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RANDOM THOUGHTS
Pat Harbison-1987

SKILLS NEEDED FOR SUCCESS AS A JAZZ TRUMPET PLAYER:
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1) Brcad knowledee of the jazz tradition-from Louis Armsirong
t¢ the most modern styles.

2) Equal fluency in all keys...knowledge of scales and chords.
3) A vocabulrry of scales and patterns.

4} Well developed ears (this is inseperably related to points
4 = Sxvi %
1-3 above).

5) Trumpet skills-technique, nice sound, etc.

F) A repericire-You will never be done learning new tunesi

7) The ab’lity to hear and react.

8) Imagination,

The above points are in what I see as their order of 1mportaﬁ¢e;
S0 are the follewing. Please note that the two lists are quite
different (as are the two goals).

SKILLS NFZDED TO SURVIVE AS A PROFESSIONAL TRUMPETER:

1) The asility to concertrate.

2) Sight-reading skills,

1) Good 'ntonation. .

k) A ¥novledge of all styles.

5) The z3ility to follow others, take directions, and copy style.
6} Gons .stency (This is inextricably linked to concentration).
7) Tone juality.

8) Decent range (at least an E or P...more if you want to be
a leid player).

g) chwledeé of tunes,..standards, club date tunes, jazz, and
pon tunes of the last 40 or 50 years.

10} Imsrovisation skills.

11) Prtgesiichal demeancr (including punctuality, dress, and
avlicsg). ;
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Trumpet playine is largely a process of mental conceptualization.
As you play, vou should sing in your mind and try to get the

feeling of ginging through the instrument. Learn to hear every
note a split second before you blow. Submerge your mind in the
act of imagining the sound. If you pre-~hear in tune, you will
play in tune. If you pre-hear rhythmically in good time, you
will play with good time(and,incidentally,ycu will also execute
cleaner). : R ; SN o ;
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About rehearsingsee -t .- i ! :
Part of every rehearsal should simulate the performance situaticn.
Strive for musical resulis. Concentrate on the sounds you
want to craate and den't let anything else intrude into your
thinking. Goncentrating on the musical results is the only censi-
deration durlng rehearsal or performance. Mentally rehecarsin
without the instrument is of great value. Vividly picture yoursell
executing a fiswless performance. Make sure you include lots of
detail. Imagife the sound of that great performance, Imagine
the way it would feel to play that way. Imagine what the other
musicians, the audience, the bartender, the decor of the room, =2tc.
leok lire from your perspective on the stage. Imagine the kinds
of conversations one might have between tunes or during your
break. Really see yourself being comfortable and successful in
a variety of appealing musical situations., Hear yourself playing
LIKE YOU WISH YOU COULD PLAYIIB!

Being vell rehearsed produces confidence and comfort in performance.
You can®t make inspiration come to you. However, if you are well
prepared, comfortable, and confident,you will be able to act in

a positive way when inspiration does come {(and you will be more
efficient when you are less inspired). A comfortable, confident
performer is able to focus his entire energy on the music.

You will be too busy playing music to have any time to think

of yourself or how you are doing. When you play musie, think

only of the sound of the music. Thinking of the physical technigue
or the intellectual information invelved with playing must cccur
in the jractice room, When you perform, you focus your mind and
SING, SING, SINGEIi ;

Anyone can memorize the information involved In jazz improvisation.
£11 11 takes ig some time and a certaln amount of intellsctual
repetiiion., The amount of repetition will vary with every indi.
vidual  Since secale knowledge, intervals, line construction,

and sense of pitch are mostly mental skills, you can often
accomylish ‘more through listening, singing, and mental practice
than you can with the instrument. Take advantage of those spare
momentis and mentally transpose the changes of some tune you know
to a atrange key or sing a chorus of blues in your imasgination.
Most ¢f us have the technical ability to play gcod jaszz solos

if we know aurally and intelectually where we intend to go before
we try to go there,

On tie other hand, musicality can't really be taught. Ve can
only discuss the subject in vague and general terms. Concepts
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of drama, style, and phrasing can only develop through exposure
to great performances. A well chosen collection of recorded
music is as vital to every musician as a:literature collection
is to an author or law books are 'to a lawyer. These are our
reference sources and our role models. Listening is where we
develop our concepts of tone, style, phrasing, and ‘articulation
in any style. The listening aspect is too frequently ignored
in contemporary American musiciang’ education. How can you
gound good if you don*t really know what you want to sound
1like? LISTEN TO .ALL OF THE GREAT PLAYERS!i¢

Extensive and focused listening is the key to developing a'
swinging, flowing jazz style. You learned to pronounce words

by imitzting the sound of those words, not by reading those
words o» by having someone degcribe the actual muscle activity
involved in pronouncing them (Okay, now put the tip of your

tongus behind the teeth on the rocf of your mouth, pull the
cornerg of your mouth back slightly while opening the lips
sligntly in the center. Then retract the tongue and move air
aerossg your vocal chords. That®s how you pronounce the letter &
D. 'fRBere’s nothing to iti). ' To learn the way a mugsician " pro-
nounces” a phrase, you must imitate its actual sound. A Clifford
Brown record is a masterful teacher. Clifford will play his

best solos over as many times as you want until you learn them
thoroughly! Transcribing music from recordings is of inestimable
vzlue. As you transcribe, you are forced to concentrate intently
or. the music. You hear the music until it becomes a part of you.
You learn to comprehend things you hear because you have inercased
the amount of data in your storehocuse. Like most mental processes,
being able to hear what is happening musically is a process of
relating to things you already know. The more you know the better
you hear, -

Acquiring a vocabulary of standard jazz phrases = Jevices is
an indispensible step in learning to improvise. You couldn't
‘hope to make a speech if you didn®t have a vocabulary of basic
words and phrases. How then can you expect to create a musical
work without acquiring a basic melodie and harmonic vocabulary?
Ideally the best place to acquire licks is from transcriptions
ou do %ourself. There are several advantages here over studying
rom pattern books, The greatest advantage is ear training.
Also, you would not choose to transcribe a phrase if it were
not appealing to you, so you have already begun to establish a
personal style based on your own tastes. When learning a iick from
a recording, you also learn the inflections, style, and articulation.
arning to sing jazz instrumental solos from records also helps your
. concept of style and phrasing,

Have fun and make as much music as you can with the skills you
have right now! Those skills will grow and your results wil
be more and more successful if you relax, get into the process
of music making, and trust the results to grow too,
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A BASIC LIBRARY OF TRUMPET TEXTS

1) Arban's Complete Conservatory Method for Trumpet.
TIf you were to only get one book for trumpet technicue,
this would be the one...fairly complete.,..indispensiblel

2) Saint~Jacome's Grand Mathod for Trumpet. As complete as
Arran, snd in some ways better. This book isn®t as widely
used as Arban, but I really don't know why. Excellenti
St,-Jacome also contains some of the most interesting

-

trumpet duets I know of,

3) Sehlogsberg Daily Drills and Technical Studies for Trumvpet.
~~Fne standerd book of long tone studies, lip slurs, scale
yractice, etc. by one of the greatest trumpet teachers of
#ll time.

) Herbert L. Clarke Technical Studies for the Cornet.
An sutstanding book for finger dexterity, flexibillity,
and airflow. Virtually everyone does some of these studies,

§) Carm'ne Caruso's Musical Caligthenics for Brass. Long setting
stadies related to long tones and interveals. Excellent Ior
tre development of endurance, Also one of the most effective
rethods for embouchure adjustment and devalopment.

€) Cencone-vocalise studies. Available in many editions...
Reinnardt, Shoemaker, etc. Beautiful lyric studies for
development of tone, phrasing, air flow and legato.

7) ‘st Harbison Technical Studies for the Modern Trumpet.
A reaily good book by an awfully nice guy!ll

8) Charlier's 36 Etudes Transcendantes. Perhaps the most
beautiful and musical of all ciassical etude books.

¢y B,P.Goldman Practical Studies for the Cornet or Trumpet,
Excellent etudes, Particularly gcod for the development
of articulations.

.0) Colicchio®s Nu-Art Technical Studies. Difficult interval
studies that relate very well to the construction of modern
jazz lines (like Trane, Woody Shaw, Breckers, etc.)

11) Basie-Nestico Lead Trumpet Book. A collection of 1st trumpet
parts Irom Sammy Nestico®s blg band works. All of these
charts have been recorded by the Basie band. A great way
to work on blg band phrasing and style.

12) The Charlie Parker Omnibecok. Transcribed solos by Bird...tons
of them. Musically and technically interesting. I use both
the Bb and Eb beoks so I can work on the lines in two keys
and in both a lower and higher register, If I could have
only one mugic book on a desert island....
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what you practice is less important than how you think as
you practice. The main thing we practice is concentralion
skills.

100% of your concentration should be focused on imagining
what you want the sound of the music to be. There isn't
time for anything else to creep into your thoughts.

Dor®t worry about the lick or note that's coming up next,
Don't fret over the lick you just blew or the note you
cracked. Don't rejoice over the high nute you just nailed.
Play the note or phrase you are playing at the moment.
Focus totally on NOW!

90% 0f your concentration is on singing your part in your
head. 10% is on listening to the rest of the group (and/or
fcllowing the conductor). Your subconscious mind monitors
your musical environment subliminally and automatically
supplies the appropriaste missing part.

imagine the pitch and sound of every note vividly...pre-hear
the total sound in all of itsg detail. The more accurate

the imagination, the more secure the physical execution
will be,

Don't worry about the names of the notes, their fingerings,
or the physical process which will produce the note. SING
and let the physical process occur as a natural result of
your mental action.

Sing in your mind as you play. You can®t play it if you
can't hear it,

Learn to sight sing everything you read,

learn to sing everything you play...patterns, scales, licks,
tune melodies, arpeggios, the root patterns to chord progressions,
» « « EYERYTHINGI 1 1! %

ALL TRUMPET PLAYING MUST BE PLAYING"BY EAR®i 11

A note is not a symbol on the page or a fingering. A note
is a2 sound,

To play a high note, imagine the sound of that high note
and blow,

To play soft, imagine the scund of the note or phrase being
played softly. To play staccato, imagine staccato. Don*t be
congcious of the physical process. The physical act is a
response to the imagined goal,
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I. LISTEN LOTS!
« oo transcribe, transcribe, transcribe,

IT.SINGI!
a) along with recordings of your favorite players.
b) Scale and chord fragments.
¢} roots and guide tone lines through tunes.
d} Scat the solos you wish you could play.

IIT. LEARN ALL YOU CAN ABOUT HARMONY!
Know your chords and scalss. Learn to use the piano and

spend lots of time with it.
IV.MEMORIZE AS MANY MELODIES AS YOU CAN{
V. Constantly practice to refine your technique.

VI.DON'T JUST PRACTICE. PLAY A LOT!!
Organize jams, use play-alongs, go for it!

VITI.LISTEN SOME MORE! 1!

I have a half page left to fill. This might be fun. Today(6/17/87)
these are my very favorite modern jazz trumpet records. I'm sire
the list would be quite different on another day. There are 85
many great records out thereiil!

CHET BAKER~ The Touch of Your Lips, Steeplechase.

CLIFFORD BROWN-The Best of Clifford Brown and Max Roach in Corcert,

GNP Records.
with Art Blakey-A Night at Birdland, Vol.1 & 2.
DON CHERRY- Symphony for Improvisers, Blue Fote.
MILES DAVIS-Porgy and Bess, Columbia.
Kind of Blue, Columbia.
Miles Heard 'Round the World,(formerly Miles in Perlin
and Miles in Tokyo). :

KENNY DORHAM-Quiet Kenny, Prestige.

with the Jazz Messengers-...at the Cafe Bohemia, vol.1 & 2.
Blue Note.

ART FARMER-To Duke with Love, Inner City. ‘

DIZZY GILLESPIE & ROY ELDRIDGE-Diz and Roy, Verve.

FREDDIE HUBBARD-with Hank Mobley- Roll Call, Blue Note.

with Bill Evans-Interplay, Riverside.

THAD JONES-The Thad Jones-Mel Lewis Quartet, Artists House.
with Thelonious Monk-5X Monk X 5, Riverside.

BLUE MITCHELL-Blue‘s Moods, Riversids.

LEE MORGAN~-with Art BlakeymMoaqin’, Blue Note,

GLEL ® =-A Night in Tunisia, Blue Note.
with Joe Henderson-Mode for Joe, Blue Note,




DEVELOPING MUSICIANSHIP

A PR?SENTATION 'OF PRINCIPLES WHICH APPLY TO ALL IDIOMS OF MUSIC
by Pat Harblison and Philip De Greg

Au'S&céessfu1;Music erf@rmance Requires:

1) Music is ihtarnally pre=-heard. The taol for developmsntz
. exact imitation oi vocahulary and style..oLISTVNIMGQ&

2) Music is executed with a good sense of time. The player
. feels z strong internal pulse against which musical ideas
“are pluyed with strength and relaxation. ' The tool for
develcpments Practice with the metrononmell
B. What developing musicians needs Performance and Practice.

{} Performance

ﬂ a) Not thlnking, but singing (in your mind and through
' your instrument),

“*p) A reliance on hearing and instinct: trusting the fruits
of your practice time,

c) Intense listening to the group and interaction with
.. the other musicians. Listen to what the others play
and play the missing part.

- d) Act on the desire tc say something. Communicate with
your audience. i
2) ?rawtice

choo
a) Intellectually'iuuun& the material that you need to
rractice, Analyze your weaknesses and make a prescription.
~L2fine the limits.

b) iéfficient practice»is the deliberate REPETITION of
material, played CORRECTLY, SLOWLY (with the metronome),

in all keys (where appropriate), with maximum CONCENTRATION!

¢) Repetition allows you to gradually increase your speed
without panic.

d) Practice is a process. Don‘®t expect results to be
immediately apparent during your practice, TRUST in
the fact that good practice will improve your performance.

3) Elements of A Good Practice Session-essential areas which
11 complement and contribute to each ether,

a; Technique-scales, arpeggios, intervals, etudes, tone
production exercises, etc. Goals to increase limits
of flexibility on the instrument.

§
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b) Vocabulary-licks, patterns, phrases, voicings, turnarounds,
standard intros, interludes, endings, etc. :

¢) Revertoire-tunes, forms, compositions.

d} Performance practices related to the tunes you learn,

-+ i.e, common keys, tempos, backgrounds, shout choruses,
etc. These are learned from LISTENING. Become intimately
familiar with all of the recorded versions of tunes in

7! your repertoire that you can lay your hands on.

e) Ear training-intense focused listening to records, transcribe
every piece of music that interests you, play along with
recordings of your favorite?players,vppactice intervals,

“hstudy harmony at the piano.

Performance and practice are different things. Neither is a
substitute for the other. You can play gigs and make jam sessions

all your life and never really discover and fix your own nmusical

blind spots., You can practice for 12 hours a day for your entire |,fe
and if you never make music for other people with other people

you will e¥ill sound lame when you get the chance to finally

perform. If performance opportunities or jam sessions are neot
available, then you must simulate those kinds of situations by

using your imagination. Read Psycho-cybernetics by Dr. Maxwell

Maltz. Then read it again., - '

EXCELLENT BOOKS ON THE MENTAL AND PSYCHOLOGICAL ASPECTS OF PERFORMANCE

The Innér ffame of Tennis by W.'Timothy Gallwey.

The Inner fame of Music by Barry Green (Read the tennis book first),

Psycho-cybirnetics by Maxwell Maltz, M.D.

Psycho-cybirnetic Principles for Creative Living by Maxwell Maltz, M.D.




Bobby "Shew Lecture Excerpts
NAJE Convention 1976

DEVELOPING THE TRUMPET SECTION

~ A. Basics to a successful section

I. Ability to work as a team.
‘a. Ego-loss vs. confidence.
b. Learning to listen with your soul.
c. Mental attitude re: Tearning.
d. Personal goals vs. the job.
.. €. Personal ethics vs. group ethics.

B. Different "Hats'"(individual specific duties)

l

. Disbursement of power. :
b. Relationship w/sax, bone, rhythm sections.
c. Ability to communicate freely and honestly
, with the section. Lk
.d. Quality of:
Lo 1. Seund T L
2. Phrasing/time feel
3. Consistency
4. Flexibility
5. Taste -

1. Lead player °
) 8.

II. Support players
a. Responsibility towards the music.
b. Respect for:
1. Lead player
2. Other section players
3. Band leader
4. Yourself -
c. Patience re: moving up(the"BIG CHANCE")
d. Complete understanding of the lead player's
”Hat'ﬂ 2

C. Sectional developmental activities

I. Practicing
a. With the rhythm section.
b. Without the rhythm section.
c. Taping sectionals for analysis.
d. Individual work on trouble areas
(personal responsibility).

II. Rotation
a. Passing parts so each member of the team grows.
b. Giving everyone some jazz to play so growth
can occur,
c. Trying different styles.
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III. Precisién '’ .
a. Marking parna properly!

- b.. Pacing of the lea ‘Taaet
@ . Blendlng and rL;ateﬁ areas:
vogn o Prechy ‘
g s B e RN E LSO 1&»&& ity.
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. Fiuge&hnrns il
d SeLELtlng the righf gw (gal)foér the job.
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Iv. Learning/Ex?@riaﬂcf :
-a. Listening to live harﬁé
b Listening to renerdsa_,
‘¢ Private study. o
d. Prautical experience.

el e
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4 D MENTAL ATTITUDE
As with most people, ycu 'will probably- experience ‘times of po sitive
thoughts and times of negative ones. Ideally, it°‘would be mice to
have only the positive 'ones; buf-I wonder if the game would be quite
as interesting or as muchnchallenge. Just accept the game arnd play
it without taking it so serfiously as to get uptight about vuurSA?fn
1f you resist the negative thoughts or try to fight them, you'll
find, I think, that they'll only get bigger and harder tc handle.
You've gotta learn to deal with them without shifting the majority
of your attention to them. I suppose one way to do it &s to not
try to handle your fears in the middle of playing a chart; best to
wait until after the gig! :

Your personal involvement with your horn and with music in general
i1s of tremendous importance to your success and yecur happiness.

I have often felt as if I were married to music: I am comritted

to it, and try to work with it and make it work for me, a.l the
while keeping my level of affinity high by not blaming my failures
and problems on the Art or the instrument. This kind of =zmotional
involvement has taught me much about myself as a person. I believe
that this kind of love for music will enable you to accomplish much
in a shorter period of time, and will brlng you a great deal of

Bappimess. . c.cwl o Sl e A T

You must, above all, maintain your belief in your potential, and
never minimize your abilities at all. Don't get to the pouint of
tolerating ceilings or limitationms as to how far you can gc¢. Your
own thoughts will be the only thing that can and will hang you up.
As you devélop and reach goals(and you've gotta learn to re:ognize
when you DO reach them), you'll have to put new goals out ir front
of you or the game is over. Keep on looking forward to these new
and bigger goals and...AVOID GETTING HUNG UP ON YOUR PAST AZ{IEVEMENTS
Once they're done, they're done, they're over with. It's 0{ to
recall them for lots of good reasons, but if you get hung up, ycu'll
find yourself sticking your dbilitles at that level and your cutward
growth will slow down. Surely you've seen or met guys who arve
musically stuck in a given era or style of music.
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The average pérson seéms to spend quite a lot of his time minimizing
your abilities. Therein .lie:about.90% of_your problems with the
horn. The sconer you can ‘bécome aWare of this), &he sooner you'll

be able to eliminate it)’and therefore Sucteed it y accomplishing
everything you set out fare H@WEVER there are a few sand traps
along the voad that will try “to  keep ymu‘from knowing, but these
have no real power unless you; give it to them (as in the earlier
mentioned case of resisting negatlve thoughts). One of the traps

in setting goals is that- you can skip a gradient approach to success
and find yourself in over your head. If you set such an extremely
high goal and standard 'for yourself that it keeps you frantically
racing as if to put dut'a fire, you 11 miss’a lot of the fun of
being a musician, and can prevent you from being objective about
your growth and from engoying your PRESENT-TIME abilities. More
simply, if ALL you see is“your *ultimate" goal, you'll be constantly
putting yourself down as you play in present time because 1t‘?1
always be compared to the ULTIMATE: goal rather than how you're
attually playing’at that momént.'' The ultimate’hopefully will"always
be chawglng anyway and I -dream sometimes about becoming a ''perfect

play ex", but as ‘long as"'1 keep treating new levels to climb E0.0
I 1} naver be -perfect ‘and will therefore‘have olenty of good reagons
to Eébp piay ng and‘studying.;é__,: -

~
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Cbmmunicatlcn is' the k%yringredlent in''tusic of- ANY type. e
rea}iy doesn't seéem sane to play to oneself or to the music stand
or'wally’ - So the person at the receipt point is as important to
the experlence as you are. It's the emotional reaction to your
creation that completes 'the action. The emotional communication
takes precedence over style and technique. You need plenty of
technique, but only enough to execute what 'you hear and teel
Scn;ostudy emotlons, 1t°1l intensify your, playing
Adother area of commuhication that's''very imporcant is in your :
cmility to communicate with the other people in the band. 1In fact,
o you. have’ trouble 'with this; it'll show up in your playlng
fou're in-a ‘sense''rapping’with people when you play. If the entire
band maintains a high level of communication, the affinity will be
high for each other, the ™vibes" will be right, and the band will
swing! It might be worth mentioning here that lots of people
apparemtly misunderstand communication in thinking that they must
talk; talk,talk,when in reality, the art of listening is super
important and can help to smooth out your relationships with other
pecple. This then will increase your ability to listen in the
section to your lead player or the rhythm section or whatever.
Do you see the point? It all fits in together and the picture
starts to clear up and make sense.

DEVELOPMENT

Practicing has had a bad reputation with many young playerv(ola
ones, too) for as long as there was something to 1earn3 and it's
worth trying to figure out exactly why, because I've never been
one for practicing in the conventlc““% ways that we pick up from
God knows where. 1 realized one day that we are never really
taught how te practice or, for that matter, how to even sit down
and learn anything at all. Somewhere in the basics of education,
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probably in pre-school, children ‘should be taughr HOW to study
su‘hhef ‘the ddors will always be Qpen for- rnemﬁ FAs fa¥ as Dract-
1bth an’ 11qtrument '1* ail txeb in with one 'y ah&lgtv i@ study.

When )nu 'sit 'down' to' put tégetke; g’ truMpe& sact10n5 you' hau better
plan”on & considerable 'bit’ mf sectional’ rehearsing, naturally
dépendinz on what level y@u ‘Ye working with, but even at a »*ufzfam
ional 3&7@1 Yack of it' can make or break your section. There

are many *Hin?% about ear trafning and just playing in gene ray”
that csn possibly be learned only hera., You wouldn't Leiiavn the
differ:nce ’'in a dedtional that has suddenly had’d sétctionadl 3§f~r
havir; been together for awhile without one. They shouldn't be a
Yegimented @xpprience. I don't believe in having the leader there
or-anyone else as far as that gcesa. 1t shoald be-a private meeting
of the minds of the section'and shculd ‘be atfen11VP, purgosefuL,
and lsosa. "Ro- conduuucr is best.. In some’ casexaﬁaspewially in
lower levels of schools, e _may be. cool for the conductor to be,
present, but as soon as .you've ot ‘them going, get out of their
way and 13t the kids take thexr own responsibility for themselves
and their sectien. - They may goof off a bit, but they'll get :nto
it at 'their own’ natu?al spéed and ‘they will "end being much stronger
ir the longz run. 'A couple of embarrassing concervs will do wonders
for getting some sectionals going. At the higher levels, the

amilial relationship is wvital'-in executing some of the professional
chetlmuq ¢, so its good to start bu11d1ng the foundation for this
kind of c@mm‘nlcarlsn at an early age.

As far as more technical ‘things, a guy plaving an inside part nay

never have the joy of knowing what it sounds like or what it has

to do with th: arrangement until hé gets to play it in a sectional.

Ir?Li help each person learn to play better pitch, time, phru,,n
i176f it in .act. Also a good idea in school situations is to

1 t evprygn& got & chance to play a lead chart and a jazz solo.

u€ﬁ¥ﬁlﬁ? is .evexyong s glghtf

If y@u@rejablﬁ occasionaliy record the section and all sit down
and listen to it.  You'll find some interesting things, I'm sure.
Just'avoid ge:t: ng too particular about yourself, or rather;
wharnver you do, avoid getting into a-self pu%«dowr teip. Nﬂbnrv
perfect (for! unar ely) perfect, but-it's OK to try ‘to be as 'long

as you kncow that 1f you ever achieve it, the game's over. I prefer
to play the game. I hope you do, too!

B




