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4 FUNDAMENTALS OF TROUBLE-SHOOTING
FOR BRASS PLAYERS

1. FEELING OF THE LIPS

Controlled warm-up and mainterance to include:
a) FACIAL/LIP FLUTTERING

b} LIP BUZZING

¢l MOUTHPIECE BUZZIMNG

d} CORRECT "OMN-THE-HORN' ACTIONS

2. ABDOMINAL SUPPORT OF AIR

a) CONTROLLED INTAKE OF AIR

0y CONTROLLED RELEASE OF AIR

¢} CORRECT USE OF ABDOMINAL MUSCLES TO GONTROL VARIOUS
COMPRESSIONS VELOCITY LEVELS

3. APERTURE CONTROL

=) UNDERSTANDING AND CONTROL OF TONGUE FOSITION(S) THROUGH SYLLABLES

o) CORRECTLY DEVELOPED STRENGTH OF APERTURE GRIFPING MUSCLES

¢) UNDERSTANDING AND CONTROL OF APERTURE TO CONTROL FLOW OF AIR AND
SOUND QUALITIES

4. SELECTION OF CORRECT MOUTHPIECE

a) UNDERSTANDING OF COMPRESSION MAINTENANCE AND CHANGES (ALTERATIONS) OF
AIRFLOW DETERMINED BY MCOUTHPIECE ELEMENTS je.:

i} Cup Depth And Shane

i} Cup/Rim Inside Diametzr

i) Shape OF Bim Surlace

i) Size OF Throat

v) Tapar Of Backbons

by ABILITY TO SELECT THE CORRECT MOUTHPIECE FOR THE JOB AT HANMD
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SUGGESTED WARM-UP PROCEDURE
TO TROUBLE-SHOOT FUNDAMENTALS

1) FLUTTER TO DESIRED FEELINGS IN LIPS.

2)  *BRIEFLY (About 10-15 seconds max) BUZZ TO CHECK FOR
CENTERED VIBRATIONS.

*When initially learning this process, use finger tips on either
side of lips to simulate mouthpiece rim placement.

3) MOUTHPIECE BUZZ a) UNTIL CENTERED.
(All staccato with tip of tongue attacks)

4) MOUTHPIECE BUZZ b) UNTIL CENTERED.
(Tongue attack on the 1% note only)

5) MOUTHPIECE BUZZ c) UNTIL CENTERED.
(Tongue attack on the 1! note only)

6) DO STEPS 3,4, 5 ON INSTRUMENT

NOTE: This entire procedure shouldn’t take more than about four
to seven minutes. Possibly as much as ten minutes.
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SUGGESTED WARM-UP EXERCISES

REPEAT EACH MEASURE PART 2

©Bobby Shew
UNTIL CENTERED 2000
= i i
)
TAHT .. .... sim.
TAHT . ..
A VIBRATO  The purpose for vibrato is for a well centered note.
: Adjust the aperture center by jaw movement.
TAHT Sing the pitches "in your head.
B ~
> .
- u © Use jaw movement to
adjust centered aperture
TAH ----ooooo.. Sing the pitches "in your head" as you do this. as vibrato,
Do the same in varied keys.
C (w/Mouthpiece) ~
. ')
> Glissidom~~BN o B
e — %z eriorm on
o } - =~ mouthpiece.
TAH ------. Slow glissando - - - - - - === - - - _ Repeat this in varied keys.
C2 (W/Trumpet)
)
)
b g r e,
i i 1 Perform on
' — - instrument.

Slowly

(Slur and/or Single Tongue)
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EXPLANATION OF WARM-UP EXERCISES

The purpose behind these warm-up steps are to make sure that when you finally get to the horn, things will work correctly.
In MY opinion, | strongly feel that most warm-up routines are not logically thought out and more often than not, either tire
the student out, and/or create a negative attitude of boredom, and more importantly, just don't get the job done. Most
routines take too much time and have no logical basis at all.

The logical beginning step 1 of the warmup has to do with only the facial muscles that are part of forming a functional
embouchure. The action of "fluttering" ( sometimes also called "flapping" ) serves a very vital purpose and that is to
increase the rapidity of blood flow throughout the three basic muscle areas surrounding the lips, sort of a "massage".
Those muscles are called ORBICULAR ORIS, BUCCINATOR, and DEPRESSOR. The Orbicular oris is the somewhat
ovoid ( oval-shaped ) muscle that surrounds the lips. The buccinators are muscles that diagonally extend from the mouth
corners upward toward the ears but of course not that far. And the depressors are muscles that start at the mouth corners
and extend downward toward the chin as if in a very sad frown.

When these muscles are employed in playing, the body manufactures a secretion of lactate or lactic acid ( both terms
apply ). This secretion tends to build to excess with the more stress we experience in playing. We can feel this build up in
aching feelings primarily in the corners. If we don't stop soon thereafter, the aching turns to pain and then we pretty much
MUST stop. This lactate stays in the muscles unless we remove it by fluttering. If you don't alleviate it before retiring at
night or after playing , it will tend to deteriorate the muscle tone and strength in the muscles and your embouchure will feel
to varying degrees stressed in the morning, making the warm-up more challenging. SO, by doing a certain amount of
fluttering as a first step, you will alleviate the lactate and start to "loosen" up the muscles to help them be able to vibrate
more easily. In addition to this alleviation of lactate, the blood deposits oxygen to assist in the flex action of the muscles.
The blood also deposits glycogen or blood sugar which is your endurance fuel. All FREE OF CHARGE, no gadgets,
vibrators, electric stimulators, etc. It's a "built-in" rehab tool.

Step 1 also asks that you flutter to a "DESIRED FEELING". This is an awareness issue more than anything. So, the first
assignment is to start paying close internal attention to what your "chops" feel like. When you are playing well,
comfortably, if you can, stop, close your eyes and roll and lightly squeeze your lips together to "see" what they feel like.
Closing your eyes helps your internal sense of muscle memory ( kinesthesia ). If you memorize that feeling, then it
becomes a point of reference and a feeling that you want to try to get at least close to on a daily basis. That adds
consistency and therefore stability to that one aspect of your embouchure conditions. Don't strive for perfection but get as
close as possible.

Step 2 has to do with lip buzzing, sometimes also referred to as "free" buzzing. This exercise serves two very vital and
precise purposes. The first is to gradually help develop muscle tone in these muscles by doing the buzz as an isometric
exercise. The second purpose is to gradually help develop a "center" for tone production. This is where your lips and
muscles in the orbicular oris will vibrate to produce sound. In order to achieve the maximum gains in lip buzzing, it really
needs to be done correctly. Sometimes | see students who THINK they are lip buzzing but what they are doing has no
isometric gripping in the action and will produce very little, if any, muscle tone.

When | had my first evening with the trumpet at age 10, my stepfather, who had tried to play a bit when he was very
young but gave up after a couple of years, sat with me and got me started. His first request was to have me pretend to
spit out a small piece of tobacco ( yes, | already knew, unfortunately ) off the tip of my tongue. As | did, | "pinched" my lips
tightly together but with that tiny aperture for the tip of the tongue to squirt out the imagined tobacco piece. | later changed
this concept to a "grain of sand" to keep from encouraging any student to have anything to do with tobacco! Anyway, as |
snapped my tongue tip inward in the spitting action, it made a tiny needle-like buzzing sound. It also caused a bit of
tickling, tingling vibrations in my facial muscles around the lips. So, this was VERY strange for me on my first 5 minutes
with the trumpet. So, my stepfather put the mouthpiece into the trumpet and asked me to play. Of course, it sounded like a
kazoo with that tiny aperture. Then he said, "Drop your jaw and open that up!" All of a sudden, this fat low C came out and
I thought , Oh, this is EASY to play! :-)

Back to the point of the buzzing technique. In order to challenge the muscles most notably in your corners but ALSO the
muscle surfaces that surround the lips BETWEEN the corners, you must create this isometric intensity as if spitting that
"grain of sand" . You should start by doing a pitch in the MIDDLE, NOT really low or really high. With this pitch, you do
repetitive single-tonguing trying to get that very fine, needle-like sound. In pretty much ALL cases of people who have
never done much lip buzzing, they will have to use two fingers on their dominant hand to act as supports in centering the
buzz. | think the index and middle finger work the best for this. They should extend outward as if being the mouthpiece
shank, not laying flat on the chin. The gap between the fingers should be no wider than your mouthpiece rim. You can
check this by inserting a little finger from your other hand in between the support fingers. Using a mirror will help greatly in
you getting the "image" of this gap. Too close will stop it from working, too wide will cause it to spread. So, do about 30
seconds of single tonguing on one note, STOP BUZZING, flutter for blood flow to alleviate lactate. REST....for a couple of
hours or so! You will no doubt feel that you can do much more than 30 seconds and yes, you probably CAN. BUT, we
want you to do this 30 second session 6-7 times per day. If you do TOO MUCH on any one session, you will be too
traumatized ( tired ) to do the complete set. This is called "interval training" and is used by athletic trainers to build muscle
strength in the most direct and successful way. As you become more adept at the buzzing, you can go to 45 seconds or
even a minute but remember that a GRADUAL program will bring success in due time. Rushing there and doing damage



or just extreme tiring will work against you.

After awhile you can start to extend the buzzing upward a bit to create more isometric tension. Start with diatonic
movements up to maybe only 3 notes of a scale, then 5 notes, then eventually the octave ....and onward. Eventually do
little simple tunes like nursery rhymes with buzzing alone. It's a challenge but great training for the chops. I'm always
good for 2 & 1/2 octave glissandos or arpeggios with buzzing. BUT, I've been doing this since age 10! Take your time, do it
right!

Step 3 deals with mouthpiece buzzing. | often describe the mouthpiece as "the trumpet" and the actual trumpet as "the
amplifier". The introduction of the mouthpiece onto the embouchure setting without the horn is an extremely helpful step
and if done properly, makes the addition of the actual trumpet a much more positive action.

There are basically THREE working octaves on the trumpet. The MIDDLE octave starts at G-2, second line and goes to
A-3, first ledger line (STEP A). There is an octave (plus) below that and an octave (plus) above it. Any decent working
player should at least consider striving for being able to play this entire range. Of course there can be and ARE notable
exceptions. In their cases, their musicality did not require that degree of extended range. BUT you can hear that they all
can play very consistently up to at least high F and G. SO, rather than typically start any drill, exercise, etc., at the bottom
octave, | found that by starting to play in the middle octave and gain excellent functional control there and then expand
gradually upward and downward, even if only one note at a time. In doing so, the player has the opportunity ( and
responsibility ) to correct any outnesses with the setting and the control of the aperture and therefore the airstream. If you
find yourself closing down too much, you must lower your jaw slightly to regain the center of the note on each one as you
progress. One rule of thumb here is that if your first note of this drill doesn't center at least reasonably well, DON'T go to
the next note until you have made the adjustment to correct the aperture / airstream. This rule should be extended into
pretty much everything you play especially in the practice room. If it's a tune, Make sure the first note plays well before
going on. "Wipe your feet!". :-)

STEP A has the player doing only one note at a time on the mouthpiece until a reasonably clear and centered sound is
produced just on the G-2. When this is achieved, ascend to the A-2, repeating the drill, and then on upward until one
reaches the A-3. At this point, | suggest doing a slight lip (jaw) vibrato to check for aperture centering. The pitch will lower
and raise by doing this but don't go too far away in either direction from the basic pitch of the top note. | also suggest
thinking in terms of dynamics when doing these drills so | like to feel that thinking of a "medium" dynamic ( as opposed to
soft or loud ) is the best place to start. That is usually sufficient for the warm-up but it's OK to experiment with the other
two. You'll find that soft can be the most difficult without the horn.

After completing STEP A, go on to STEP B which is really nothing more than combining the effects of STEP A into a one-
movement action. Once again if you start closing down, you must make corrections. If you don't , the closing down issue
will go with you as you continue until it likely shuts you and your access to the high register off. The "wipe your feet" rule

applies.....fix before continuing!

Now to step C. This has you lowering your G-2 note a fifth to the C-1. So, you must center THIS note before continuing. It
will require a degree of dropping the jaw to open the aperture and allow this note to be produced. When C-1 is reasonably
well centered, take a full breath and ascend in a medium speed glissando to C-2, sustain it for a second or two and then
glissando on upwards to C-3, sustain for a second or two and then glissando back down to C-2, brief sustain and then
down to C-1. If you do this with your eyes closed and use your ear for pitches, you'll be able to "see" quite clearly the
functions of the jaw movement that are necessary to play well and control your aperture / airflow. In addition, as you
become aware of the necessity of air pivoting, you'll be able to "visualize" those directional movements inside of the cup,
all done with the jaw. Pivoting will be covered more extensively in a subsequent article.

So, now that you have done the mouthpiece buzzing steps, it's time to add the trumpet to the mouthpiece. We go back to
STEP A and do the single tongued scale from G-2 to A-3 , playing each note a few times to ensure it's being centered and
all the way up with the slight jaw vibrato on the A-3. This can be done a few times to stabilize it. Then go to STEP B, using
the same principle as on STEP A. Once stabilized with a few repetitions, go to STEP C2. So, the glissando now becomes
a diatonic scale with the same slight sustains at the octaves. | suggest using the slight vibrato at each sustained octave
note just to open up the "slot" and produce maximum overtones.

In a BASIC sense, your warm-up is finished. One could refer to this as STAGE ONE warm-up. For many pro level players
this will possibly be enough to get onto playing or practicing. However, if you wanted to extend the warm-up to a STAGE
TWO, | have written out an extension exercise that helps open up the register extensions a little at a time. You must stop
and breathe whenever necessary and | also suggest that you use this exercise sensibly in not trying to do the entire range
before you have worked your way thru the gradualness that is required in ANY learning process. You are "teaching your
body" so be smart and considerate. Keep your "ego" ( self-importance ) OUT of the practice room ( AND the bandstand ).

I do hope this helps you to focus more logically, scientifically, and successfully on developing a consistent warm-up. You
MUST however, personalize it to fit YOUR playing needs.

Bobby Shew
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ISOLATE STEP 2

YOGA COMPLETE BREATH

©OBOBBY SHEW

WITH HANDS.
PRACTICE ALONE. (”THE WEDGE”) DON'T SLAM!
NO SHOULDER g .
e DON'T PUSH FORWARD LOWER BLOW
AIR IN AIR IN AIR IN GRIP “WEDGE” SHOULDERS —¢_
DIAPHRAGM
~
&« ~a
WEDGE—» ___:>- ~A SPACE FOR DON'T
o P 4 TENNIS BALL PUSH
FORWARD
STEP 1 STEP 2 STEP 3 STEP 4 STEP 5 STEP 6
SMALL INTAKE OF AIR, LARGE INTAKE LARGE INTAKE ISOMETRIC GRIP LOWER SHOULDERS BLOW AIR AS IF
SLIGHT OUTWARD OF AIR. ABDOMEN OF AIR, LIFT OF ABDOMEN IN TO DESIRED SPITTING RICE OR

EXTENSION OF PULLED INWARD SHOLDERS UPWARD NAVEL AREA AS

ABDDOMEN IN AREA HORIZONTALLY TOWARDS EARS. IF RESISTING A
OF NAVEL. TOWARDS SPINE MAINTAIN “WEDGE” “PUNCH” IN THE
CHEST STATIONARY, TO CREATE “WEDGE” POSITION. ABS. MAINTAIN

DIAPHRAGM INVERTS POSITION , AS FAR

DOWNWARD. AS COMFORTABLY
DON’'T EXTEND POSSIBLE. e
00 FAR! ARE VARIABLE BASED

UPON WHAT YOU ARE
PLAYING.

5 CENTS WORTH

WEDGE POSITION.

PLAYING POSTION.

MAINTAIN GRIP
OF WEDGE AREA
AND POSTION OF
WEDGE.

BLOWING OUT A
CANDLE.

MAINTAIN GRIP,
ADJUSTING TENSION.
AS YOU CHANGE
REGISTERS,
MAINTAIN POSITION
OF WEDGE.



THE YOGA COMPLETE BREATH FOR BRASS

PLAYERS
1) Intake (small), abdomen (this refers to the area around the navel) moves outward
SLIGHTLY, but relaxed.
2) Intake (large), abdomen moves inward (horizontally toward the spine) to create a

“wedge” position of the abdominal muscles. Tension should be minimal, just
enough to hold the muscles in position.

3) Intake (large), abdomen hold position from step 2 (not tense), shoulders lift
straight up toward ear lobes while breathing inward.

4) Grip (isometrically) abdomen muscles, maintaining innermost position (wedge) of
abdominal muscles (from step 2).

5) Relax and lower shoulders to comfortable and desired playing position.
6) Blow, as if spitting rice or blowing out a candle.
Steps 2, 3 and 4 are variable depending upon what you are going to play.
THE FOLLOWING EXERCISE SHOULD BE DONE IN 3 SESSIONS OF 30
How to acquire this breath:

1) Do the above 6 step routine (without your instrument) a minimum of 90 times per
day for a minimum of 21 days. This can (and perhaps SHOULD) be done in
three sessions of 30 or so repetitions each. Start with the page with the six step
diagram, facing a mirror large enough that you can see your body from the waist
up.

2) As soon as possible, close your eyes to “internalize” (memorize) the steps of the
breath. If you have difficulty with this, go back to the previous step with the mirror
and try again later.

3) As soon as possible, eliminate the pauses between the steps and learn to do the
breath as ONE SMOOTH MOVEMENT, being sure to start SLOWLY and then
gradually increase the speed of the breathing motion.

If at any time you feel difficulty going through the motions, go back to the previous step,
simplify everything, go slowly until it feels comfortable. It might be necessary to return
to open eyes, mirror, and the 6-step list. Be patient. Give your body, your mind, and
yourself a fair chance to learn this very effective breathing process.

When you become proficient with this breathing process, start doing this with the hom.
Play licks, scales, patterns, etc. Avoid excessive high register playing at first. Get low
to high C locked in. Refer to wedge adjustment diagram.
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CHOPS AND CHANGES (#5)
(Learning to Improvise on a new tune)

The following sequential process is something I've worked on and been using with some
notable success in teaching about improvisation. Naturally, some of my students are
beginning to intermediate with regard to their playing levels. Any decent jazz musician
would probably tell you that it's impossible to "teach someone how to play jazz" and I
would agree totally if we look at it in a literal manner especially with reference to the
essence of the art form. However, I know there are many things that can be referred to
with regard to this activity and this information just might open up some doors of
perception for a student and get them headed down the "correct path" of self-learning and
ear training which perhaps might enable them to learn to improvise well someday.

Most of the young players I've come in contact with are seemingly searching for some
sort of short-cut or magic-formula that will make them sound impressive and that will
keep-them from playing any "wrong notes". Thisis really a big problem with our -
educational sytem. I've spoken of it prior and will no doubt continue to speak of it until it
goes away. For now, I'd like to submit the following process as a simple, yet sometimes
tedious and demanding method of getting more deeply involved in the basic
understanding of some of the academic materials used in learning to play jazz solos.

I think it's necessary, or at least helpful, to be able to understand music in all stages in
order to fully master it. A chord is simply a static SOUND. It can have duration but it
doesn't require motion or movement to satisfy its definition. The PRIMARY level of
understanding must start with a VERTICAL, or up-and-down way of recognizing each
chord. This chord has primary chordal tones, i.e., 1¥ (root), 3™, 5", and 7®. Even MORE
primary to this is the TRIAD, i.e., root, 3™, 5" with no 7®. In jazz, almost all chords have
at least the basic four notes aforementioned. Moving onward, the chord then has
‘extensions, i.e., 9", 11", and 13™, either in natural state or altered as lowered (flat ) 9" or
raised (sharp) 9", raised (sharp) 11", and lowered (flat) 13®.

Having dealt with the VERTICAL approach and information, the next possible approach
is more HORIZONTAL. This would include the addition of the scales from the syllabus
that apply to each chord. This horizontal approach eventually involves forward
movement thru various chords, the scale changing to match each chord "change". This
can possibly lead to more linear motion-in your soloing. Once you feel more comfortable
with the chord scales, then the REAL essence of improvising is moving into true
LINEAR playing where you strive for melodies that fit in yet flow not only thru but
almost above the harmonic structure of the tune. The real beauty of going thru this step-
by-step process is its effect on your ability to "hear" the changes and THE TUNE. Ear
training is probably the most vital (and overlooked) aspect of any musical training
program from my point of view and it is with that point in mind that I've devised all of
the routines & exercises. So much could be written here about all of this but for now, let's

1)



move on to the process. As you put it into practice, try to find your own personal needs
and make your own decisions as to how to use it. The intent here is not a musical cloning.

Learn to THINK and OBSERVE.

1) Learn the MELODY of the tune. Play it over and over until you can play it without
reading it. If possible (and preferably), LISTEN to a recording of it hopefully by a
GREAT PLAYER. Also if possible, seek out OTHER recordings of the same tune,

even if in a different key and different style.

2) Get the correct chords for the tune. Fake books are not to be trusted so learn to
develop your ear to check and eventually you should be able to transcribe the tune

AND changes.

3) On a piece of music paper, vertically spell all of the chords. If you're new at this, start
with triads only, then add the 7" after triads are done.

4) On your instrument, play these spellings , up and down. Keep repeating them until
—you-are comfortable with them,-i.e., 1-3-5, 5-3-1, then invert them in several ways,
“ie,351-5; 1-5-3, 5-1-3 . The add the 7" and play them 1-3-5-7, 7-5-3-1 up and down.
---- When-somewhat comfortable; do-the inversions-as above, i.e., 1-5-3-7, 7-3-5-1,
1-7-3-5, 5-1-3-7, etc. Take your time, play them slowly. Use a metronome to help
develop rhythmic-"time" control as you develop harmonic skill. For playing triads,

play quarter note and two eighth notes in each bar, i.e., , J n o ‘

When there are two chords in a bar, then play two eighths and a quarter for each

chord, i.e.,l n J n JI

- When you go to four-note chords, play four eighth notes on each. [ mj - l

An important point with this routine is to play them at first by looking at them but then
look away from the page and play them by ear, remembering what you played when
reading . This enables your "ear" to learn them, not only your eyes and fingers.

5) Using a play-along recording (or just a standard jazz recording if you don't have a
play-along), play the spellings along with the recording. Repeat several choruses until
you gain a degree of familiarity and comfort. Also play the melody several times thru.
It's a good idea to alternate a melody chorus and then a spelling chorus, back and
forth. There is an old adage in music, "Melody dictates Harmony". They work
together but melody always helps stabilize the harmonic movement thru the tune and

helps you develop the "inner ear".

6) Get a copy of the Scale Syllabus and figure out from the chart which chord scale
applies to each vertical chord. Write these out for each chord on a separate piece of
music paper. Play thru them slowly, once again up-and-down and then reorganizing
the position of the scale tones , i.e., play the notes in several different sequences

(2)



7)

8)

alternating the intervals around and around. Extend past just one octave. Alternate &
experiment with different rhythms, i.e., some sustained notes, some 8ths, some
quarters, etc. Suggest you start with 1-2-3-5 of each scale as eighth notes (below)

Make them SWING! l m‘j s l

Using the recording, play thru these scales, chorus after chorus being sure to alternate
intervals so it doesn't sound like you're just playing scales. Experiment with rhythms,
etc., as above. It's OK to leave space here and there...whatever you WANT.
Remember, we're playing MUSIC here. Make things have FEELING.

Go back to your basic spellings of the 1-3-5-7 vertical chords. As you play the
recording, you now need to learn to spot common tones and voice leadings in the
chord progressions. Select any chordal tone from the first chord of the tune and
sustain it as long as it applies as a PRIMARY (1-3-5-7) chordal tone as the chords go
by. This is known as a common tone. If it does NOT apply, it is no longer a common
tone but is now a VOICE LEADING. That means that if you do not move itto a
chordal tone, you will be playing the "forbidden wrong note". Common tones and

- voice leadings will teach your ear the connections between the chords. Typically you

_will find simple things like if you pick a-3", it will likely become the 7" of the next

9)

chord without moving and sometimes the 7" will become the 3™. It is always nice to
sit back and take a look at these analytically just so you start to understand the inner
workings-of tune construction. During this exercise, you'll mostly be playing only
whole notes and perhaps half notes. These are almost like sustained "string pads"
under a melody. Each chorus start with a different chordal tone so you find several

different "pathways" thru the tune.

Repeat this process with chordal extensions and alterations called for in each chord
change: These are considered SECONDARY chordal tones. As you approach the
extensions, it's OK to eliminate the lower basics of each chord in order to concentrate
and facilitate dealing with the extensions. After some degree of comfort, try
combining Primary and Secondary tones. Always remember THE MUSIC. Try to
gain as much horizontal and linear movement as you gain but try as well to combine
vertical with horizontal -linear lines . Don't forget the RHY THMIC aspects. It's gotta

feel good!

10) Sit down with some music paper and write several melodies that work with this chord

structure. Try to write melodies as if you were planning on adding singable lyrics

later.

11) Using your ear, play the tune in several other keys, starting with the melody and then

learning to "hear the tune" as you improvise in different keys.

NEXT TUNE!!!!!!  ENJOY and Good Luck! @ Bobby Shew, 2001
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