Using pedagogical elements from Arban, Schlossberg, Marstellar, Remington,
Alessi, Stamp, Edwards, Cimera, Hartman, Bleger, Kleinhammera and Knaub to
cover elements of warm up, tone, articulation, flexibility, and conditioning.

When does the warm up end and practice begin? The warm up itself can be
relatively short, followed by a more advanced routine of fundamentals. The
purpose of your practice session must be clearly defined and should rotate daily
depending on your process.

Goals you must consider: conditioning/fitness, flexibility, quality of tone, quality of
articulation, linking registers, efficiency, legato technique, intonation, centering,
consistency, accuracy, power, and musical elements of phrasing and dynamics and
nuance. Consider becoming a student of the instrument, in all it’s forms, before
attempting to add your own nuance and style. Think about the process of practice
rather than a large over arching goal. Trajectory vs target. If you do not own these
books, please buy them as they are an integral part of our cannon.

1) Buzzing—Never more than 5 minutes. Go from low to high, covering low to mid
range. Large glissandi, non specific pitches, then focusing on easy melodies, and
scale work, adding light articulation.

2) Glissndi—Think of tracing your slide with your buzz, and tracing your buzz with
your slide. Ultimately, your buzz and your slide are synchronous. This promotes
accuracy and trains the core of your sound. From Scott Hartman:
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Glissando Exercises

Glissando and slur everything - use no tongue
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3) Flexibility, tone, linking registers, production. From Max Schlossberg:
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@ NOTE: This may be played in the manner indicated by A. B. C or D.
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4) Tone building, long tone + slurs, legato articulation, efficiency.
From Joseph Alessi (2007):
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Play this exercise free and out of time (ad lib) in a legato style. Strive for a free and relaxed tone.
Continue down chromatically.
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Buzz first and then play. Gliss all notes when buzzing on the mouthpiece. When performing this on the
instrument, play this in a comfortable mf dynamic, striving for a beautiful easy tone with good shide
technique and connections. Natural slur all notes.
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Play at a tempo of approx «+=70. Breathe when necessary and repeat the note that you breath in order not
to miss any connections. Listen carefully to the distance between each interval and the imaginary drone note.
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Do this at a tempo where you can play each segment in one breath. Strive for ease and evenness of tone.
Play from low E to Bflat and back down.
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Strive for evenness of rhythm
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5) Detached technique, articulation, intonation, fronts. From Arban:
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6) Flexibility after articulation. From Remington:
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7) Relaxed articulation—Endurance, corners, technique, cond

Arban:
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Studies in Dotted Eighth and Sixteenth Notes

The use of “tu” to be discontinued as an attack. See page 12 for proper articulation. As the pitch rises, the

jaw closes slightly and the tongue strikes higher on the te?.
Pt Jhef S Cpby Acanv/ Lo

Tempo di Marcia

With this exercise the jaw is open and the stroke of the tongue is between the lips, just as defined on
page 12.

Allegro moderato
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8) Interval range in legato. From Brad Edwards:
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9) Valve and low register connection. From Vernon:

Valve Exercise

V' is for valve...
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10) Cross grain slurs, breath control, musical phrasing. From Brad Edwards’ Lip

Slur Method book:

Lip Slur Melodies e AL — T8

The following etudes share an unusual characteristic: each slurred passage can be played e.nﬁrely w1th
natural lp slurs. In other words, no legato tonguing is necessary. Mastery of natural lip slurs in a melodic
context helps you develop fine control over your technique. Many of these etudes rely on the F-attach-

ment at times.
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11) Upper register. From Remington:
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MICHEL BLEGER

for Trombone

31 STUDIES

12) Articulation within intervalic mid range etudes. From Bleger:

Edited by ALLEN OSTRANDER
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Allegro modecrato
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13) Phillips slide technique routine:

BAYLOR TROMBONE STUDIO
SLIDE TECHNIQUE DRILLS (02/09/17)

EX. 1: SAME TECHNIQUE UP AND DOWN
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EX. 1A: COMPARTMENTS - REPEAT - SLURRED, THEN TONGUED
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REPEAT EACH COMPARTMENT 15T TIME SLURRED, 2ND TIME TONGUED
MAKE SURE THE TIMING/ COORDINATION AND INDEXING OF THE SLIDE IS THE SAME

REMEMBER - QUICK, PRECISE, BUT RELAXED!!
KEEP THE BELL STILL

EX. 2: "SLUSH PUMP" PRACTICE
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EX. 2A: COMPARTMENTS - SLURRED/TONGUED - DESCENDING IN ALL KEYS
EX. 2B
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" TO THE NEXT POSITION IMMEDIATELY AFTER ATTACK

espr.

WAIT UNTIL THE LAST POSSIBLE SECOND BEFORE MOVING THE SLIDE.

SAME EXERCISE AS ABOVE; "SHOOT

EX. 2B - "BP CLASSIC

EX. 3 - SLIDE WAIT!
EX. 5 - BRAHMS 4 APPLICATION

EX. 4 - SLIDE GO!
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EX. 6 - SAINT-SAENS APPLICATION WITH SUEDIVISION
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Wolfgang Amadeus Mozart
Requiem, K. 626

TROMBONE TENORE.

ELechnr - EAsy - Eptr€st - Siné

Mieeer - DO A Bes Adov oo Ehy TACCEr
. Pes oF THE TwdsE - Pk o Semwhcy
Ale Dt 15 w07 Ahys TUE Lo ~77E

° 5‘“’5 - Pl W COTOVESE | AccEnTF, Azricvdrmws
05'6 gLUﬁ A((ﬂvf ’7:6 WTL‘J"E )fﬁfgfw,gm#’
ﬂ%ﬂfﬂf;ﬂm V% 4’? T? v erldre Yoo

vse A beetw Autov 5 wrune TRE CACCE SHNE
477”4' WL HEep sfou PACE And Pemerize EACU IuGhe :
2) flre 1T~ op Yo HME Chugo yowe Stor - Beew T FEEL
Vs - Cllost, JeaR ,p Ao Foer yoi TEapo
BhAsE - %LAKJ Zﬂm)é{ﬂé THE B levsesrrd

'/i"
fotus — Gow Floer STACE
RATIER € — SThf /) THE AAEAST - M/Euéﬂfséwuo

# —\Neare DOV Yoot “swriwe XEy L Lble wE - ASE

S

The |4 ket .
’F—*’ ﬂ’ - SwinG KE rib&bﬂmﬂda M.W%H&PV@T@WM
=) S

=2

20



21

Brent Phillips | Trombone

Professor of Practice, Trombone
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