be asked for, but there is a certain price to pay in using them,
usually in some form of tone quality compromise. It is well, then, to study various works with regard
to their range just to see how successfully or poorly this problem may have been handled. Despite
what | have said about the last good high note, 1also feel that there is no one single answer to fit all
cases or even, for that matter, a few cases! The range question is interlinked inseparably with the
piece as a whole and must be treated as such.

This question is interlinked with the player also. Asjazz players are now setting new range limits,
most symphonic players are becoming interested in obtaining these ranges as well. It has been discovered
that the range can be extended down to pedal C and up to the octave above the high F mentioned be-
fore. Most bass trombonists, thanks to George Roberts, now consider playing the trigger-pedal range a
normal thing to do, just as many players now play in the extra high octave with real technique in that
extremity. It is not as easy to pin down just who was first in getting “way up there,” but, in any case,
Bill Watrous seemingly says it all with his Columbia recording." Who is to say at this point that the
peaks and valleys have ail been reached?

7. Bill Watrous Manhattan Wildlife Refuge, Columbia Records KC 33090.
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Ahem. 42, 42n , aa

vif flow, rcverw, 47; »oun(h, 43-44.
Stt alto Inhaled lound*

AlbrechtibcrKer. Owrerto, 10]

Alummufii pic platen, 61

Ahina, CatUA, Con.iccuenza, 56, 62

Alto trombone, yv, 101-102

Amplification, 41; rccommenflcd
V)und» for, 70
ami then, toward the end .. . .
Sff I'fh

Animu! I. Sre Urutkinan

Arban, 5n

Arhiin’t Method, 16n

Articulation*, 15

AuMin, I-arry, CHANCES, 9n, 27,
54n,6«

B natural, 100
Baby Cry, 40
Bagpipe lechnitjue, 44n, 75n
Baker, Buddy, 62n
Baker, David. Contemporary Tech-
nlquetfor the Trombone, 44n,
iHn, filn.Jazz Styles and Analy-
i/r Trombone, 19n, 42n, 52n
Baritone, 5n, 24
Bark, 5n,40-41
Bark. Jan. See Bark and Rabc
*ork and Rabe, IA.Holoi, 20-21, 22,
M, 42n, 46-4H. 53-54, 76n
Btia Concerto for Orchestra,
10fJ;*Ji»Mndo. 19, 100
Mthroomy vjundi. See Suction
~*fer, mouthpiece, 59
circular breathing, 55

A *hoven, 102
fJavid, 69n, 7In
/-n I'sophageal spcech

'I<M««rrnbly, Slide and, 46;
hitting, 54;»ection, 73-75
"*Ane, 17n, 19-20, 29n, 31,34;

frrd V ,brat;
Wn It* M'cheMtra Piece,,
Hypothe-
1-ucfano, 7n, 13,

In(i( *

17n, 18. 39, 44, 62. 76-77, 78,
101

Bern»tein, Leonard. Elegy for Mippy
11, 56

Belter*, Harold, Out o f Sight and
Sound, 74n

Bigot, Foufou A., 58

Bigotphones, 58

Bird*, chirping or flatulent. See
Mouthpiecc

Blondie and Dagwood radio show,
76n

Body sounds, other. 37-45

Holot. See Bark and Rabe

Bottlecap as mute. See Mute

Bottles, 57

Breathing, circular. See Circular
breathing

Breathy attack or tone, 17n, 44

Bridges, Glenn, 5n, 37n, 75n;
Pioneers In Brass, 37n, 75n

Bnicc, Neely, Grand Duo, 4!, 106

Bucket, 58; mule. See Mute, bucket

Buzz: mute. See Mute; system. See

Buzzing
Buzzed lip, 6, 9, 37, 44; partial spec-

trum, 9-10; voice and, 6-9; vowels.

9n, 13-14 )
Buzzing. 37n, 46, 94; electronically

altered, 46-47

C sharp, 101 . .
Cage, John: Concertfor Piano and

Orchestra, 96; Solo, 5n, 17n,
49,61, 76, 96-97; 2J) Year Retro-

spective Concert, 97

“Candle trumpet,” 73
CarUen, Phil, “Didjereunion, 74n

Carnival of Venice, 77

ments, 24n, 25n

Cello, 24, 28
CHANGES. See Austin

107

Circular breathing, 44-45, 93; beat-
ers, 55-56

Garinet, 31n

Garke, Ernest, 37n

Clarke. Herbert L., 37n

Oement VI, 71n-72n

Clicks and thucks. 43

Gosed sounds, 41, 70

Coar, Birchard, A Critical Study of
the 19th'Century Horn Virtuosi
in France, 5n

Coe, Eddie, 75n

Concertino for Horn. See Weber

Concerto for Orchestra. See Bartok

Concerto for Trombone. See Erb

Conch, 73-75

Conley, Larry, When Hearts are

Young, 75n
Consonants. 16; vowels and, 13-17

Contemporary Techniquesfor the
Trombone. See Baker. D.

Continuous: breathing. See Circular
breathing; garbage, 38; slaptongue,
38

Contra-bass, 24, 28. See also Strings

Contra-bass trombone, 100

Cornet players. 5n, 37n

Cuivr6. See Valve tremolo

Cunningham, Merce, 71n

Cup (mute), 64

Cymbal. See Extra percussion

David, Ferdinand, Concertino, Op.
4, 51n
DelLeeuw, Ton, Music, 26-27, 39,

61n
Dempster, Stuart: Didjeridervish, 28,

78, 91 ;/n the Great Abbey of
dement VI, \n-12n\Life Bepns
at Forty (concert). 11 mStanding
Waves, 71n-72n; Ten Grand
Hosery. 28, 67, 74, 90-92

De Pohs. Frank, 64n

Diaphragm: slap. See Circular breath-
ing: Vibrato. Vibrato

“Didjereunion.” See Carlsen, Phil

Didjeridu, 8. I M 2, .
45,50n, 71.74, 78, 93-95; partial
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iptfctrum, tle! 2
lhicoun See CiloboVir
Do* hjrk, Sn. 40-41, pint, 43-44
r)iH>Jle tonguf, 16
Oi'Hullelee tongue. 1S
Doppler, 28

I)»«ible: finKcr tremolo. See Tremolo;

pedal. 38, reed, 12; reed pliyert,
29; ilop, S, itopi, jorcimed, 41.
Seeabo Scream, tongue, 15-16,
94, trighMfter, 100-101 SeealioV
attachment

Drop, 20

Druckman, Jacoh, Animui I, 17,
43,69

Dynamic exchar.gc, 7n

Fby, William, 37n

r.ighth tones, 25. 26-27

r.lectric fan, 58n

F.lcctronici. 68-69

rikin, A. P., The Australian Aborig-
ines, 93

r.llinxton, Duke, 4 2n; Music is My
Mistress, 62n

Tqual temperament, 25

F.rb. Donald: . .. and then, toward
theend... .6,46-47,68-69;
Concerto for Trombone, 17n,
35n;/n Mo Strange land, 19n,
51n

Erickson, Robert: General Speech,
ID. 14-15, 16-17,27,33n,42,77,
78. 81-89, 94. 96;«icercarf a's.
14, 15, 20-21,22,30, 34n, 38,
40, 53, 55. 69, 76, 9A,Sound
Structure in Music, 10n, 17n

Ericksson, Rune, 74

Enk-Alt, Leonore, 82

Esophageal speech, 41, 70

Euphonium, 5n, 24

Extensions, 44; means of, 62-72

Extra percussion, 56-57

F attachment, 19, 20, 24n, 35, 49-
52,99

Fake trigger, 17, 20n, 27, 99 .5«
also Privileged tones

Falset tones. See Fake trigger

Felt (mute), 63

Ferguson, Maynard. “The M. F.
Superbone,” 52n

Finch, Jerry, 63n

Fink, Reginald, The Trombonist't
Handbook, 31n, 61

Fire truck bell, 54

First Brats Quintet. See Childs

Five Pieces. See Krenek

Flatulent birds. See \(outhpiece

Flautists, 29

Rutter, 38, 43

Fluttertongue, traditional, 39

Fontana, Carl, 16

Fractious tones. See Privileged tones

INDEX

French Horn. See Horn

"... From Behind the Unreasoning
.Mask". See Reynolds

Fulkerson, James, 9n, 12n

Fulleman, John, 72n

Garden hose, 47-48, 67, 68n, 73*74

General Speech. See Erickson

r.ershwin, George, Rhapsody In
Blue, 65

Ciibbon, 41 n

Glass tumbler, 60n
Glii‘iando: bent tone. See Bent tone;

harmonic, 20-23, 56, 68; normal
(same partial), 18-19, 30n, 30-31.
See also Bartok, glissando

Glissandos, 18-23, 27; piano string,
57; voice, 7

Ghssed pitch exchanges, 7

Globokar, Vinko,/Jucourj, 14n

Gongs. See Extra percussion

Gowans, Arthur, “valide,” 52n

Grand Duo. See Bruce

The Great Jazz Trombone Stylists.
See Wilson

Green, Urbie, 69

Gregory, Robin, The Trombone,
17n,42n, 52n, 99, 99n

Griffin, Dick, 19n

Crock. See Wettach

Growl, 39, 40, 42, 42n

Gut vibrato. See Vibrato

Half valve effect, 19, 20, 27, 51

Hampel, 5n

Hand as mute, 63

Harmonic: glissando, 20-23, 56. 68;
series, 21

Harmonics; buzzed lip and muted
vowel, 9-12; mute, 66; vowel, 14

Harp, 24

Harris, Elizabeth, 73-74

Hat mute, 63

Heglin, Ronald, buzzed lip kazoo.
58

High C sharp, 101

High register close double stopping,
8-9

Hi-Litesfrom the Carnivore of
Uranus, 77

Hissing sounds. See Air sounds

Horn (French), 50n. See also Coar

Horn, Paul: Inside the Great Pyra-
mid, 7\n] Inside the Taj Mahal,
71n

Hornpipe. See Mumma

Huber, Joseph L., 37n

Hughes, R o b e rt , 7 3 n

Humor, 75

Humsing, 6

Hunt. Pee-wce, Sugar Bluet, 62n

Imbrie, Andrew, Three Sketches,
30n, 34n, 68, 101

Implied theater, 120

In No Strange Land. See Erb
Inhaled sounds, 43, 44

Innes, Fredrick, 5n, 75n

Internal trombone, the, 70
Interval structures. See Microtones
Intonation beats, 6

Irvis, Charles, 42n, 62n

Ishida, Renko, 77n

Jars. 57

Jaw vibrato. See Vibrato

Jalz, 29, 34, 39. 42. 44n. 50n. 60.
See also Names of performers

Jazz Styles and Analysis. See
Biker. D.

Johannson, Jorgen. 74

Johnston. Ben, One Man, 25-26, 56-
57,78,96

Jones, Spike. 13,42, 75-76

Jones, Trevor, The Didjeridu, 93

Jug bands, 61n

JunglLstic voice. See Voice

Just tuning. 25

Kazoo, 58-59

Kell, Reginald, 31n

Kissing. See Inhaled sounds

Kleinhammer, Edward, 31n

Klock,J6hn, 98, 100

Krenek, Ernst, Five Piecet, 5n, 28,
40,46,48,49-50. 55, 67n, 68,
101

Kulturkvartetten, 74

Lashley, Lester, 19n

Laugh, 75n, 75-76

Lazarus. Arnold, Amplification and
Electronic Effects, 70

Leaps, 26, 27

Leedy, Douglas, 50n

Life Begins at Forty. See Dempster

Lincoln, Abe, 49n

Lip: buzzing. See Buzzed lip; trills.
See Trill; vibrato. See Vibrato

Lips, 38

London, F.dwin, Hi-Lites from the
Carnivore o f Uranus, 77

Low B natural. 100

MacArthur, General Douglas, 7S. 8.

Mandez, Rafael, 44

Mangelsdorff, Albert, 19n

Mantia, Simon, 5n

Maxted, George, Talking About the
Trombone. 25n. 100N

Means of extension, 67-72

Megaphone, 40

Miciotones. 24-28

Miller, Jim. 75n

Minstrel shows, 75

Miscellanea, 37-45

Mitchell, Roscoe, Septet. 19n

Monteux, Pierre (San Francisco



Symphony). 100

Moog Synthesizer 68 _

A. B. “Chic,” 75rt-

Moran, Robert, Bombardments No.
4,77-78

Mouth sounds, 15, 94

Mouthpiece, 46-47; beater, 59; in
bell, 49; on hell section. See Bell
section; palm on. See Palm on
Mouthpiece; whistling over small
end of, 46

Mouthpieces, two, 53

Moyle, Alice M.: Aboriginal Sound
Instruments, 94n; Songs from the
Northern Territory, 94n

Mozart, 102

Mueller, Robert; Schule fuer Zugpo-
saune, 16n; Technical Studies for
Trombone, 7

Multiphonic choices, 10; using wa-
wa, 11, 66

Multiphonics, voice and, 5-12

Mumma, Gordon, 69n; Hornpipe,
12n

Music. See Childs; DeLeeuw

Musical ventriloquism, 74

Musical Wind Instruments. See Carse

Mute: bucket, 63, 65; clear-tone
(solo-tone), 65; cup, 64-65; ef-
fectiveness, 65-66; felt, 63, 65;
Finch, 63n; Glen Miller Tuxedo
Plunger, 54, 62; hand, 63; har-
monics, 66; hat, 63, 65; mic-a-,
64; nucleus, 65; partial spectrum
wa-wa, 11; pepper pot, 61n;
plunger, 62, 65; removal, 66;
straight, 65; straight, trumpet, 62;
toilet paper core as, 49n, 63;
vibratos, 35-36; wa-wa, 11, 30,
35, 61, 65; whisper (“whispa”),
64; wow-wow, 62

Muted vowel harmonics, 9-12

Mutes, 54, 60-66

Muttering, Sn

Nanny-goat. See Vibrato

Nanton, “Tricky” Sam, 42n, 62n
New limits, range, 102

New Orleans jazz, 42n, 75

Nichols, Keith, Muted Brass, 60n
Non-half-step tuning. See Microtones

Oakland Symphony, 102; party, 58n
Obnoxious noises, 41
Oliveros, Pauline, 69n; Theater Piece,
28,37,40,69,73-74,76,78
Man. See Johnston
oscilloscope, 29n
other body sounds, 37-45

on mouthpiece, 43, 53-54
spectrum; buzzed lip, 9-10;
Pafl , 11-12; wa-wa mute, 11
(piano), 67n; double,

index

38; non-pitched, 43; notes. See
Pedal tones; sustaining (piano),
67n; tones, 39, 99

Pederson, Tommy, 14n, 76n

Percussion, extra, 56-57

Percussive devices and accessories,
53-59

Performance space resonance, 70-72

Personality portrayal, 76-78

Piano: resonance, 67-68. See also
Pedal; string glissando, 57

Pitch exchanges, glissed and slurred,
7

Pizzicato Tremolo (Contrabass), 51

Plunger, 62. See also Mutes

Praetorius, Syntagma Musicum, Vol.
I, 51In

Privileged tones, 17n, 98-99

Pryor, Arthur, 5n

Quarreling, 40
Quarter tones, 25, 26-27, 35n
Queisser, Karl Traugh, 5In

Rabe, Folke. See Bark and Rabe

Raderman, Harry, Make That Trom-
bone Laugh, 75n

Rampart Street Paraders, 49n

Ram’s horn. See Bell section

Range, 98-102; extreme high, for
bass trombone, 98; high, 98, 100;
new limits, 102; orchestration
book extreme, 98; recommended
voice, 7-8; trigger-pedal, 100-101

Rasping. See Throat sounds

Recommended sounds for amplifi-
cation, 70

Reed, double or single, 12

Rehak, Frank, 49, 96-97

The Relationship ofthe Slide to
Pitch. See Maxted

Resonance: performance space,
70-72; piano, 67-68

Retching, 41, 70

Reverberation, 28, 70-71. See also
Resonance

Reverse air flow. See Inhaled sounds

Reynolds, Roger, “ ... From Behind
the Unreasoning Mask," 9n

Ricercare a 5. See Erickson

“Rikitiki,” 55

Riley, Terry, 69n

Rip, 20

Roberts, George, 10!, 102

Rodemich’s Orchestra (St. Louis),

Rolling: the bell, 57, 67n, 68; the
mouthpiece, 59

Rosolino, Frank, 16n

Rossini, William Tell Overture, 42

Rotary breathing. See Circular
breathing

Rudd, Roswell, 19n

Rush, Loren, 69n
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Rutherford, Paul, 19n

St. James Infirmary Blues, 60n

St. Louis Symphony, 17n

Samuel, Gerhard, 102

Sato, Kay Aiko, buzzed lip kazoo,
58

Saxophone mouthpiece, 12

Schneider, Bernard, 16n

Scoop, 20

Scraping, 57, 68

Scream, 8, 40

Sculptorchestra, 74, 92

Secondary pitch source (voice), 5

Sequenza V. See Berio

Shake, 34

Shepp, Archie, 19n

Shophar. See Bell section

Simons, Gardelle, 5n

Sing-song, 27

Single reed, 12

Siren, 40

Sixth tones, 25, 26

Skips, 27

Slaptongue, 38

Sleigh bells. See Extra percussion

Slide: and Bell Disassembly, 46-52;
into jar, 49; positions, 24; sec-
tion, 47-49; vibrato, 29-30

Sloan, Gerald, 16n, 49n, 60n, 61n;
The Talking Trombone in Jazz,

Slurred pitch exchanges, 7

Smacking. See Inhaled sounds

Smear, 20

Snare drum brush, 55

Solo. See Cage

Sound Structure in Music. See
Erickson

Spectral glide, 'On

Speech, esophageal, 41, 70

Speech performance, 17

Spike Jones. See Jones, Spike

Spit: preparation, 42; valve open, 49

Split tone, 9

Sprechstimme, 27

“Sprinkler horn,” 73-74

Squeak. See Closed sounds

Squeal. See Closed sounds

Sticks, 55

Stomach trouble. See Closed sounds

Strings, 29, 35. See also Names of
instruments

Suction, 48-49, See also Vacuum

Suderburg, Robert, Chamber Music
I, 63n, 68, 76

Superball beater, 55

“Superbone.” See Ferguson

Swimming pool, trombone in, 58

Synanon Foundation, 97

Tailgaters. 75
Talk and play, 40
Talking About the Trombone. See



no

Maxted

The Talking Trombone in Jan. See
Sloan

Tam-tam.Set Extra percussion

Tambourine. See Extra percussion

Teagarden, Jack, 60n

Technical Studies. See Mueller

Tenlgr-bass trombone, 101. See also

attachment

Theater: implied, 120; pieces, 120

Theater Piece. See Oliveros

Theatrical; consciousness, 75; im-
plication*, 73, 78

Thelin, Eje, 19n, 69

Three Sketches. See Imbrie

Throat: action with bent tones, 19n;
clearing, 42; sounds, 42; vibrato.
See Vibrato

Thucks, clicks and, 43

Tibetan chant, 41

Tight plunger. See Mute, plunger

Tight throat voice. See Voice
retching

Toilet paper core, 49n, 63

Tomita, T. Peter, 77

Tongue, 55

Tongue-buzz, 38, 55

Tongue-mouth flutter. See Flutter

Tongue vibrato, 32

Tonguings, doodle, doodlelee,
double, and triple, 15-16, 35

Traditional fluttertongue, 39

Tremolo: diaphragm, 35; double
finger, 35; string, 35; valve, 35,
50-51; wa-wa mute, 35

Tremolos, 35

"Tricky" Sam. See Nanton

Trigger. See Double trigger

Trill, 34, 35, 56

“Trinkler,” 74n

Triple tongue, 18-20

The Trombone. See Gregory

The Trombonist’s Handbook. See
Fink

INDEX

Trumpet, 34, 35, 42, 50n, 65-66

Tuba, 40, SOn

Tudor, David, 69n, 71n

Tumbler, 60n

Tuning: equal temperament, 25;
just, 25-26; non-half step. See
Microtones; slide off, 49

Turetzky, Bertram, 51In, 60n; The
Contemporary Contrabass, 51 n,
70n

Two mouthpieces, 53

Tympani, 24. See also Extra per-
cussion

Unison, 6, 35; with alternating
dynamics, 6-7
Unusual tunings. See Microtomes

Vacuum, 54; smack, 48, 54

“Valide.” See Gowans

Vallee, Rudy, 40

Valve: slide, 49-50; tremolo, 35,
50-52; tremolo, slow, 51; trill,
22;trombone, 24, 52

Valve slide removed, 50

Vaudeville, 75

Velar click. See Clicks

Ventriloquism, musical, 74

Vibrato: bent-tone, 31n, 32n; dia-
phragm, 29, 31n, 32, 33, 35; gut,
29,31n, 32, 33,35;jaw, 29,31-
33. 51; Up, 29, 31-33, 51; nanny-
goat, 31n; slide, 29-32, 33; throat,
31n, 32n; tongue, 29, 32-33.
See also Harmonics; vowel. See
tongue

Vibratos, 24, 27, 51; combination,
31-32, 33; exchanging, 32-33, 36;
mute, 35-36, 66. See also Har-
monics; primary, 29, 31-32, 33;
voice, 35. See also Vibrato

Viola, 24. See also Strings

Violin, 24. See also Strings

Vocal vowels, 14-15

Voice, 5,6-9, 13, 39-41,44, 55; and
buzzed Up, 6-9, and multiphonics
5-12;glissando, 7;junglistic, 42n’
range, recommended, 7-8; retch-"’
ing, 41, 70; vibratos, 35

von Weber, C. M. See Weber

Vowel harmonics, 14; buzzed lip and
muted, 9-12

Vowel vibrato, 32

Vowels: buzzed, 9n, 13-14; vocal
14-15

Vowels and consonants, 13-17

Wa-wa. See Mute; Tremolo

W astebasket. See Bucket

Water, 58; as a beater, 55-56; bell
in, 58; gong, trombone as, 58

W atergate, 78n

Watrous, Bill, 16n, 102', Manhattan
Wildlife Refuge, 102n

Weber, C. M. von, Horn Concertino,
5

Webern, Anton, 65

Weed, Larry, 5n, 17n, 19n, 5In,
69n

Wells, Dickie, 6\n, All Stars, 61n

W ettach, Charles Adrien “Grock,”
76

Whistling: effect. See Slide section;
sound. See Closed sounds;
Flutter; alternately with blowing.
See Air sounds

Whiteman, Paul, 65n

Whooshing sound. See Flutter

Wilding-White, Ray: Encores for
Stu, 77; Twentieth Century Tech-
niques, SOn; Whatzit No. 6, 77

Wilson. Phil, 16, 19-20; The Great
Jazz Trombone Stylists, 16n

William Tell Overture. See Rossini

Wind Control, 37n

Zimmerman. Leo, 75



Trombone Texts Order
S. Dempster, The M odern Trombone

R.H. Fink, The Trornis t s

D. Knaub, T rombone Teaching T e ¢ h n i g u

D. LHunsberger . The Remington W armup Studies

Trombone and Plano

Anonymous (ed. I.Warner), Sonata
Trb. and continuo
D. Knaub, Judas Maccabeus ; Theme & V ariations

Bass.T rb. and Piano)

Blazhevich/L. Van Haney,School for
Piano Accompaniment
Trombone

and Piano Set

A. Frackenpohl, Pastorale

Band Accompaniment for Sale

Trombone

T.R. George, Concerto fOf Bass Trombone
Orchestra Accompaniment for rent
P. McCarty, Aria and Rondo
Orchestra Accompaniment fOF T€ n t
B. Mcculloch,Concertino No 2 for Bass Trombone

Trombone Ducts

R.H. Fink, Symphonic Duets in bass clef

T. 0 "1>11, Points of View for Tenor & Bass Trb
Trombone Ensembles

D .R William?, Recitation fi.it 8 Trombones

B. Mcculloch, Ein, Zwei, I)rel Sa-v(M)Sa vrt for

I, Wagner, arr. Christm a¢ Carols for 8

J. End, Three Miniatures for 8 Trombones

Magliocco/l hopper,So You Wanna Play

4 Trombones with Narration

Trombone Methods

R .H Fink, Introducing; the F At t a c h m
R.Ii. Fink, Introducing legato

R.H. Fink, Introducing the Tenor ('IMF

R .H Fink, Introducing the Alto CI e

D. Hunsberger, The Renmngton Warm-Up Siudie*
R.H. Fink, Advanced Rhythm & Technic Etudes

R.H. Fink, Advanced Musical Etudes in Him Clef

R.H. Fink, Melodic Technic in BassC lef

E. Remington, Warm-Up Exercises

Baritone Methods

R.H. Fink, From Treble C lefto Bass Cl ef Baritone
R.H. Fink, Advanced Rhythrn & Technic
R.H. Fink, Advanced Musical Etudes in Bass Clef
R.H. Fink, Melodic Technic in Bass C lef
R.H. Fink, Symphonic Duets In B a s s

D. Hunsberger, The Remington Warm-Up St
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