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Accessing and Playing the Audio Files
Nearly 150 audio files are available to you as examples and accompaniments throughout this book. This 41/2 
hours of sound files is an fundamental asset to this book and great tool for helping you improvise better. The 
book focuses primarily on developing one’s ears as the primary skill for trombone improvisation. 

The soundfiles are divided into two playlists–one for part one and one for part two. The soundfiles are:

The audio sharing platform called Soundcloud contains each of the book’s audio files. All the sound files 
are organized into two Soundcloud playlists:
• Part one soundfiles can be accessed through the URL: www.bit.ly/improvbook
• Part two soundfiles can be accessed through the URL: www.bit.ly/improvbook2
Each time a soundfile is available, you will see the music icon followed by the name of the file. For exam-
ple:

      bit.ly/improvbook  “Hearing trombone phrases over chords”

In the above example, you would go to the soundcloud playlist at bit.ly/improvbook and select the file called 
“Hearing trombone phrases over chords” within the playlist. 
This large volume of music would require four CDs, which isn’t exactly practical as a book attachment. If 
you lack an internet connection that feeds a sound system, perhaps find a fast connection and download 
into a folder some or all of the files. Then feed them through your sound system which could be every-
thing from a state-of-the-art stereo to an iPhone. Upon selecting a sound file on the Soundcloud playlist, 
click to the right of the file and select Download from the dropdown options.

The very bottom of the Playlist page displays some controls for going to the track start, play/pause on 
current track and next track. There is also a cycle link that will repeat the current track if you want to 
keep cycling the track. An application for that would be to cycle the ear training file Groovy Jazzy as you 
warm up your chops and your ears.
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Click to cycle a track

• Ear training exercises
• Harmonic theory examples
• Rhythm skill exercises

• Rhythm section play-along tracks
• Transcribed solo recordings
• Rhythm section tracks for tune fragment exer-

cises



The skill of any improviser is to project the music inside of them through their instrument as if the in-
strument is a transparent extension of their musical voice. The following exercises are built to strengthen 
that skill. 
Improvising with musicians or other sound source works something like this:

Music begins in the mind, not with the horn, so let’s discover what you can hear. The following exercises pro-
vide you with tones and phrases which you will first hear and to which you will then respond. Once you hear 
the tones in your mind’s ear, you’ll have a much easier time playing them on trombone, which leads to impro-
vising well. 
Trombone tones
The soundfile called Random Trombone Notes contains various random notes played on trombone. Playing 
the soundfile, sing or whistle the notes after you hear them. Once you have no trouble singing what you hear, 
play them on the trombone as you hear them. Playing them on the trombone is much harder, so make sure 
you hear them first and can sing them before playing them on the horn. 
The trombone is a tough filter for your musical ideas. Before you can sing through the horn as if it’s an exten-
sion of your voice, you must build the connection between your mind’s ear and the trombone.
How quickly and how accurately can you match these notes using your voice? Try singing each note before 
you play it on the horn. A hint: the first note is (tenor) tuning note Bb. Don’t overthink any of these. Play 
what initially feels right.  If you land on the wrong pitch, challenge yourself to hit the correct note on the 
next try. How many tries do you need to land on the correct note? One, two, more? Just react, don’t think.
Another excellent use for these ear training sound files is to buzz them in your mouthpiece without the horn. 
Mastering The Trombone, the excellent book by Edward Kleinhammer and Douglas Yeo, contains a chapter on 
buzzing. They recommend standing with your back to the piano keyboard and upon striking any random key, 
buzz that pitch on your mouthpiece, “visualizer” or cutaway mouthpiece. The same can be done with any of 
these ear training exercises.

Various timbres 
The next audio file contains notes of various timbres, but not of trombone. Sing them first, then play 
them on trombone. Instead of always starting at the beginning of the soundfile, move the playhead locat-
ed at the bottom of the Soundcloud soundfile page to somewhere in the middle. Then start at different 
places. How quickly and accurately can you find the pitches? When unsure, hit a short note, pause briefly 
and from that note see if you can find the note you hear in one more try. 
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bit.ly/improvbook  “Random Trombone 
Notes”

bit.ly/altobook  “Miscellaneous Random Timbres”

External sound source Mind’s ear Trombone improvisation
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If the above exercises were challenging, that’s great! You’ve found something that will improve your ears. 
And that improvement will help you improvise much better. Why? Because you’re strengthening the con-
nection between your ears and your trombone playing which is the primary skill (and challenge) of an 
improviser. 
There’s no judgment here! These exercises are not tests. By doing your best to match the pitches and 
phrases, you will improve your ear. Just by simply playing these exercises, you are improving your ear. 
Keep practicing.
Ask yourself:
• How easy is it for me to sing the notes and phrases? If singing the pitches is a challenge, is it getting 

easier?
• Am I getting closer to playing the notes I hear on trombone without thinking so much?
• Where is the point in the exercise difficulty at which I no longer automatically (easily) find the notes? 

Have I been getting further into the difficult exercises, and not because I’m memorizing the notes?
• Am I playing better within the harmonies in my improvising? “Better” means closer to what you hear 

in your head? If that means playing harmonically within the changes, are you playing better within 
the changes?

Here’s another good question as you practice:
• What is the difference between what I hear live in both my practic-

ing and performing, and what I hear recorded? You are recording 
right?!

You have access to many opportunities to train your inner ear/trombone 
coordination. When I am on the road and away from my studio or other 
musicians, I’ll play along with the cable TV station that broadcasts R&B 
or jazz or some other style. It allows me to play with different songs, 
key’s and rhythms. As an exercise, you can play along with a musical 
source like this for a variety of goals:
• Play the roots of the chords
• Play the melody if you know the tune
• Play sustained notes as harmonic accompaniment
• Improvise over the song
Even without an external sound source, you can practice your ear 
training/playing. Try humming or whistling a note, then find it on the 
trombone. Try singing roots of the harmonies. 
Create a short simple melodic phrase in your mind then sing it. Now start it 
on another pitch. Perhaps play it through the circle of fifths. In other words, 
if the first note is Bb, start it again on F, then C and so on up a perfect fifth. 
At what point does it become difficult? When you arrive in the multiple 
sharp keys like E and B?
Maybe when you’re alone in the car, whistle or sing a major or minor 
triad. Now go up one step and sing the triad. Go up a fifth and sing the 
triad. Can you go through all twelve keys arriving at the pitch from 
which you began?
Ear training exercises are limited only by your imagination, as illustrat-
ed on the next page.

How well do you listen 
to yourself?
We all tend to believe 
we’re playing better than 
we actually are. It’s easy 
to run through etudes 
and exercises for the 
feeling of accomplish-
ment.
But are you truly hearing 
yourself objectively? Do 
you hear the more subtle 
nuances in your tone, 
pitch and articulation?
Recording and listening 
back to those recordings 
is the only objective way 
to accurately evaluate 
your playing. 
The quality of the re-
cording doesn’t matter 
so use your iPhone or 
small digital recorder. 
Position it so that you 
hear a balance between 
the recording and your 
playing.
Listen to the recording 
and be honest about 



Listening as if your life depended on it
That sounds pretty dramatic doesn’t it? Well, your musical life does depend on how well you listen - to 
others and to yourself. 
Each of the previous exercises were about listening. They focused your ear on a certain note or combination 
of notes for the purpose of creating those notes on the trombone. As you play those exercises there are a few 
things to monitor:
• How quickly did you find the pitch?
• How solid was your articulation of the correct pitch?
• How accurate was the pitch of each note resonating with the chords? Was it in tune?
Now, ask yourself, how do I know the answer to the previous questions? As mentioned earlier, I believe the 
best way to accurately and objectively evaluate one’s playing is to record and scrupulously listen back.
One critical role any good teacher serves is to provide feedback on the student’s playing. They can likely 
hear things in the student’s tone, rhythm, intonation and articulation that the student isn’t hearing. While 
there will always be an important role for a good teacher, you can (and should) take much of that respon-
sibility for objectively hearing the reality of your own playing.
You simply must record yourself. These days, the equipment is cheap and easy to come by. Your phone is prob-
ably the easiest means of recording. There are over 100 iPhone recording apps, may of them free. You can also 
supplement your iPhone with an external mic that plugs directly into the phone. 
Several good portable digital recorders are available for under $100 if you want 
better quality. From there, the sky’s the limit in terms of fidelity and the amount 
you wish to invest for high quality recording.
But high quality recording is not the main objective here. As long as you 
can clearly record yourself and hear the source from a recording over which 
you are playing, your recording needs are met. Try recording in a somewhat 
dead room, meaning a smaller room with furniture and rugs that dampen 
the reverberation. Reverb is a beautiful thing when it is controlled, but a 
smartphone or other inexpensive recorder sitting in the middle of a rever-
berant space will not give you a clear reflection of your playing, especially if 
you are playing over a recorded track like the exercises within this book.

Recording tips

• Choose a recording 
device that is easy for 
you to operate. 

• Play close enough to 
the microphone for a 
clear recording.

• Try to achieve a 
balance for hearing 
both you and the 
sound source as 
clearly as possible.

• Record in a room 
without a lot of 
reverberation.

• Taking all this into 
consideration, 
create a recording 
environment that is as 
hassle-free as possible. 

If recording yourself is 
a easy effort, you will 
do it more often.



Chord Theory Savvy
This book is focused on developing your inner ear’s ability to reflect improvised melodies through the 
trombone. Perhaps that’s all you need in order to improvise well, but a certain amount of harmonic the-
ory is valuable as a backdrop to your development as an improvising musician. 
This chapter will outline some basic concepts to facilitate a deeper understanding of the relationship 
between chords and the notes best played over them. This is not meant to be an exhaustive treatise on 
harmony, but rather an introduction that will further your grasp of improvisation. 
To go further beyond this chapter, many good books can be found dedicated to jazz theory. Two that I 
highly recommend are:
• The Berklee Book of Jazz Harmony by Joe Mulholland and Tom Hojnacki
• The Jazz Harmony Book by David Berkman

To be clear, harmonic theory is valuable as a backdrop to comprehending the physics of the sounds 
arising from chords. Theory helps you grasp how various pitches relate to chordal structures and how 
chords flow logically from one to the next. It becomes a hindrance to your playing, however, when 
theory dictates your improvisation. Listen to yourself and others improvise. Are you hearing a prepon-
derance of dry scales runs and rote patterns? If so, that is a sure sign that theory is getting in the way of 
music. 
The answer I gave in the introduction to what notes do I play? bears repeating:

Look at the first eight bars of the standard Let’s Fall in Love. 

You can play any note over any chord. Your choice of notes depends on context - 
the color of the note within the chordal harmony, the notes before and after, the 
style of music, the overall musical statement you are making, and even the au-
dience. The actual notes that make up any particular chord are simply the tones 
that create the chord’s color. Every one of the twelve tones has a relationship to 
a particular chord, and like ingredients in a stew, the use of each of those twelve 
tones is based on the intended “flavor” of the final solo.
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At first, it looks like a lot of chords. But if we analyze it, we see that there is basically only one tonal center, which 
is Ab major. How do we derive Ab major from those 16 chords? Because if we look at the Ab major scale we see 
that each of those chord roots fall within the scale. Furthermore, If we build chords off those roots, every note falls 
within the key of Ab. The exceptions for the tune seem to be the C7 and F7 in bar 15. But the C7 shares its root (C), 
fifth (G), seventh (Bb) and flat 9 (Db).  Four notes in common with the Ab major tonality. Similarly, the F7 shares 
its root (F), fifth (C), and seventh (Eb) with Ab major.

Listen to these eight bars:

Click the loop button at the bottom of this file’s Soundcloud page and improvise over this progression. Yes, you can 
play the Ab major scale, but what’s the fun in that? Play melodies beginning on Eb, Bb, C, or G.
How do we handle the C7b9 and F7b9?  We can start be recognizing the accidentals in the chord against the key 
of Ab. For C7b9, you would play E natural and Db, and for the F7b9, you would play A natural along with the 
b9 which is Gb. A specific scale exists for those types of chords called a diminished scale. Lots of bebop lines are 
created around the diminished scale. Those scales look like this:

Notice that each of these diminished scales contain the chord root, major third, fifth, seventh and flat 9. A very 
handy scale for jazz playing and perhaps the scale you can run without sounding as much like you’re running a 
scale.  There are three basic permutations of the diminished scale since they are built on the minor third.
Page 68 analyzes minor thirds and some of their uses. Play through the exercises on that page and practice minor 
third intervals and weave throughout the three diminished scale structures so that you don’t have to think much 
about it.
You can pretty much improvise over the entire Let’s Fall in Love using just the Ab major tonality. Similarly, many 
jazz tunes and standards center around just one or two basic tonal centers. 
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bit.ly/improvbook   
“Along Came Betty mel-

If only all jazz playing were that simple. But it’s not. Some of the more interesting jazz tunes go abruptly from one 
tonal center to another. One such tune is Benny Golson’s Along Came Betty. Even though it could be considered an Ab 
major tune like Let’s Fall in Love, you can’t get away with simply playing within the Ab major tonality throughout. A 
full section on this great tune can be found in page 142.
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So, how do you go about learning to improvise melodically? Listening to great 
melodies in various musical idioms is a good starting point. Besides iconic 
jazz soloists, listen to the great works of Beethoven, Brahms, Mozart, Bach, 
Tchaikovsky, Wagner, Haydn, Debussy, Mahler and others.
Your instinct for melody comes in part from practice, but how does one 
practice this critical skill? Let’s look at two exercises: modeling and constrained 
improvisation.

Modeling

To improve your skill at anything, look for exam-
ples of people doing it well then reverse engineer 
what they are doing and learn to do it yourself. 
We don’t model great players in order to dedicate 
ourselves permanently to sounding like them. Just 
the opposite. We model others in order to explore 

an aspect of music from which we can learn and apply to our own development. 
On the previous page, I listed Miles’ solo on Walkin. It’s a very simply solo that can 
easily be played on the trombone. Over the rhythm section track called “Walkin 
Blues”, play the following transcription of Miles’ solo. As you play, don’t just play notes, but feel the intent of 
the phrases. Feel as if you are creating these beautiful phrases yourself.
What makes this such a terrific solo is that it is simply a string of beautiful melodic phrases. As the name of 
the song suggests, Miles is simply taking an easy relaxed walk. If instead, Miles had played a flurry of notes, 
the solo wouldn’t have fit the mood of the piece. Let’s add that to our list on page 26 of characteristics of 
good melodies as they pertain to improvisation: they fit the mood of the song.
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bit.ly/improvbook  “Walkin Blues”

“Because if you’ve 
got the wit, you 
can make anything 
into a melody, 
ultimately.”

- Gerry Mulligan
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Here is a more challenging solo to model. It is the first chorus of the classic Hank Mobley solo on Irving Berlin’s song, 
Remember. Find the track on YouTube or iTunes and play the solo along with Hank. It comes from Hank’s album called Soul 
Station. It’s a great lesson in how to play bebop. Like Walkin, it exemplifies characteristics of good melody with repeating 
motifs and nice weaving contours to lines. In contrast to the note economy of Walkin, it creates an evolving progression of 
melodic phrases using lots of notes. Feel free to play it down an octave if it proves too difficult as written.



Further refining your rhythmic playing skills
Let’s have some fun practicing grooves. Page 40 contains eight separate rhythmic exercises, each either 
two or four bars long. A rhythm track has been recorded for each. The rhythmic styles, keys, and tempo 
are varied. Some are only percussion or drums while others have bass and a fuller harmonic accompani-
ment.
Play the two or four bar phrase on page 40 as a repeating loop over the rhythm track that has been re-
corded for that phrase. Your objective is to create a groove as you play the looping phrases on trombone. 
The further you go into the track (each is about a minute in length) improvise off of the phrase within the 
rhythm and harmony of the track. As always, you can hit the cycle button in Soundcloud for looping the 
exercise.
Because these exercises are meant to strengthen your rhythmic feel, listen for your improvisation to 
maintain the groove. You may feel the groove weakening as you stray further from the written phrases. 
That will help you realize the need to focus better on your sense of time over the accompanying audio 
track. Some of the phrases can be played over other rhythm tracks, so variety and creativity is highly en-
couraged (as always!) Record and listen back for how well you maintain the groove as you play.
As an example, I recorded one track containing phrases #1, #2 and #3. For each, I played the phrase as 
written, then began evolving toward improvisation I recommended above.
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After exercising your inner musician and learning a bit of harmonic theory along with melody and 
rhythm, we are ready to put it all together to start improvising over tunes without constraint.
The following section is dedicated to an analysis, exercises, and play-along tracks for a collection of tunes. I chose 
these songs for their importance in the jazz literature and for their value in learning improvisation. Altobone.com 
subscribers requested many of them as songs they’d like to play better. The two exceptions are My Marshmello Pie and 
Belizean Bliss which is my original song written for altobone.com subscribers.

Bb Blues - Mikie’s Bounce ......................................
Rhythm Changes  - Flintstones Theme ................
Bye Bye Blackbird ....................................................
Marshmallow Pie  ....................................................
East of the Sun .........................................................
Hello Young Lovers .................................................
UMMG .....................................................................
Have you Met Miss Jones  ......................................
Peri’s Scope  ..............................................................
Dolphin Dance .........................................................
Pensativa ...................................................................
Lament ......................................................................
Along Came Betty ...................................................
Moment’s Notice ......................................................
Belizean Bliss ............................................................

For each tune, an improvised solo is included for modeling and analysis. Some have been performed by 
me on alto trombone specifically for this section, and others are transcriptions of recorded solos by a 
variety of instrumentalists, not all trombone players. They are all notated in bass clef and the album on 
which the solos can be found is listed.
Each of these transcriptions is intended to provide a model of melodic improvisation within a range of 
technical abilities for trombone players. Some if not all should provide a worthwhile challenge to you.
I’ve also included blank manuscript at the end of each song chapter for you to write out phrases for exer-
cises, solos, or chords and scales. 
The rhythm section recordings were performed by me using a variety of software tools. I have worked 
to vary the instrumentation and feel so as to provide an interesting and motivating variety of exercises. 
They are certainly not intended to replace a group of talented musicians each listening attentively to each 
other! Find and play with those musicians with the skills you will improve upon using the materials and 
audio files within this book.
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Using the soundfiles Rhythm Changes @160 and Rhythm Changes @200, start improvising off the rhythm 
changes.
If you’re wondering where to start, here’s an exercise which can serve as the foundation to a solo. Much 
like the framing of a new house consists simply of vertical 2x4s, this rhythmically very simple melodic 
outline will provide you with a foundation to play a more complex solo. 
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Now, start embellished by adding eighth notes off of the quarters as you weave through the melody. An 
example of eighth note embellishment within the start of the bridge could look like this:



Players often have a difficult time transitioning from the end of the second A section into the bridge. Getting into 
the bridge might feel (and sound) like a car going fast on an unobstructed road to suddenly hitting a speed bump. 
Instead of stopping at the end of the second A section, transition smoothly into the bridge by continuing a melodic 
phrase. It’s perfectly fine to start a new phrase at beat one of the bridge but try to keep the momentum of the 
previous improvisation so that it doesn’t sound like an abrupt transition.
Here are a few examples of getting into the bridge from players who knew a thing or two about rhythm changes:
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Dexter Gordon on
Red Cross 

Louis Armstrong on
I've Got Rhythm

Charlie Parker on
Anthropogy

J.J. Johnson on
Birdsong

You may be questioning Bird’s note choice. What is a Bb, Eb, Ab and Db doing over 
D7? Part of Bird’s genius was his ability to instantly re-harmonize tunes over which he 
played. In the above first part of the bridge, he’s playing alterations of the chord. The 
Bb is the raised five, the Eb is the flat nine, the Ab is the flat five and I would call the 
Db a passing tone.  
Another way to hear it is that Bird was playing the Ab7 over the first bar of the 
D7, which is known as a tri-tone substitution. A very nice way to add color to 
your lines is to play the seventh chord a tri-tone away from from what is written. 
Bird was also playing fragments of a whole tone scale in the second bar of the D7.

“They teach you 
there’s a bound-
ary line to music. 
But, man, there’s 
no boundary 
line to art.”
- Charlie Parker



We trombone players tend to obsess a bit 
over our technical prowess. We con-
stantly strive to play higher, faster, and 

louder , and view ourselves as players in terms of  
our command of those much sought-after attri-
butes. Okay, maybe not you, but a lot of players!!
Improve your ability to play faster, higher and loud-
er but realize there is another critical aspect of trom-
bone playing. Perhaps this applies more to the jazz/
latin players and other 
improvisers than to the 
classical players, but 
then again maybe not.
That aspect is finding 
and playing true to one’s 
unique personal musical 
voice.
It’s natural to be drawn 
to emulate musicians 
with incredible tech-
nique. Who doesn’t love 
Watrous’ high range, Ro-
solino’s angularity, or Fontana’s speed?  But can good 
music be made on the trombone without superhu-
man physical  powers? And, more importantly, is the 
advanced playing of those trombone-athletes part of 
YOUR individual inner voice? While were at it, what 
IS your individual inner voice for trombone, anyway? 
Do you hear it or is it being drowned out by the little 
voice in your head screaming that you still don’t play 
high enough, fast enough or well enough?
Your individual voice on trombone is a beautifully 
unique personality that plays music to the fullest ex-
tent of your musical gifts–regardless of your current 
technical level.
Faster, higher, louder. I am proposing that if you as-
sume that your playing necessarily requires those at-
tributes, you may be limiting your potential to per-
form great music.
Did Miles chase after Maynard’s range? Did Paul 
Desmond chase after Bird’s speed? Did Monk chase 
after Art Tatum’s flawless technique? No. They each 
pursued their inner voice, and along with their su-
pernatural musical gifts they became great musi-
cians.

Think about a very technically proficient trombone 
player you’ve heard who played lots of high notes 
throughout their improvisation. Did you resonate 
with the playing emotionally? Did it move you or 
simply blow you away with their technique? Did it 
say something musical to you? 
I’m not suggesting that you forgo developing your 
technical proficiency. I’m suggesting instead to de-
velop your proficiency as a means to an end, not as 

an end in itself. The trom-
bone’s mechanics are far 
different from other in-
struments so why do we 
assume that playing jazz 
well consists of rapid high 
notes - a style much more 
suited to trumpets, sax, pi-
ano, and most others. 
Now for some trombone 
players, that’s their person-
al music voice, but must 
technical proficiency be the 

standard by how all trombone players are judged? 
Can you make  music on the trombone without al-
ways playing fast, high, and loud?
In the end, there is no wrong way to use the trom-
bone if music is the goal. Armed with whatever mu-
sical talent you possess, you have the best shot at 
making great music if you first hear your inner mu-
sical voice and then stay true to it with whatever lev-
el of technical proficiency that music requires. Be-
fore Jimi Hendrix, feedback was considered wrong.
Am I giving you a pass on improving your tech-
nique? No way. I don’t call it art simply because 
something happens to dribble out of an instrument. 
Art is a purposeful focus of expression that requires 
a command of the medium. The question is: what 
are you commanding? Is it the vehicle of your inner 
music or is it the mechanical reproduction of artists 
you think you should sound like? 
One morning in the late 1940s, Ray Charles had an 
epiphany. He realized that he was building his repu-
tation by sounding like two of his heroes, Nat King 
Cole and Charles Brown. He was doing fairly well, 
but he wasn’t setting the world on fire. 

Discover Your Unique Musical Voice



He remembered his mom admonishing him to be 
himself and to not be someone he’s wasn’t. He also 
remembered Nat Cole telling him “You’re going to 
want to find your own way.” Ray admitted being a 
bit scared to do his own thing but he did. The rest is 
historic music.
“But I don’t have Ray Charles’ musical talent” you 
might think. Well, this isn’t about the amount of 
musical talent you may or may not posses. It’s about 
getting the most out of whatever happens to be in-
side of you.
The question you must 
ask yourself is, am I play-
ing what I hear inside or 
am I chasing after what 
you’re hearing from the 
media, your teachers, 
your peers and anyone 
you think has a more 
weighty opinion than 
you.
Now, there’s context here. 
If you are just starting out 
learning to play trom-
bone, it’s okay to model 
someone. If you are trying 
to learn to play the trom-
bone, it’s okay to model someone as I been encour-
aging throughout this book. The modeling, however, 
is simply a tool to improve an aspect of your playing 
you believe is necessary to your overall development 
as an artist. Please transcribe solos - lots of them. Use 
them as a means to learn improvisation, not as a sub-
stitute for your own improvisations.
How will you know your unique voice? 
I think everyone recognizes it differently. Perhaps 
some naturally fall into it and don’t have to think 
about it much. Others must dig deep in order to hear 
it. As a trombone player, are you trying to sound 
like a player you admire? If so, how’s that working 
for you?
Do you feel that your playing has been a long-term 
struggle to sound a certain way and you can’t seem 
to get there? Do you ever feel that if you played what 
you hear and in a way that would feel more natu-
ral, you would be rejected? Worthwhile questions I 
think.

There’s more context to this subject. As an orches-
tral player, your job is to sound a certain way. You 
were hired because you have the sound and style the 
orchestra was looking for. As the trombone player 
in a Broadway pit, an odd and unique approach is 
probably not welcome. As a soloist, however, you 
may have more stylistic latitude. As an artist cre-
ating your own music, you have perhaps the most 
latitude. So consider all of this within the context of 
your musical and professional goals.

If you aspire to 
be a creative art-
ist on the trom-
bone, listen to the 
voice inside. Be 
ruthlessly honest 
with yourself  and 
admit if you are 
chasing someone 
else’s ideal of how 
trombone should 
sound. It can be 
scary but I know 
of no great artist 
who reached that 
stature by clinging 
long-term to how 

others thought he or she should sound.

I tried to find a rhythm, and I stopped com-
paring myself to anybody else. One of the great 
phrases for me is “Compare and Despair.”  If I 
compare myself to Kate Middleton or Dame Judi 
Dench, I’m going to come out at the bottom and 
be sad.



“Michael Lake’s book is as comprehensive as it is insightful and practical. I can’t wait to delve into it further 
and look forward to sharing it with my students. I highly recommend this book for all levels of trombonists 
and improvisers alike.”  

– Steve Davis, Trombonist/Composer/Educator

for trombone! From the basics to more advanced concepts, great tune selections, and an amazing array 
of interactive play-alongs and demonstrations. This is a thoughtful, thorough, and dynamic approach to 
learning trombone improvisation.”  

– Nick Finzer, New York Trombonist & Educator

“I’ve studied from a wide variety of books on trombone and jazz but Michael Lake’s book provided me 
something I’ve never before experienced. Within about an hour of working with one of the tunes in Trombone 

performance.  

I really think that when this book gets into the hands of trombone players wanting to ‘crack the 

– Barry Kierce, Jazz Trombone Connoisseur

Also read additional articles, watch videos 
and check out his recent CDs and other 
books.
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