n the winter of 2004 I met with my fermer rumpe
teaches, Vincent Cichowicz, to talk about the years he
spent as o calieague of Arneld Jacabe Crr comversation
began with the hrst meedng Cichowicz bad with Jacobs,
with the lessons Cichowics had with Reoold Schilke, and it
ended with the discussion of general brass playing cnnceps.
Vincent Cichowicz was born and raised in Chicage where
he received hie sarhy tousic wainieg, He went on to oody

with Renold Schilke, piayed with the Hoseoon Symphany,
L
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VINCENT CICHOWICZ ON ARNOLD JACOBS
BY Luis LOUBRIEL
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the Guant Park Symphooy aed in 1952 he became a mem-
ber on the Chicage Symphony Orchesta. Cichowicz snght
st Northwestern University from 195% and became professar
of trumper in 1974.

Today Cichowicz is refived, oz Prafessor Emerinw, fam
Falf time teaching bus stays active a3 music director of the
Miliar Brase Ensemble and by giving toaster clascs io the
United States and in Canada.

-

Loubriel: 7 Ao that you studied wich Arvold Jaeabs rardy on
N YOur clreer

Cichowicz: Righe, [ bad chree or four lessons but most of my
cxpericocs with him was in the orcheatra, When we went on
tour we often apent a lot of time topether jusrt talking so in &
sense it was not so much acooally waking lessons bur inscead ir
waa a sharing of ideas.

At the beginning [ was very skeptical of Jacobs' ideas, | cold
him that and he said, “Well, ves bat in order to prowe or dis-
prove you have to give it an honest tial.” T agreed 2od [ sid,
“Absclutcly it is the ooly way to mzke a decision.” Often ar che
beginning of semcthing that you do not fully camprehend
there is no way you can make an intelligent judgment. After
wuorking with it over 2 considerable period of tme, and keep-
ing in mind cenmio perocptions, |

Loubidcl Tr sounds lihe a lor of peychological as well as recimi-
oaf fppet went dtdn et

Cichovric: Abeolutely. Bath internal and external paycholo-
%ylsreqmmdmﬁmkmgnnthﬂclﬂ:l&mmraapc:t]
ound interesting in terms of conceptual ideas was che
Alexender Method. There is 2 bank zbhour it that talks about
“etrd grin.” "End gain® is abmt the “making of music™ pan
poing step by step. Well, bow do I ger there? You have o have
stepe o ger there. On the ather hand, children learn to speak
;:;Ewt any inscruction bor instead are guided by what they

Loubriel: Yo ave righe. T vesmember Larrng o falk when I
s Young aud lickening in vy siiter pronownsing the feter 't amd
Irying to insitate whe sound of i, Now v & inveresting thar the
process of iearmivg re pliay the trumpet i

was coovinced. [t anywered a ot of
questinng that in oy previous ways

scemed to be fully solved.

Lavbeicl: What pars of it did e UN3E and he said, ‘Well, yes but in
order to prove or disprove you
have to give it an honest trial.*”

underang?
Cichowicz: I did understand thar

#0 much of what T did was inscincrive

“At the beginning | was very skep-
of going about my work never tical of Jacobs' ideas. | told him compaTT

o Sipilan

I eoguld be cxericus iv know thar when
o thr reching approaches sf
whr 19500 and 1060y, was facobs teackh-
img differens?

Cichowice 1 would say definimsly
different. All you have o da is o go
back to some of the rumper merhad

and, cxcept for a fow things, we did
not have to do any scricus chanpes in what I was doing.
Instead, we oecded to clarify why: as a trumpet player, one has
a pood day or a bad day. What iz the difference bermesn thase
twol

Many times when you really undersrand principles properly
Fou find thar there is les of a deviarion. So irs really 3 ques-
tion of making a discovery and saying, “¥ee, thate is a practi-
cal way of poing abour chis.” Cermeinly in reaching yon muat
have the basis for whart you are 1rying o do in onder o procot
it 1o someone. If's impormor to have a chear undersranding of
principles. You can't just say, "Obkay, male 2 baayriful sound.”
The student might say, “T'd like to bue I cant.” Then you have
to go ioto the principles of what goes into maldng a good
sound. If you dent have a conesption of a good sound you
can't get 1o it through mechanical means slone, You must have
a clear image in your head, and then yvou can apply the wechni-
cal aspecis to achicve your goal. IF there is something that is
not functioning correctly, you can rake eeeps 10 cortect your
approach.
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banks af this period and you will find
thet matry are extreordinarily analytical, T mzke the compari-
san with going to the docor beause you bave & tempemture,
o irs obvious that you are sick. If all he does is 1o pive you
gspirin, ar give you some ice to lower your rermperarurs, then
he i not a good docror A good docror would exy, ™%har's
making vour temperature risc?” I have to that find our in order
to deal with that. Ie is the same thing with the theaties of the
19505, When I studicd with Renold Schilke, for exampls, he
said, *Make your stomach hard.” I mied that and it was werri-
blc. So I asked, "Why is he telling me to dao this?" It nccured
to me that iF you play a bigh “C” forte you would Gnd that
your stornach arca gews hard. However, you can't smrt oor that
way. It has to be a result of whar you are doing rarher than
somecthing thar you begin with.

Tt was a big discovery for me w find our char people were
tying to analyec the sympeoms, or the ourer things, in tum-
p=t playing. Sc they would say, “This person plays beauriful
bigh C’s" and thry frund that their abdominal muscles were
firm so they aaid, “Well, the tigheer you make it the berer ic
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fa." Rather than saying, “Nao, thac i just the rel of the cxer-
don that you have o apply to play thar high C.7

Louhbziel: & & caiy 5o see rhe dianger fa the approvch rhat was
ix wre.

Cichowice: Yes, it can be very dangerous,

Loubriek: &% o ey iv e the murcles to work againe cach
atber,

Cichawice Yes. Ir becomes jsomerric 3o nothing gets done.
It is owo groups of muscles fighting cach other. So those ideas
are the kind of things that, as you

i I e 2
Wineanl Cichowlcz and Amold Jocobs fouring Eurcpa with e 50, 1971

Jacabs relbed abewe o be heipficl?

Cichorwicr Yes, As [ began m understand the system and m
Gnd my way thraugh the logic of whar be was waching then
some of the questions [ bad abour playing were mych sger to
deal with, Also, they wete mote succeusbul then che path I was
Following before. T say that bocausc it was very fashionable at
the ime to say that if ¥ou had amy playing problems it had to
be the lip. It had to be: too big, too licds, or placcment. As 1
look back I think how silly that was bouse sound docs not
depend too much on the phys

begin o understand this, you
bepin o work ar what Arnold used
to call “the process.” When [ stud-
ied with him rhere was a much
larger concentrarion on wind than
on gong. Later he srarred 1o move
with more emphasie rowards the
song. And yer, withour that wind
pant it can’t svohee into the song. It
just can't evolve withowr thar In

the yois I mugh: T eould nar die-

“When | studied with him there was a
much larger concentration on wind
than on song. Later he started to move
with more emphasis towards the
song... In the years | taught | could NOt  preuch & teaching.
dismiss either. The two had to be work- | &
ing together in order to achieve results.”

ical shape of the lip. Alse, you
can hear and sce sl of dhe
sucoesbul players how wonder-
ful dhcy sound but how differ
ent they look.

Loubriel: fi saundr 5k they

Riere WIERE & Bohaviorin ap-
Cichowice: Az [ said before,

'I:I.'I.i.l'iIlE t.hl: 19‘1-0&. 1950\!: ﬂﬂ.d.
1%60s cverything was on the

miss cither. The rwo had o be
working togethet in ardet to achieve resules, You could not say,
“Hrre is 2 good sound. Imitee thar™ Because if your breach-
ing is carrupred there is no way you can achieve your goal.
Lovubrial: Yor., The rorvecr breativing bar to 1t you ap.
Laubriel: fn ywer oum ploping, did you find seme of the things
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lips. That's the temperature.
Thar's the fever because everything you feel in your playing
you feel in your Lip. You don’t feel it anywhere else. You know
it is nor working so it iz easy to draw the conclusion that there
is somedching wrong in the lip; it in wrong in the lip beeauas
something clsc ix not funcrioning comecdy,

Leubriel: Fracbology it sk a yowng sicner that makes me
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shink rhar sbe bools wrirem, mch @ Wilkiom femer' Talks w
Taadhers on Peychology or Prrcy Buck: Peychology for Music-
ian, A5 nos get o the general public unsif the second pare of the
Rueniicih eniury: 5o sy did ner bave time so absorb the fufer-
mation and dpply it. For that reaion I cam ser wiy the oldrr veech-
ey sried 1o find the awncers in the phoyvical aspects and Bot in the

of playing. However, 1 know from conversa-

there were more players with an individual charaeter, 50 you
could =l thiz fram char persan and thay is barder to do
now. IE you lisren m orcheseras now they all play wonderfully
bur [ miss che individialivy,

like Mager, whn had this individual sound, did
nor sound lilee Vaechians or Ghitalla, Today it sestns like there
is a general burean of sandards.

prychological giperts

sioms T had mnﬁrﬁw& ehar
he was famitiay wich most
pevchaiogy bookc I wesscrinned
20 Frima.

Cichooricr: You now he
had 2 deep int=resr in med-
icing sa he obwiously swari-
ed o sudy [ assume, med-
ical hooks and then as you
go from that connection
inta behavior you by o

go into psychology. I say

“When | was growing up there were
more players with an individual
character. So you could tell this per-
son from that person and that is
harder to de now. If you listen to
orchestras now they all play won-
derfully but | miss the individuality.”

Laubriel: Jo ¢ you sereed v work in 2be
Late 19401 did seme of the idews you besrd
Jrom Jacabs influence your fearhingt

Cachowwicz: Well, ir is hard w quantify or
qualify 25 you go through your life and sap
"I had this o thar influence.™ Like T said
about Schilkels eeaching, I did oot apply
playing with 2 hard smamash dircctly but i

me curious a5t why was he wlling
me e de char

Schillee was very ingpitational in so mamy
other waye and I Jearned other things from

that because the study of
medical books docs not explain muscle function by simpiy ray-
ing, "this muacle ia attached here and does this, e ™ Thar dacs
oot give you coough of the picture unles you undersmnd how
the brain makes the applicadon. e (I pick thic tape reracder
up I am oot telling my arm “now, contract the finger, the
clbow, cc.”

Loubciel: KT the rudy of motrion.

Cichowice Yos. Ics whac I wanot to do so you begin 1o apply
the matne proces & io 50 meny other activities, Which reminds
me when I give lecurs and master dasses for people whe have
nevey studied with me, 1 pive them an outline, Ome of the tap-
ics that come up is tangue position. Well, T say, "ic's language
and whemver you my ' its the same position for rongning,
With the vowel it hroomes "toc” 1o your tongue does nor need
o be educared m do thar™ I simply imiates, %hen you are a
babry you hear the sound and you imitate the sound. So i is
the same with articulation. It is dhe same kind of process. Then
you bave to hear the characteristic sound of the arrfcnlation
wou want; sforzande, normal, something in

him that were wery veluable. Prior to Schil-
lee I had studied with another man who was 2 cornetist and
wha wlso wes my fist trumpet tacher I learmed a lot from
bim. His name wes George Albrecht. He saw me playing width
ah embmuchuyee, like the old French hom playpen who played
in the low wgister, and did not change it becanse I played

ing be gave me well, It was when I went to Schilkee that
be helped e ihmugh an embouchure chaoge. That was a dif-
ficulr year bor it was also ansther period of time to look into
whar I war daing ta sariefy my ciriosicy.

My teaching grew ot of this stz of cutionity, [ wanted o
underseand. T wanted o say, “Why docs this person play so
well and why do [ have diffiadtics with this or that.” Reading
as much 15 I could I had o decide what made sense and what
did not. [ewas a whole process and Like T said, Jacobs was dear-
er than most people about the function, aching, and the
principles of brass pliying. He bad medical knowledge and
vexal expetiones so thass two things combioed cnabled him o
get away brom the btass pact. He was able to sy, "Now, how
daes all of this tie mgecheri”

between or perhaps lepato. .. the shape of the
syllable changes based on the musical inse-
ruction that dhe brain is sending,

Loubriel: fusi Jike the acquisition of fan-

Bwge.
Cichowicz: 1 think ir iz very much like lan-

guage. For emmple, foreign people wha

speak English 25 a second czn speak

“Jacobs was clearer than most
people about the function, teach-
ing, and the principles of brass
playing. He had medical knowl-
edge and vocal experience...”

Loubriel: Sa én your conver-
safioms sith him what kind of
chimgs did you valk abons?

Cichowicz: We talked abourt
many things. Sometimes we
talked zbout politics and we
sxrhanped ideas. I would alse
ask him questions abour chings

it very well burt aften hawe the Aaver of their
narive tonge in their accenr. I chink thar is 2 marvelous thing.
It is like cuisine. You do ner wane everything o sound the
same way and che linle favers of your heritage are important.

Mow, from whem did thar come abour? Because you hoard
wour parents and siblings speak and thar i the way you picked
up the accent. The accent also is whar gives yoyr idendty so
you do not simply conbarm o whar the majotiyy of the popu-
Laticn sounds liles,

Loubwisd: [t i intenesting o sote sobat Jon m.rm‘ngbmw

todiy wx Aave 5o many prople snding the same,
Cichowice That is very true and nenw char you bring that up

[ chink we are losing something, Heowever, Iulsn think dhar
cverything is a series of compromises. When I wae growing up
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and ke would give very Jagical
answery that appealed to me because he gave vou the rsuasai
why. So that was part of the leaming process. When I gar inta
the orchestra I was 24 years old so Hstening 1o all thase grear
msiclana and working with all of those preat conducnors was
a learning expericnee,

Loubriel: Were same of the ideas you discurced with Jaeobs beds-
Sl in dealing with the performance situations you found on the
comeert sage!

Cichowicz: My =xposure o Jacobs refined and clacifiad
many things. It was not a dramatic change in what I was doing
but there was deeper thinking involved. Juar to gec the idea, For
example, that mspiration was critical in brass playing and
undrmanding why instead of just saviog, *I wook a breath and
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chars all there iz w ic” It is a combinaren af bow yon employ

chrar with whan youo are doing plus the musical thoughr you are

oying o projecr. It was a slow process and for me it was gim-
o simulaee new ideas.

Like I said, I had chree or four lessons with him in the begin-
ning before | got into the orchestra and he did not persuade
me at that dme. It was not untl I gave it some time duat i
smarted ta bave a very big effect in changing my thinking abour
bow things work.

Loubriel: fr sonnds fike iz say inctincruel for you to follow

Cichowicz: Most of it was and as a consequence [ could not
undcrstand it completdy. 5o this pave me a peroeption, oot
only to understand it, but 2o to improve whar I was doing as
well... it made me more effective as a
eencher

Loubriel: 50 ance you mareed weaching
college sudemes whar kinds of things did
you el

Cichowicz: 1 think the same sort of
things one sees in a lot of students over
a perind of dme. It would be the ideas
ol Dﬂnn:l:t.il:l.s t:l:]l.l:liqu: w'i.'th. mﬂhﬂs
mugic. Then the dimension 1 added, @
what I lzarerd] from Arncld, was special
gtipenton o the choice of marerialy,
Becayse it is one thiog & say, "1 wadt @
play the Haydn. " Wall, “Are you seady
o play the Haydn?™ Then ir is impoartant by have 4 actics of
programs ot plans ooe can uez to move the student from one
paine o another, Then you cin plap the Hapdo, So I spent 3
lot of time trying te construct a iy plan, Also mying o Gt
it to the individual playper and net juet to sap " Clay, dhis 1 dic
way aod you have to it into it.” The individual needs to know
what the goal is and where they need o stare. Not everybody
starte in the same place,

When 1 joinsd Mortlmrestern they bad a curnculum io the
wetalog that said that in the sccond year you had w play the
Haydo and on the third year you play this and that. T said, *1
ran't do chis. I xefuse o bave 2 sce curricolum.” T say that
because not everybody is ready at the same time. Besides, we
will cover most of the important pisces in the repercoire in the
four years of sy, IF there 18 something we missed I hope dhat
by then the undersanding of music and of dicir insument
will help them to proceed by themsclves.

50 if you have five or six »olos listed in dthe camlop and you
arc scheduled to play those, even if you are not ready o play
them, I don't think that is a good teaching practice or educa-
don. I would much rather say, “Don't worry so nuch abom
the pieces, lers focus aur atrendon on whar we are doing.
Whar are che musical mareriale that you need ro develop?
From char ler’s evolve inmo the repertoies?™

Loubriel: They fud she curricila fike they were texrbooks,

Cichowice: Yes. Exacrly.

Louhzied: Fifink f read somtnwhere that lacebs rawe more trim-
pet players than any of the other indtvuments of the brass family 1
war surions, Ao you think thar tremper players yun inte maore
trouble thar trombone or tuba playevs?

Cichowicz: Well, 1T would imagine there are a number of
things you could say. I think there are more trumper players
than tuba players or wombone playses. Ooce Jacoby' repu-
tion got away from just being 2 waba teacher I think more peo-
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ple began m go e his srndia

When he first began, in the middle 19408, he taughe tiiba
and maybe rombane and nor much elsz Then mos: people
began m talk sbowr hie partcular theorics and giftz, So if it was
useful for the rubise why ould it not be wachul to oumper
players? Then mare players gor curious and took lesong from
him o ger anocher perspective. [ myself, even afer mamy yeats
at the yniversiny would say "We are haring many diflicaltdcs
here o maybe you should m to Jacabs and sec if we Gn get
this paint more effectivaly.” So there was that kind of
exchangs. Sa then soos would ask, *Can I e a bsson with
Mr. Jamba’" and Iwuuldsa}', “OF course, berause he can s
way” Even though the fucs are the same
[l maybe the manner in which they are
e FI.‘EEEI:ItI:I:E 1z more effective. UInder-
standing rhar [ da nine dhinke you would
F hear anyrhing from Jacobs thar is all
that different exerpr thar be ic gring 1
aay it in his own way and ir mighr wark
betcer for you.

Io somne instances there were some re-
versals of Jacobs' approach. There were
some smuden who were doing whar I
call “muba breathing” and I said, “No,
you can't use that for the trumpet.
There is a modification there that needs
10 happen.” Other than that we had no
cooflics. He would occasionally send people to me as well,
copecially if be felt be had poten his point across and dhe stu-
deat necded more of 2 trumpet players vicwpoint.

Loubriel: [ rer shuar in mey sendews ar well They auke such a
Sarge breark that they end wp displecing eoerpthing.

Cichowicu: Right, and they ake much o much aic Yan
have to realize that with the tuba you have different require-
ments in the sense thar dhere is moch les resistance in the
instrument resulting in a wally homstic Dow rate. So you have
to have tremendous capadity to be able to susmin o rausicat
phrase on the wba. Oo che trumpet we have remendous
resistznoe and much more intensity to the way the hrearh is
used when compared ro the miba.

If you make Jacobs experimenrs done ar che University af
Chicapr where he had the various members of the brags fami-
ly play a middle “C" you find in the resules thar the playing
efforts were the same in all of the instruments. As the trumper
gocs up from thar low *C* the physical effort slways goee up
not just by degree, bur by significant percentages. So when we
play a high “C” ir it an mperience char yau can only get by
playing a high “C* an the rrumper and sot a high “C” on the
French hormn or the rombone.

Anather interesting thing for me was the “wind patterns.™
Thar came shonie by waeching Bute players. 1 obectved that of
all of the wind insprumenes, the one that greined o have the
besr breathing was the flure. I thooghr, "Whar is i Ave they
smarver than we are? I don'r think so. Maybe they are raughe in
a bemer way.” S0 1 wmlked va Wally Knjala {former pi
flurist with rhe Chicago Symphony) and T asked, “T have been

your srudenss play snd their bresehing is w0 amoath
and direci. How do you ceach them respirarion?™ He said, "I
just tell chem o take a hreath and blow.” Thae wae it. The e
iz the one insrurment thar is ouside the embouchure sa the
brain has a much stronger connection of not just blowing
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agaivst something bur out ineo something, So, I thought,
"Hew could 1 apply this to truspet playing so che playet could
cxperience wking the breath and blowing freely without hav-
ing to worry about nows or about emboudinue.”™ 5o I cume up
with the wind

“Yex, the rongue riscs 2 Litde bit when [ go inw the higher reg-
Istet but I cannot make it a consclous thing.” So getting back
vo what you asked, “What was the teaching like:™ These boolks
innisved, “Malke surc your tonguc s in the ‘e’ position” and

a3 500N & you do that you start to codanger pro-

Louhriel: Right. You
weed those often when I
stucked wﬂ'ﬁ_}nﬂ

Cichowice: Yes, and
the idea thar ence the
body experiences thar, -
once yau pur che

the embouchure there is
tosistance of coutes, but

“As soon as you hold back a little
on the breath there are compromis-
es in what you are doing. Whereas
if you take a breath and blow, with-
mouthpiece in frone of oLt the trumpet, there are no inhibi-
tions and everything is very direct.”

ducing the mne of the tmmper propedy, The
tongus, by all ity nanal abilioos, will dac a8 you
go up just the cght amount. You zcally do oot
need o calculate how much,

Again, it comes back to the ides of kearning w
talk. Your parenty did noc reach you shout vocal
chords ar tangue positian, but instead chey kepe

ing the sme wards undl you got it.

Loubiel: Jr is flummy beowse fust lave week I had
& Sudent ask mie abosa bz rongwe posicion, Wiere

you will have the im-

pression of what the releass must be like. Aa soon a5 you hold

back 1 linde on the brearh there are compromisss in what you

are doing. Whersas if you take 2 breath and blows, withoure the

trumpet, thers ars no inhibitions and evarything is very direct.

Now you say, “Take the instrument and get as close to thar ac
can.”

Loubriel: I alwsys found the “oind panterns” 20 be the connec-

Cichowicz When I first saried using thit, to be quite hon-
est, I was kind of amazed at how effective it was. T knew it
would help and up to dhat point I had used quite a bit of
mouthpiece practice if something was not working properly. 1
would say, “Play it on the mouthplece.” However, a linde inhi-
bition would =61l be there. Samething was needed that would
take gway of all those concerns, whether the note is going ro be
tight or the embouchure is poing o be set. So I said, “This &
what the basic breath should be.” Owver the years, even wich
very advanoed players, it worked very well.

Loubriel: We drr such creatseres of habit that if we start 2 d
the “wind parterns” they rart to stick,
many peopls discuss but I think s very impartant, When you
Inck at notation it is vertical, it goes up and it comes down,
bu:allsuunduhnnmnmlwhcd:ermaﬁgh"cwlbw“ﬂ'
‘The “wind patterns™ emphasize thar,

Think about the vialin. The bow moves horizonealhye For ne
it is in the blowing. From personal experience I can see that
because the notes go up and down on the page thar afferms the
veay you hlow. ¥ou wanr oo reach up for the high nores snd pon
wane tm reach down for the low nores. Instead, you must think
of everything in a lincar way.

Loubriel: Sure There one Lo

Mmghn%mmd:ﬂsuthcmhkcmm
reaching for a note, it becomes thinner, and when you bowom
down for it ir loses dirsction and energy. It ie 2 modified air
stream that is not the most effective, So the general ides is if
you are making 3 sound you are geing o think in a lincar way.

I roemaber expetimenting wich the waching mahods of
Max Schlossberg and Herbert L. Cﬂarl::m:.n}r}mngu.'rhcy
Fuggest 1o tongue the lowet notes using “too” o1 “ec” for play-

ing the high notws but [ thought, "Whete does it change to
"necandhuwmudli‘ I started 1o consciously manipulate the

tongie and my playing just fell apare. Yoo i T played listening
for the sound I praduced an the trumpet T conld notier tha,
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did b fave to place bis tongur to play? I did mos
knwy where to it

Cichowice I aleo had a former student of mine, who twok
lesgons from me thiry-five years ago, who wid me diar he was
getting these newr studants who were setting their Lip in crer
their peeth. I thought, ate there peaple seill ing that way.
Somewhere in their inmpination they think this mighe be
samething Byneastic,

Lonbriel: Maybe, and I have to be carsficl bow I say this, that
for their own needs.

Cichowicz: Many years ago I hnught a baok by Car
Anderson end the most was thar his warm up
was a middle “G.” Ir sounds strange but, in 2 way, he esmh-
lished the sound in the middle regisrer where it makes the
mast sense. You don's wane o the sound in the high
mglmnrmthnlnwmgm Of course he was famons for his
%mpﬂ: m&[mmﬁumlgh:beth:m

have this lead players i msﬁu:uunu saying, “Whar do I do
to reach the ‘high double C'?" Then they teach from there
dewmwand.

Loubriel: 7 played with this salias orchestns and the firss tram-
pet player war very good. We talked about breathing and he told
e that be ahuays took the breath through the nose and yei be bad
sis buge beavisful sovnd.

Cichowice He is absolutcly righe beoause if Yo
which sets the principles nf;ﬂf:hy Ejn:unfumrcngs
th:aughth:nm:.Thanl}rpmhlcmuunlussynuhmcplmty
of time to prepare for a phiase ar have very shore
i wmally nor nmemhru:htmﬁn&;hmhuhu
been discarded as a usefisl breathing technique because of the
timing facvor bur 28 a wind insrrument breathing vechnique ic
is wonderful. It's perzt. So be was on the dght tack and for-
mnltd}rh:wplajingd::w:ufmuaicﬂﬂtaﬂuwndhimm
play likz thar,

When Bob Lambert, who was principal n'nmbnn:mth:
Chicage Symphony for many years, had a high oot cnrance
he would breadhe through the nose. He did thar o position the
lips in the shape needed for the pote, and @king breath io this
way would oot disrupe the embouchure,

Loubriel: Dobshiver talks abowt ihat im his method book. When
MMMW& dqqﬁuinmwﬁrnmmh

Cichowice I think that that is preferable as 2 way of taking
a brearh ar the beginning stagrs beuse all they are going oo be
playing arc long tooms and what you want m csmblish with
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them is gred rone production nd « good shape. Qe they ger
morc skilled and they pet into more complicated music they
will need to ke the brsth though the corners of the manth,

Lambtick: Right. wniil they develop the kinetics of what they are
woing with che embonchire. 1 wonld be curions to ke since you
have wrght lead pleyers, anything different theret

“l tell everyone that comes into
the studic, ‘I am going to teach
you to play the trumpet and how-
ever you want to direct your trum-
pet playing is your decision.’”

Cichenriczz No. T tell evetyonc that comes into the studia, =
am geing to trach you o play the umper and howsver you
want to direct yeur cumpet playing is your decision. You am
Eoing o basically pet a classival training and obviausly some of
the rperwire which goes into in”

Loubriel: Caa you comnment on Jucobs' concepr of “ravnd
rotead?

Cichowice; Like I said, the cancept of sound was in the
orchesita, I did nnt hear any references abour “round sounds®
but you just tried ta fit n. It is hard o put the characteristic
of a seund into words and I think mose peaple have individu-
elicy in cheir sound but all the players have similar qual-
ftier. You can e=ll them ro evnds, full sounds or dark
soyndls,

Loubeicl: ¥ou could el eall them vocal roumds.

Cichowicz Yes. Singing sound and sometimes those words
strike a chord with some peaple. Most of the time if you refer
to a free sound ar netmral sound #r 2lse works.

Sermeonc once asked me, “Could I explein the kind of uniry
thar was in the brass section of the Chicage Symphony?” 1
said, "One way I can think of it that we were trying to do our
job at absolurely the same level as the principals.” 1n oy case [
taid, *T2m the second crumper player and 1 will be ag the ame
level a5 the fime.” You have to suppiess your ege and chink
what the whale has wo be like instcad of thinking, *I wanr some
atention.” The acher thing fa that the scction has ta be ogeth-
er for 3 while so they hawe the time m adapt w each ather.

Abvuz the gusher: Luis Loubricl, was bom in San Juan,
Puerto Rien whem he studied at the “Bscuela Libre de Musics™
of the seme city. He joined the American Federation of Music-
ians at age 16 ta ply with the Puers Rico Philhzrmonic,
Orquesta de Zarzuelss, and the Puence Rico Symphony, He
studied at Morthwestern University with Vincent Cichowice
and Lurher Didrickson concument with private studies with
William Scarlent and Amold Jacabs, at University of Min-
nesata with David Baldwin, Manny Lanreano, and Gary Bord-
net; and at the Unirersity of linois with Pay Samki, Michacl
Ewald, and Ronald Remm. Loubriel has petformed with the
Minnesors Orchestra, the Canadian Brass, the Artic Shaw
Orchestra, and the Qrquesta Arabu among others. He has
served as faculty member at Wesrern Ilinais University, North
Cenrral Collepe, St. Xavier Universicy, and ar Benedictine
Universiry in Liske I1., |
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