Chaptet I1: Mental Controls
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you study it after the fact. That is not creative thinking. Moreover, except for a few parts of
your anatomy, like the fingers where there is a lot of feedback, the ability to analyze your own
body is extremely limited, because of little or no feedback.

Analysis outside the body can use complex creative thoughts. Analysis inside the body
can use only simple thoughts. In music you must show moods and emotions and tell a story in
sound. When you play, you have to get rid of awareness of the body. Don’t sit in the teacher’s
chair and listen. The sensors won’t communicate what you want to sound like to the body, the
motor nerves will. If you want a certain tone color, do it by mental concept and your body will
make the appropriate adjustments. The major part of your mental activity, say 80% -90%,
should be telling a story with the sound in the brain, and only 10% - 20% in feed-back, or
awareness of your body. You’ll hear yourself, but make that a minor. The major awareness is to
play for someone else to listen.

Take charge of your thoughts. If the brain is asking questions, it interferes with making
statements. Uncertainty or worry about what your body is doing can cause you to ask questions
and disrupt musical statements. Problems in the airway, tongue, or embouchure can be best
solved through bypassing them and going directly to interpreting music. If you’re afraid of
being wrong, you're in self-analysis. Worry, self-analysis, asking questions are all wrong! Tell a
story! Nobody cares how you feel or whether you’re doing things right or wrong! Go by sound!
Go from massive sensory learning to psychomotor activity; express yourself. When you worry,
you’re doing sensory activity. Put a great attist in your mind. Correction is not in the tissue, but
in the brain. You must think like a child about mechanics, but like an adult when making a
musical statement. Give musical orders. What you hear of your own playing is resultant,
not causative. Sensory awareness cannot be involved in performance. It is very
important to separate the activity of researching the activity of the body from the study

of music.

2.2. “Use the brain to control the body by thinking of song and wind.”

The human brain is a magnificent tool. Everything that you do reverts to the control of the
brain. The instrument provides only resonance. Instrumentation should augment the human
intellect, not replace it. Pitch, or frequency of the vibration of the lips, is in the brain. The
blowing signal is in the brain. When you go to the product of whatever you're trying to
accomplish, you’ll find the physical action required to do it is based in the computer activity of
the brain. We establish what we want in the way of product with the thinking part of the brain.
All machines have a set of controls. To drive a car we go to the simple controls in the driver’s
compartment, not the complex machinery under the hood. The structure of humans is
extremely complex; we cannot control individual muscles. In nature we don’t work with
individual muscles, but with systems of muscles. If you had to control all of the parts of the
body individually, you wouldn’t be able to do anything. The thinking part of the brain does not
fire the muscles, but programs the body to accomplish what is needed. Machine function is
complex; psychological control is simple. Don’t try to order the tissue; order the brain that can
then signal the tissue to do its job.

So in playing a brass instrument, don’t try to get results by controlling the complex
systems of the body, but use simple controls of the bio-computer part of the brain. Don’t find
out what is wrong, by correcting individual muscles. By ordering product from the brain,
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sound! Forget anatomy and go to the control panel of the brain. Controls are in the brain, not
in the lips, fingers, or body. The brain is central. The breath, embouchure, and tongue are
peripheral. Sound results should be stabilized; the breath, tongue, and embouchure are
variables. Memorize the sound, not the feel. Problems and solutions are in the brain, not in the
tissue. Human intelligence is for analysis of phenomena outside of the body. Analysis won’t
work inside the body. You must use the control of the brain; you must never be second-rate in
the brain.

Adult thoughts tend to be complex and get into self-analysis. Musical interpretation
requires the complexity of adult thought. Imagination is needed to put the “story” in the brain.
But in methodology, use the simple child-like thoughts of “song” and “wind.” Work at it from
two directions. Produce “song” by thinking of the “buzz” of vibrating lips, as a singer would
use vocal chotds. Before you play, prepare the brain with song and external wind. Keep the
sound in the brain going loudly, steadily, and continuously while you play; don’t turn it off.
Focus on song and don’t adjust for convenience, but adjust to the musical requirements.
Produce “wind” by thinking of blowing quantities of air after taking a full breath. In the
automotive analogy, think of the buzz as the engine, and the wind as fuel. The car will not run
without fuel, but fuel will not make the car go unless the engine is turned on and engaged.

The sound that comes out of the horn is an indication of what is in the brain. The horn
is a piece of brass; it has no brains. You must conceive the sound you want, and then you listen
to find out if you sound like what you want to sound like. When a note won’t speak, the sound
in the brain is lacking. There are two voices — one the head, and one in the horn. The one in the
horn is the less important one. It's not important to play perfectly;
perfectly. If you have the sound clearly in the brain, notes will not be
be missed, however, if the sound is not in the brain. If there is a go
won’t be long until the sound coming out of the horn also sounds go
have conditioned reflexes that will take over and get the job done as |

the brain with artistry. Develop song to develop tissue, not the other way around. Send 2 signal |
to each individual note; continue “singing” in the brain even during the length of each note. If
you emphasize song and wind daily, you'll be able to perform under adverse circumstances. The
worse you feel, the more you have to rely on the brain.

The first note after silence is the most important as far as establishing tonal concept. ‘
When the lip doesn’t respond, it is not receiving a signal, and doesn’t knoy what to do. Send a \
signal from the sound in the brain. The stimulus of the brain should not be taken for granted.
Anticipate each pitch by hearing it loudly and clearly in the head ahead of time prior to playing
each note. Order the product of a musical message, not verbal instructions, Convert verbal b
instructions into a stimulus of what it would sound like. We can’t be aware of bodily mechanics b
so be aware of artistry. You can’t change reflexes without changing stimuli that cause reﬂexesj
You must have a musical plan, not a mechanical one. If you figure “hoy to do it” you won’t be
using the efficiency of the bio-computer aspect of the brain. If

you do order product directly
from the brain, and concentrate on “how to sound”, you'll be free to concentrate ©Ofl Musical

it is important to think
missed. Notes will easily
od sound in the brain, it
od. Advanced players will
ong as they’re “singing’ in
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“singing voice”
- Think of a great performance, not what you’re doing. The
brain should be flooded with 2 “hoo” sound (see chapter V) flowing continuously to the lip

from the brain throughout the length of each note. “Sing” with imagined words or numbers to
the music. Putting words or numbers to music hel i

it and intetpret. Don’t just play the notes;
“sing” with rhythmic interpretation. Good musicians play what they hear and hear what
they see.

2.4. “Keep song dominant.”

Make song dominant over physical maneuvers. 85% of your thinking sbould be song, 15%
wind. Lyricism, connected with vibrato, is basic to brass playing, si'nce it is the most easy and
cfficient form of tone production. Play by ear and from memory in order to concentrate on
communication. Make each note tuneful; listen to your concept, not your horn. Don’t just read;
interpret. Hear what you want to sound like, and then corgpare that with Whi.lt you do sounc;i
like. What you want to sound like should be dominant. Think of how the music sho_ulld SZIIH- ,
not just a specific aspect of music (like tone). 1Think of an excellent product. Hear it loudly in
’re playing p, f, high or low.

o he'iflf(i; ‘LI;ZTZZ;:,TSI; awmislzcal su%nulus. Know the music menta.llzf,. Stu.dy the.sty-le, th’e
texture of sound, and the message to be conveyed. Listen t.o “.ideal music” while pla}trimg,Oc}o::1 ;
listen to yourself. Make this the first priority. The seconfi priority should be tt}}:e seiii] :rr:d e
buzz. The third priority is blowing. When you are'blowmg, concent;ate on the so

you are doing with the music. Keep breath subordinate to song and buzz.
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2.5. “Think product, not methodology.”
't be there unless the brain orders a product,

cather than a method. Take charge of the product, not the method. Just sound great; don’t
judge methodology in terms of right and wrong. Words will not bring about change, unless t'hey
are used to create images. Communicate to the body with images — of sight, sound, and motion.
For example, what does wind sound like? What do things blown in the wind look like? The
right answers are always simple, because the controls are simple. Body mechanics are
enormously complex. So often a teacher makes the mistake of altering the machine activity
rather than altering the product or what he or she wants accomplished. The instructor is giving
machine methods of how to do it, but none of us can work that way. The main function of
teaching is to develop artistry. The wotst form of teaching is talking, unless the words can form

Information is good, but the application won

helpful mental images.

You can’t play by knowledge of anatomy, but you do play by knowledge of music. All
machines have controls, so go to the controls, not the machine. In driving a car, you use the
simple controls like the stecring wheel, accelerator, brakes, etc. to artive at your destination, not
by. @anipulating the complex machinery under the hood. If you want to change directions while
d'rlvlr%g, 'don’t look under the hood; just turn the steering wheel. Emphasize the mental work —
sing, imitate, and don’t get bogged down in the physical aspects by turning inward. Speaking is
a complex operation, yet we speak with ease. It is the same in playing. Awareness should be on
the product (music), not mechanics. Just as in speaking, production should be simple, not
complex. Play beautifully; genius is not required. The best answers are simple, not cornplex, We
have to look for the easy answer all of the time. If you want a lot of breath, just take a lot o.f air
Don’t ?Vorry about where it goes. If you want to blow, just blow. Look for the simple an .
jchat bring about the proper motor response. That idea belongs not in the realm of afato wa‘srs
in psychology. So, when you deal with anatomy, you have to deal with psychology Nom} rer
how elementary the music, focus on artistry. Accept the challenge of the art form b.eforemat'ter
into the study of the mechanics of the breath or embouchure. As an artist you f s
product — the product is tone, phrase and all the emotions in music you o for the

Approach playing as a person with a brain. Be a musician, not an instrumenta]
Memorize the sound, not the feel. Away from the instrument guess at a pitch, and "y
yourself using a pitch pipe. Convert printed notes to sounds as quickly and s;rel el
convert printed words into ideas. The word “run” stands for the idea “run”. The prirz;e?js n):[u

‘ &
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D stands for the sound D. There is a dan

correct the body; correct the sound.

» excellence in the art form sh
communicate in the art form, you will develop the methodology.

Thinking about physical sensations can result in pseudo-paralysis, i.e. trying to blow

. No! You must “sing” with a flexible

embouchure, similar to vocal chords. March around the room of do deep knee bends to let the

body protect the large muscles. This will help loosen up the small muscles — the ones used in
Playing. You must relax when playing, so that the diaphragm can move up instead of being
pushed down by tense abdominal muscles. Air must move freely up to the lips.

Work to accomplish excellence as a goal. Just as in walking, focus on where you’re
going, not on your leg muscles. Great music can be made without a specific knowledge of the
body. Don’t feel that you have to do something a certain way to accompl‘ish a certain resui't.
Don’t get rules for the body. Set rules for results, not for how to do' it. What y(.m <‘io is
important, not how you do it. Find the psychology of good tone Producmon, so that it will be
Iepeatable, even though you won’t understand the resultant physiology. A bad sound can be

tefined, but silence cannot. If you control the psychology of sound, you will have controlled the
physiology.
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with _a_desired musical result. When playing, forget

i ain from the very first note. Exaggerate sound
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the brain at which we have volitional thought and try to
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Use body mechanics aw

Associate _each physical maneuver

and resonance. You h
from vatious parts of the brain must
sure that you don’t take the level of
take charge of the human machine
You've got to get out of the way and

sound ereat, not control the body in order to S0 ' . .
Formalize product, not technique. Because of differences in anatomy, methodology

may not be the same for everyone in order to achieve a similar musical result. Rules about
tissue function are not appropiate, because of individual differences, W.hat works for a large
male may not work for a small female. There are large variations in potentials, for example, lung
capacity, muscle development, and, tongue size. Forget “how to” and concentrate on “how you
want to sound.” Let things happen without knowing why or how. Generally, if it sounds good,
it will feel good, but the body can lie. Feel phenomena are not reliable, since feelings change
from time to time. Don’t judge success by perceptions of effort. Match sounds, not efforts.
Your perceptions of effort are not accurate. If you go by methodology, problems will keep
coming into your playing. If you play by feel, aging will drive you crazy. Get methodology
under psychological control. Since playing is based on ptior conditioning, any problems are in

the brain, not in the tissue. Play for an audience, not for analysis of your body. What you sell
to the audience is sound, not meat..

through its in o't
Allow the body to function for you. The point is to try to

und great.
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