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Brass Techniques and Pedagogy is in tende d to ser ve as a guide for 

the band music e ducator . The text is wri t ten wi th the non-br ass 

playing music e ducation studen t in mind and f ocuses on developing 

beginning le vels of br ass technique alongside a mor e expansive 

understanding o f br ass fundamentals and pedagogy. While a basic 

level of technic al prof icienc y will be de veloped thr oughout this te xt, 

the abili ty to te ach beginning to in terme diate br ass players 

effectiv ely wi th sound pe dagogy is the primar y purpose o f this te xt. 
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PART I 

GENERAL BRASS 
TECHNIQUES AND 
PEDAGOGIES 

Prelude: Introduction to Brass Techniques 
and Pedagogy 

A brief e xplanation o f how to use this book. 
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A Brief History of Brass Instruments 

Brass instrumen ts have a millennia old tr adition and histor y. 

Getting Started with Posture, Breathing, 
and Embouchure 

Before picking up the instrumen t, i t is cri tic al to have fundamen tals 

of the bod y in plac e. 

Tone Production Fundamentals on the 
Mouthpiece 

The mouthpie ce serves as the starting poin t f or good br ass 

technique and tone. 

Brass Acoustics 

Understanding ho w br ass instrumen ts func tion helps us to 

understand ho w to pla y and te ach them. 

6  |  General Brass Techniques and P edagogies



Tone Production Fundamentals on Brass 
Instruments 

Brass instrumen ts have a shared set o f fundamen tals tha t dic tate 

effectiv e tone pr oduc tion and instruc tion. 

Pitch and Intonation 

Pitch c ontr ol is a constan t demand f or br ass players. 

Articulation on Brass Instruments 

While each instrumen t has i ts own idiosyncr asies, the fundamen tals 

of ar ticula tion tr ansfer acr oss instrumen ts. 

Instrument Care 

With pr oper c are and main tenanc e, brass instrumen ts can serve the 

musicians f or decades. 

Advanced Techniques 

As music educators, studen ts will appr oach you wi th questions 
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about te chniques tha t you may not be able to perf orm as no vice 

brass players. 
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Prelude: Introduction to Brass 
Techniques and Pedagogy 
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Brass instrumen ts include a br oad famil y dating back thousands o f 

years in nearly every major cultur e of the w or ld. The term brass 

is somewhat deceptiv e, as brass instrumen ts can be made of any 

hard material, including animal horn in the H ebrew shofar, termi te-

carved eucalyptus f or the Aborig inal didgeridoo, snail shell f or the 

conch, spruc e in the Swiss alphorn, and PV C in the modern-da y P-

Bone. 

Ther e is one elemen t tha t char acteriz es all brass instrumen ts. 

Unlik e other families o f instrumen ts, the sound o f the instrumen t 

ini tia tes fr om the human bod y, specif ically, the vibr ation o f the lips 

as air passes between them. The mouthpie ce serves as a collector 

of this buz zed sound, and the bod y of the instrumen t amplif ies and 

clarif ies this timbr e to cr eate wha t w e characteriz e as a brass sound. 

This shared tr ait  allows br ass instrumen ts to shar e many 

characteristics in terms o f their te chnique. All br ass instrumen ts 

use the same overtone series, which dic tates how the instrumen t 

is manipula ted in perf ormanc e. All valved or r otor ed br ass 

instrumen ts (all standar d band and or chestr al brass except the 

tr ombone ) also utiliz e the same f ingering systems. These 

commonali ties allo w for an ease of concept tr ansfer between brass 

instrumen ts. In essence, once you learn the c oncepts f or pla ying 

one br ass instrumen t, you can easily tr ansfer those ide as to other 

brass instrumen ts. 

As a music educator , you can use these similari ties to help y ou to 

teach your studen ts. While each instrumen t has i ts own de tails and 

challenges, many of the c oncepts are tr ansferable. Throughout this 

text, an emphasis will be plac ed on these similari ties which y ou can 
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use to diagnose pr oblems, pr opose solutions, and pr ovide quali ty 

instruc tion. Specif ically, two concepts will be r eturne d to o ver and 

over: 

MORE AIR 

Air is cri tic al for all br ass playing. I t should be fr ee f lowing and 

relaxed, star ting fr om deep in the torso. W hen br eathing as a br ass 

player, it is cri tic al that the thr oat is open and tha t the br eath 

is deep. On the exhale, br ass players focus on ste ady air usage 

suppor ted by core muscles. 

LESS TENSION 

Tension is the enem y of smooth f lowing air . While ther e is a 

certain amoun t o f tension tha t is needed to pla y brass instrumen ts, 

excess tension inhibi ts full tone pr oduc tion. The en tir e air column 

needs to be r elaxed, fr om the thr oat thr ough the or al cavity to 

the lips. Ev en the arms, wrists, and f ingers should r emain wi thout 

tension to allo w for gr eater de xteri ty and posi tiv e ergonomics. T oo 

much tension c an not onl y affect tone but also le ad to muscle, 

tendon, sk eletal, and ner ve injuries. Reducing tension when pla ying 

positiv ely impac ts tone pr oduc tion and ensur es the long term 

health o f br ass players. 

This te xt appr oaches brass playing fr om t wo perspectiv es. First, 

you will be guide d thr ough a series of exercises to develop your 

own  technical  developmen t as a brass player. This pr ogression is 

the standar d for most br ass players, star ting wi th tone pr oduc tion, 

moving to pi tch c ontr ol, and continuing wi th f lexibili ty and 

dexteri ty studies. The goal is tha t af ter a semester o f stud y, you 

have competencies tha t ar e typic al after the f irst y ear of stud y by 

a middle school studen t. The course is set up wi th an expectation 

of at least thr ee to f our w eeks on each standar d br ass instrumen t 

(trumpe t, horn, tr ombone, euphonium /tuba ). 

Second, this te xt will guide y ou in y our  pedagogical  knowledge as 

an instruc tor o f br ass students. While your te chnic al skills may be 

limi ted, you need to be pr epared to te ach brass students wi th solid 

fundamen tals. The gr eat news is tha t while e ach instrumen t has i ts 

own idiosyncr asies, many of the c oncepts you will te ach are br ass 
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concepts which ar e tr ansferable across instrumen ts. While you are 

developing y our o wn te chnic al abili ties, this te xt will also be 

poin ting out c ommon issues e xperienc ed by young br ass musicians 

and pr oblem sol ving steps to tak e in or der to diagnose and c orr ect 

those issues. If this te xt is being use d as part o f a class, you are 

encour aged to w ork wi th y our pe ers to pr actic e instruc tion. Your 

conceptual kno wledge of br ass techniques will lik ely exceed your 

technic al abilit y if you are not a br ass player alr eady. 

This book is or ganized to dif ferentia te the te chnic al exercises for 

your o wn br ass developmen t and the pe dagogical concepts f or your 

teaching pr actic e. 

Exercises 

Exercise boxes will include ac tivi ties you should do as a 

developing br ass player to establish te chnique and pr omote 

brass fundamentals. Many of these include ac tivi ties tha t 

should be come par t o f dail y pr actic e for w arming up or 

sustaining str ength and f lexibili ty as a brass player. 
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Common Errors 

Common err or bo xes will help y ou diagnose and c orr ect 

common issues o f beginning br ass players. Thr oughout this 

course, those c ommon err ors could be done b y your pe ers 

or you! In some cases, these errors will simpl y addr ess what 

you should pa y at ten tion to in or der to a void the 

developmen t o f bad habi ts. In other c ases, these error 

boxes will poin t to spe cif ic activi ties or e xercises to corr ect 

problems or de velop competencies. 

This book is divide d in to f our main se ctions. 

¥ Gener al Br ass Techniques and P edagogies discuss common 

concepts tha t extend acr oss all brass instrumen ts. As 

mentione d earlier , brass instrumen ts are variations on a 

theme, and tha t theme is built ar ound c ommonali ties in 

acoustics, me chanics, and tone pr oduc tion. This se ction is 

perhaps the most impor tant f or the music e ducator who is not 

a brass player, as these concepts will e xtend acr oss all brass 

instrumen ts and r ef lect the most c ommon issues beg inning to 

interme diate br ass musicians have. Master y of this c onten t will 

allow you to be ef fectiv e in the ensemble se t ting when w orking 

wi th br ass students. 

¥ Instrumen t Specific T echniques and P edagogies discuss the 

nuances between dif ferent br ass instrumen ts. While at the 

10,000 f oot vie w, these instrumen ts are very much the same, 
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they each have nuances that become par ticular ly impor tant as 

studen ts tr ansition fr om beginning to in terme diate player 

which impac t te chnique, in tona tion, and de xteri ty. This section 

can serve as a reference poin t f or you in y our o wn 

developmen t and tha t o f your studen ts. 

¥ Guided Pr actice Lessons  provide dail y lesson outlines tha t you 

can use between class meetings. W hile these ar e not in tende d 

to be r epeated for multiple da ys, they pr ovide a fr amework for 

your o wn develop as a brass musician. 

¥ Resour ces and Acti vi ties  provide a range of materials tha t will 

be used thr oughout the te xt. All o f these ma terials c an also be 

used as pedagogical materials to distribute to y our o wn 

studen ts. 

As a quick side note, this te xt and all o f i ts materials ar e created 

and distribute d under a Cr eativ e Commons lic ense 4.0 (CC BY-N C-

SA). This licensing allo ws for the distribution, manipula tion, and 

reapplic ation o f any materials wi thin i t fr ee of char ge. There a 

couple o f stipula tions tha t come wi th this par ticular lic ense: 

¥ BY-I f you use these materials, y ou must pr ovide at tribution o f 

wher e they came fr om. This is as simple as keeping the lic ense 

statemen t at the bot tom o f each resource sheet. 

¥ NC-These ma terials c an be used in any non-c ommer cial 

applic ation. I f you r epurpose these ma terials, y ou need to 

distribute them in non-pr of it manner . 

¥ SA-I f you use any of the ma terials wi thin this te xt in a ne w 

forma t, you need to pr ovide these ma terials under a Cr eativ e 

Commons lic ense wi th the same le vel of access and 

distribution. 

More details on Cr eativ e Commons c an be found at 

ht tps:/ / creativ ecommons.or g. 

With tha t, letÕs toot our o wn horns and blast the trumpe ts! 
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Carved horn shofar 

1. A Brief History of Brass 
Instruments 
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It is impor tant to understand the histor y of br ass instrumen ts as an 

educator f or a few r easons. First, studen ts will c ome to y ou wi th 

questions and str ange instrumen ts fr om the back o f closets, and a 

basic understanding o f histor y will allo w you to be t ter r espond to 

the gnar led famil y tr ee that mak es up brass instrumen ts. Second, 

the histor y of an instrumen t will help y ou to understand the music al 

role of the instrumen t and wh y it func tions as i t does in v arious 

ensembles toda y. Thir d, learning the histor y of br ass assists you 

wi th understanding the te chnic al and physical limi tations and 

advantages of the instrumen t. Finall y, knowing the histor y of an 

instrumen t helps y ou to understand the li ter atur e that is available 

for the instrumen t. 

Early brass instrumen ts were made 

fr om hollo w i tems f ound in na tur e 

such as termi te hollo wed eucalyptus 

or c onch shells. Thousands o f years 

ago, straight and cur ved trumpe ts 

were construc ted of a variety of 

materials including w ood, br onze, and 

silver, such as the Greek salpinx and 

the Roman tuba, li tu us, and buccina. 

Other e arly brass instrumen ts were 

f lared horns made o f br onze or animal horn, lik e the Scandinavian 
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Soprano, Alto, Tenor, and Bass 
Sackbuts 

lur , the Roman cornu, and the H ebrew shofar (which is still use d in 

Jewish c eremonies toda y). 

1400-1600 

During the R enaissance, brass 

instrumen ts began to de velop in to the 

instrumen ts we know and r ecogniz e 

today. The earliest kno wn cur ved 

trumpe ts were developed in the e arly 

15th centur y, which w as follo wed by 

the f olded and slide trumpe ts. These 

early instrumen ts had wide in ter val 

spacing between notes due to their 

acoustic char acteristics ( which still 

inf luenc e brass instrumen ts toda y). 

The tr ombone de veloped out o f the slide trumpe t ar ound 1450, 

referr ed to as the sackbut. W hile struc tur ally dif ferent fr om the 

modern tr ombone, the sackbut r evolutioniz ed br ass instrumen ts by 

allowing f or chr omatic perf ormanc e. It also allo wed for the 

developmen t o f an instrumen t wi th a pr actic al tenor r ange, which 

developed in to the modern tr ombone toda y. 

 

During this period, the trumpe t and horn e xiste d, but the y were 

consider ed func tional, non-music al instrumen ts. European cour ts 

main taine d corps o f trumpe ters used for signal her alding. These 

ensembles in volved up to f ive-par t music, but w ere limi ted in their 

harmonic v ariety due to the c onstruc tion o f the non-chr omatic 

instrumen ts. Players tende d to specializ e in hig h or lo w r egister , 

and music wi th ar tistic meri t f or br ass was scarce. The horn e xiste d 

at this time as w ell, t ypic ally used for hun ting to allo w for 

communic ation o ver distanc es outside. The horn began to be 

presented at this time in i ts cur ved and helic al design. 
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By the end o f the 1500s, brass instrumen ts (par ticular ly the 

sackbut ) began to be used wi thin both lik e instrumen t and mix ed 

ensembles. In 1597 Italian c omposer Gio vanni Gabrieli, then the 

organist at Saith Mar kÕs Cathedral in Venice, composed the earliest 

known pie ce to call for specif ic br ass instrumen ts, Sonate pianÕforte. 

1600-1750 

Brass instrumen ts began to be use d mor e extensiv ely in the 17th 

centur y as ensemble instrumen ts. Many of the instrumen ts were 

used in outdoor perf ormanc es or as a suppor tiv e voice in chur ch 

choirs. Brass instrumen ts had li t tle use as solo instrumen ts. During 

this time, br ass instrumen ts could pla y chr omatic passages thr ough 

use of the hig h overtone series ( which c an be qui te dif f icult to 

perf orm ) and thr ough the use o f Ôstoppe dÕ notes on horn. 

Sackbuts were regular ly emplo yed in a variety of ensembles, such 

as cour t and municipal bands, wher e it w as common to c ombine 

them wi th double r eed shawms. The sackbut w as also used in 

ensembles wher e they were to blend wi th so fter instrumen ts or 

voice to impr ove projection. A v ocal-lik e style of playing de veloped 

for the tr ombone tha t contr asted the periodÕs fanfare trumpe t st yle. 

By the mid- 18th centur y, solo pieces for alto tr ombone w ere wri t ten 

by Christoph W agenseil, Johann Al brechtsber ger, Michael H aydn, 

and Leopold M ozart. Wi th the sacr ed associations o f the tr ombone 

fr om the pr evious centur y it w as natur al for c omposers to utiliz e 

tr ombones to help por tr ay relig ious or superna tur al effects in 

oper as of the la te 18th centur y. Two of the most e asily recognizable 

examples of this w ere in Wolfgang Amadeus MozartÕs Don Giovanni 

and The Magic Flute. 
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In order to change the key of a 
horn, allowing f or a diff erent 
pitched partial series, cr ooks of 
various lengths needs to be 
added to the instrument. 

During the 18th c entur y, the horn 

developed as an instrumen t capable of 

music al expr ession, rather than as a 

utili tarian or no velt y instrumen t. A 

Viennese instrumen t mak er, Michael 

Leichnambschneider , began to put 

terminal cr ooks on horns in or der to 

play them in dif ferent keys around 

1700. In 1705, Reinhar d Keiser added 

the horn to his or chestr a for the f irst 

time in his oper a, Octavia , and Georg 

Frederic H andel added t wo horns to 

Water M usic in 1717. The horn pla yed 

mostl y in i ts upper o vertone series to allo w for dia tonic mo vement. 

Around 1750, a hornist in Dr esden, Germany developed techniques 

for hand stopping tha t allo wed for chr omatic pla ying o f the horn in 

the lo wer r egister , and this soon be came a standard pr actic e for 

horn pla yers. The f irst major horn c oncerto w as wri t ten b y Franz 

Joseph Haydn using this chr omatic pr actic e in 1762. 

The trumpe t developed as a virtuosic instrumen t during the f irst 

half o f the 18th c entur y, reaching i ts peak in the c omposi tions o f 

Johann Sebastian Bach, orig inall y wri t ten f or trumpe t vir tuoso 

Got tgrie d Reiche. This clarino te chnique use d the extr eme upper 

register o f the trumpe t, often in a soloistic c apacity. By the second 

half o f the 18th c entur y, tastes for this te chnique change d, leading 

to a decline in the vir tuosic pr esentation o f the trumpe t in ensemble 

music during the Classic al period. 

1750-today 

The 19th centur y was the period o f greatest de velopmen t and 

moderniza tion o f br ass instrumen ts. The vast majori ty of li ter atur e 

for br ass instrumen ts perf orme d toda y was wri t ten fr om the la te 
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Keyed bugles had holes cut in 
their tubing, similar to a 
modern saxophone, to allow 
for chr omatic manipulation of 
pitch. 

19th centur y thr ough toda y. This is lar gely due to de velopmen ts in 

brass instrumen ts star ting in the la te 1700s that allo wed for gr eater 

ease of chr omatic manipula tion and e xpr essive perf ormanc e. By the 

Classical period, trumpe t and horn w ere standar d f ixtur es of the 

orchestr a with tr ombone and tuba f ollo wing in the 1800s. 

The keyed trumpe t w as developed 

by Viennese trumpe ter , Anton 

Weidinger , to allo w for chr omatic 

perf ormanc e on trumpe t ar ound 1770. 

While this instrumen t w as short liv ed 

due to pr oblems in tone c onsistenc y, it 

opened the possibili ty of the trumpe t 

to be used as a chromatic solo 

instrumen t, leading to i ts f irst major 

concertos by Franz Joseph Haydn in 

1796 and Johann N epomuk H ummel in 

1803. In 1818, the first horn r otor w as 

paten ted by Heirich S tšlz el and 

Friedrich B lŸmel in German y, and around 1826, German instrumen t 

makers began pr oducing v alved trumpe ts. The developmen t o f 

rotors and v alves made instrumen ts far superior to hand stoppe d or 

keyed versions o f br ass instrumen ts due to their c onsistenc y and 

dexteri ty, and were quickl y adopte d by composers. H ector Ber lioz 

was the f irst to use these ne w instrumen ts in his Overtur e to Les 

Francs-juges in 1826, follo wed by the use o f valved horns in 

Fromental H alŽvyÕs opera, Le Juive. By 1835, the first tuba, pi tche d in 

F with f ive valves, was invented by Berlin instrumen t mak ers 

Wilhelm Wiepr echt and Johann Got tfrie d Mori tz, f ollo wed by the 

earliest euphonium in 1843 b y Sommer o f Weimar . 

Thr oughout the 20th c entur y, many variations on the standar d 

brass instrumen ts have been made. Numer ous keys of trumpe ts 

have been cr eated, including the Bb, C, Eb, and pic colo trumpe t. 

Each of these alter the timbr e of the instrumen t and pr ovide various 

advantages to the perf ormer . The horn has adde d a second Òside,Ó 

allowing the same instrumen t to pla y in F and Bb. The double horn, 
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as it is terme d, allows for gr eater f lexibili ty and pr ecision in 

perf ormanc e. The tr ombone fr equentl y includes an F at tachmen t, 

which is similar to the Bb side o f the horn to allo w for gr eater 

ease in perf ormanc e wi th less slide mo vement. The euphonium and 

tuba c ontinue d to be de veloped thr oughout the 20th c entur y by 

including v arious c onf igur ations, notabl y including 4th and 5th 

valves or r otors tha t pr ovide for gr eater e ase in pitch manipula tion 

and dexteri ty. 

Various instrumen ts have come and gone thr oughout this time 

period as w ell. These include no velt y instrumen ts such as the 

double-belle d euphonium, alterna tiv es to modern instrumen ts such 

as the saxhorn, and v arious bass instrumen ts including ophicleides. 

With be t ter designe d instrumen ts and the de velopmen t o f 

musicians wi th incr eased technic al and music al abili ty, trumpe t, 

horn, tr ombone, and tuba be came standar d par ts of the or chestr a 

wi th incr eased exposur e wi thin the lar ge ensemble and numer ous 

solo works. At the same time, the c oncert band de veloped wi th 

the br ass section pla ying a signif icant r ole wi th the inclusions o f 

sections o f trumpe ts, corne ts, horns, tr ombones, euphonium /

bari tones, and tubas. 
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2. Getting Started with 
Posture, Breathing, and 
Embouchure 

While each brass instrumen t has i ts own peculiari ties, many 

elements are common acr oss all brass instrumen ts r elated to 

postur e, breathing, and embouchur e. Within e ach instrumen t, we 

will discuss v ariations on the fundamen tals tha t f ollo w, but all br ass 

instrumen ts utiliz e the same elemen ts. It is impor tant as a teacher 

of br ass students tha t w e emphasize these fundamen tals for all 

studen ts before they have the instrumen ts in their hands and 

continuing thr oughout their br ass playing c areers. 

Posture 

The t wo most impor tant aspects of all br ass playing r egarding 

postur e are that the torso sta ys symmetric al and well balanc ed and 

that the en tir e body is relaxed and comf or table. This open posi tion 

allows for fr ee breathing tha t is cri tic al for all br ass playing. I f the 

arms are kept close to the bod y or the back is c ollapsed, the lungs 

are less able to full y inhale wi th ease, resulting in a stuf f ier sound, 

limi ted sustain, and gr eater fa tigue. Beginning pla yers should ha ve 

proper postur e emphasized fr om the f irst lesson on, so tha t habi ts 

are established tha t become automa tic. I mpor tantl y, proper postur e 

should be establishe d before intr oducing the instrumen t, and the 

instrumen t should al ways be brought to the bod y tha t is alr eady 

in pr oper postur e. Beginning pla yers will o ften base their postur e 

off of the instrumen tÕs position, which c an lead to t wiste d torsos 
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and collapsed bodies tha t inhibi t good air f low and tension-fr ee 

manipula tion o f the instrumen t. 

Proper postur e on brass instruments r equires a well-balanced, open tor so and 
relaxed arms that allow f or fr ee breathing and movement. 

Torso 

Symmetric al and vertic al postur e in the torso establishes a 

foundation f or all br ass (and woodwind) pla ying. Before studen ts 

have instrumen ts in their hands, te achers should establish pr oper 

postur e. Star t by having studen ts stand, as the y are less likely to 

allow the back to c ollapse. An emphasis should be plac ed on 
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vertic ally aligning shoulders, hips, and ar ches of the f eet while 

keeping the spine c enter ed and extende d. The body always remains 

symmetric al wi thout an y twisting or fa voring o f one side o f the bod y 

over the other . Once seated, the shoulders should sta y aligned wi th 

the hips, allo wing f or a comf or table, tall orien tation o f the spine. The 

head should be held c omf or tabl y up so tha t the chin is pulle d away 

fr om the thr oat. One exercise tha t can be done is to plac e the hand 

on top o f the he ad and envision pulling an in visible string up ward, 

as thoug h suspended lik e a marione t te. 

Proper torso alignmen t can also be established by having the 

studen ts stand wi th their f eet shoulder wid th apar t. Allo w the bod y 

to c ollapse at the w aist, wi th the arms hang ing to the gr ound. The 

studen ts should slo wly roll their bod y up on a slow count. Every 

four th c ount, a dif ferent par t o f the bod y should be in plac e. 

Shoulders ar e a frequent issue f or beg inning br ass players. The 

upper torso should be open b y having the shoulders r olled back 

wi th r elaxed arms. At the same time, the shoulders should not be 

hyper extende d by bring ing the shoulder blades toge ther , creating 

tension acr oss the fr ont o f the upper torso. One e xercise to 

establish pr oper shoulder plac ement is to ha ve studen ts star t wi th 

their shoulders c ollapsed forward. They should then r oll their 

shoulders up and back, stopping onc e they are comf or table. This 

action will cr eate a natur ally open, tension-fr ee shoulder postur e. 

In brief, the k ey consider ations f or pr oper postur e 

include the f ollo wing: 

1. Hips line d up vertic ally over the ar ch of the f oot 

2. Base of the ne ck line d up vertic ally over the hips 

3. Shoulders c omf or tabl y rolled back allo wing f or 

the open pr esentation o f the upper torso. 
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4. Head raised comf or tabl y wi th slig ht elevation o f 

the chin. 

 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=50 
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Common Issues for Torso Posture 

Collapsed back - Studen ts fr equentl y will slouch, allo wing 

the lo wer back to c ollapse and the shoulders to c ome 

forward. This postur e diminishes lung c apacity and limi ts 

full br eath suppor t. Related issues include el bows or the 

instrumen t r esting on the leg. Visual cues ( e.g. marione t te 

string on the he ad) and postur e establishing e xercises (e.g. 

rolling the bod y in to posi tion ) can help to r einf orce proper 

postur e. 
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Exaggerated postur e- Beginning pla yers seeking to ple ase 

their te achers often will e xaggerate their postur e by 

pushing the upper torso f orward, pulling the shoulders 

back too far , and bending the he ad back to cr eate tension in 

the thr oat. This pushes bell fr ont instrumen ts above a 

position par allel to the f loor , akin to wha t is o ften seen in 

marching band. These o ver-exaggerations le ad to incr eased 

tension in the back, ne ck, and arms tha t can inhibi t r elaxed 

air suppor t and easy manipula tion o f the instrumen t.. For 

these studen ts, the r oll up e xercise can be very effectiv e 

while the te acher w atches to r emind studen ts of wher e to 

stop their unr oll. 
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Arms and hands 

For all instrumen ts, relaxed arms and hands wi th limi ted tension 

are cri tic ally impor tant f or both pr oper te chnique and good 

ergonomics. W hen studen ts in tr oduc e tension in to their el bows, 

wrists, and f ingers, the y create issues tha t inhibi t f luid perf ormanc e 

and pr omote long term he alth issues such as muscle sor eness, 

tendoni tis, and f ocal dystonia. 
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As a general rule, sharp ang les should be avoided, especiall y in the 

wrists and f ingers. At ten tion should be g iven to ensur e that arms 

and wrists do not c ollapse. Good postur e allows for space between 

the arms, the bod y, and the instrumen t. 

For a neutr al position, the upper arm should be c omf or tabl y away 

fr om the torso o f the bod y so that the rib c age can natur ally expand 

when de ep inhala tions ar e made. Shoulders should be r elaxed and 

fall natur ally down, and ther e should be space between the el bows 

and the musician Õs sides. When taking a de ep breath, the arms 

should not ne ed to mo ve. 

While the e xact posi tioning o f f ingers and wrists dif fer fr om one 

instrumen t to the ne xt, ther e are few consider ations tha t appl y to 

all wind instrumen ts. 

¥ Wrists and f ingers should be posi tione d in c ontinuous lines 

and cur ves. No severe angles should be pr esent. 

¥ The hand f orms a C shape when y ou play. Fingers should not 

be comple tel y f lat, and f or br ass instrumen ts, the tips o f the 

f ingers should be use d on top of the v alves 

Common Issues with Arms/Hands 

Fly-away arms - Beginner pla yers will o ften exaggerate 

their arm plac ement, posi tioning the arms close to par allel 

to the gr ound. This postur e inhibi ts good air pr oduc tion 

and can lead to r epeti tiv e str ess injuries. Studen ts should 

28  |  Get ting Star ted wi th Postur e, Breathing, and Embouchur e



drop the arms to their sides and r eturn to pla ying posi tion, 

wi th at ten tion to allo wing the arms to na tur ally hang. 
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Collapsed arms or wrists - Studen ts will o ften allo w their 

arms to c ollapse against their rib c ages or collapse the 

wrists in to their instrumen ts. This postur e limi ts air 

suppor t and c an lead to str ess injuries. Studen ts should se t 

their instrumen ts down and allo w their arms to hang a t 

their sides. The y should tak e note o f how the arms na tur ally 

hang away fr om the rib c age and should seek to imi tate tha t 

postur e. Regarding c ollapsed wrists, spe cif ic details f or 

corr ection o f hand posi tion c an be found in discussions o f 

individual instrumen ts, but in gener al, ther e should be a 

continuous cur ve thr ough the wrists and f ingers wi thout 

any rig ht or acute ang les. At ten tion should also be g iven for 

f lat f ingers which slo w down agili ty. 
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Breathing 

When playing br ass instrumen ts, musicians should f ocus on deep 

breathing tha t allo ws for the full e xpansion o f the rib c age. This 

approach to br eathing is dif ferent than t ypic al breathing in lif e, 

which tends to use just the upper por tions o f the lungs and r equir e 

li t tle expansion o f the rib c age. It is cri tic al that beg inning br ass 

players are taught pr oper br eathing f or sustaining full tone o f their 

instrumen ts, and tha t r egular exercises for in tr oducing pr oper 

breathing and e xpanding lung c apacity are a part o f warm up 

activi ties. 

Technique 

Brass breathing should f ocus on main taining open, r elaxed air ways 

on both the inhale and e xhale. The or al cavity and thr oat should be 

open (think Òahhhhh Ó) and expansion should be f elt in the acr oss the 

wid th o f the rib c age and down in the lo wer torso. The shoulders 

should not mo ve when br eathing de eply. 

The exhale should c ome imme diatel y wi thout pa use and should 

requir e effor t. Again, the or al cavity and thr oat should r emain 

relaxed, thoug h a firmness should be f elt in the abdominal muscles 

when exhaling. Emphasis should be plac ed on a full e xhale which 

leads to the ne ed for imme diate inhale. 

All br eathing on br ass instrumen ts should tak e place thr ough the 

mouth. 

Whenever you are practicing br eathing te chniques, mak e sure 

to be seated. It is very easy for studen ts to e xperienc e light-

headedness when de veloping pr oper br eathing te chnique be cause 

they ae frequentl y not ac custom to de ep breathing, which alters 

oxygen in take. 
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Breathing Technique Exercises 

Yawn br eathing -When f irst in tr oducing br ass instrumen t 

breathing, studen ts should be instruc ted to yawn. W hile the 

position o f the j aw is not c onsisten t wi th good br ass 

playing, the e xpansion o f the rib c age and dropping o f the 

lower abdomen is c onsisten t wi th good br ass playing. For 

most studen ts, this is one o f the f ew times in which full 

lung c apacity is engaged. 

A YouTube element has been excluded from this ver sion of the 
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text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=50 

Timed br eathing -To allow studen ts to de velop awareness 

of their o wn br eathing and to star t to build c apacity, time d 

breathing e xercises should star t every pr actic e session. 

Studen ts should be se ated during this ac tivi ty, at least at 

f irst, to pr omote pr oper postur e and to ensur e that 

studen ts do not fall o ver if the y become lig ht headed. 

Ini tiall y, the time fr ame should be shor t and balanc ed wi th 4 

counts br eathing in, and 4 c ounts br eathing out. On e ach 

inhale, studen ts should f ocus on r eaching their maximum 

lung c apacity while f eeling rib c age expansion and the dr op 

of the stomach. On e ach exhale, studen ts should mak e an 

effor t to full y exhaust their br eath. Ther e should be no 

pause between inhale and e xhale. As students become mor e 

comf or table wi th the ac tivi ty, times c an be extende d to 8 

and 16 counts of exhale, wi th an emphasis on c ontinuous 

and steady in take and exhale of air . 
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A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=50 

Paper airp lane-This exercise emphasiz es the r eversal of 

inhale to e xhale and the abili ty sustain both inhale and 

exhale smoothl y. Imagine tha t you have a paper airplane 

between your thumb and f irst f inger . Hold the paper 

airplane in fr ont o f your fac e. As you pull y our hand back 

toward your ear to thr ow, take a deep breath in tha t allo ws 

for the e xpansion o f the rib c age and drops the lo wer 

abdomen. I mmediatel y ÒthrowÓ the airplane, turning y our 

air fr om inhale to e xhale and ste adily blowing the airplane 

forward. When you are out o f air in y our lungs, imme diatel y 

bring the airplane back again while br eathing in and r epeat 

Get ting Star ted wi th Postur e, Breathing, and Embouchur e  |  37

https://pressbooks.palni.org/brasstechniquesandpedagogy/?p=50#pb-interactive-content
https://pressbooks.palni.org/brasstechniquesandpedagogy/?p=50#pb-interactive-content


the exercise. Make sure that you do not pa use between 

inhale and e xhale. 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=50 
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Breathing Capacity Exercises 

Thr ee sips-This activi ty is a varian t on time d br eathing to 

build on inhale c apacity. You will still do a c ontr olled inhale 

over 4 counts, but inste ad of imme diatel y turning to the 

exhale, pause, take 3 sips of air , and then do a c ontr olled, 

time d exhale. Each time y ou do the 3 sips, y ou should f eel 

expansion in y our rib c age that should bor der on 

discomf or t. 

A YouTube element has been excluded from this ver sion of the 
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text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=50 

Santa-This activi ty focuses on incr easing air exhale 

capacity. It beg ins wi th a time d inhale o f 4 counts, follo wed 

by 3 loud ÒHo, Ho, HooooÓ with the f inal syllable being 

sustained full y for 2 counts. Emphasis should be plac ed full y 

expending all air af ter 4 c ounts, and being able to full y f ill 

the lungs af ter 4 c ounts. Once studen ts can reliably inhale 

for 4 counts, the inhale should be shor ted to 2 c ounts, and 

eventuall y 1 count. 

A YouTube element has been excluded from this ver sion of the 
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text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=50 

Breathing Control and Resistance Exercises 

Stiff br eeze-This exercise allows for the visualiza tion o f 

steady, contr olled exhale. Hold a tissue in fr ont o f the fac e 

wi th the thumb r oughly 2 inches fr om the tip o f the nose. 

Inhale wi th a full br eath, and then e xhale on a ÒpuuuÓ 

syllable. The emphasis should be on blo wing the tissue as 

f lat as horiz ontal as possible wi thout v arying air spe ed or 

dir ection. Onc e this able to be done close to the fac e, the 

hand can be moved fur ther a way to incr ease at ten tion on 

steady air speed and dir ection. This ac tivi ty can also be 

done wi th the mouthpie ce to f ocus on air spe ed and 

dir ection. 
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A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=50 

Sizzle -This exercise allows for c ontr olled air exhale wi th 

the r esistance that natur ally occurs because of the 

embouchur e and mouthpie ce. When exhaling, ar ticula te 

and sustain the c onsonan t ÒTssssÓ. The focus should be on a 

continuous hiss wi thout change in pi tch or tone. Con tinue 

until air is c omple tel y expended fr om the lungs. As studen ts 

continue to engage in this e xercise, they should f ocus on 

extending the e xhale to 15 seconds or mor e. 
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A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=50 

Common Issues for Brass Breathing 

Shallo w br eathing - Shallowing br eathing is c an be 

diagnosed in man y dif ferent w ays. The pitch o f the inhale is 

very high wi th a r aspy tone, indic ativ e of a tig ht or al cavity. 

Ther e is also limi ted rib c age expansion as the br eath is 

contr olled by the upper chest as oppose d to the lo wer 
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abdomen. Of ten, studen ts will r aise their shoulders when 

they breathe, which fur ther inhibi ts deep breathing. T o f ix 

this pr oblem, the te chnique e xercises liste d above should 

be done, wi th a f ocus on expanding the rib c age. The yawn 

exercise in par ticular is a gr eat one f or teaching studen ts 

how deep breathing f eels. 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=50 

Weak exhale - Studen ts will o ften tak e a strong inhale, but 

experienc e issues with having a contr olled, str ong exhale. 
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Sound quali ty is the cle ar give away for this issue, as the 

tone on the instrumen t will be v ery air y and pi tch and tone 

will f luc tuate. Studen ts will o ften also lose good postur e, 

wi th the shoulder and back c ollapsing on the e xhale. The 

sizzle exercise is a great diagnostic tool, as the te acher can 

hear whe ther tone quali ty f luc tuates. The same exercise is 

also good for developing the studen tÕs awareness of their 

own te chnique, which c an lead to bet ter te chnique. 

At ten tion to pr oper postur e is also key. 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=50 
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Embouchure 

The embouchur e refers to the posi tioning o f the lips, j aw, and oral 

cavity. Unlik e other instrumen ts, the sound o f br ass instrumen ts is 

created by the vibr ation o f the musician Õs body, specif ically their 

lips. The instrumen t ser ves to focus and amplif y the sound o f lip 

vibr ation, which is c alled buzzing. Just like postur e and breathing, 

the k ey to pr oper embouchur e is limi ting tension and allo wing f or 

fr ee f lowing air . While each brass instrumen t has a slightl y dif ferent 

embouchur e, the fundamen tals for all br ass instrumen ts r emain the 

same. 

Jaw placement 

While ther e is not a sing le Òcorr ectÓ embouchure, most successful 

brass musicians posi tion their upper and lo wer jaws evenly 

vertic ally or wi th a slig ht underbi te. This is not to sa y tha t a studen t 

wi th a severe under or o verbi te cannot pla y a brass instrumen t, but 

they will ne ed to w ork on main taining balanc e between the upper 

and lower lip to allo w for fr ee f lowing air and r elaxed buzzing. An 

ideal embouchur e will be f lat fr om the base o f the nose to chin. 

The teeth ar e slightl y separated, wi th the spac e between the lips 

incr easing the lar ger the mouthpie ce becomes. At ten tion should be 

placed to ensur e that the j aw muscles b y the ears remain r elaxed 

and are not clenche d while pla ying, especiall y when pla ying in the 

upper r egister . 
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Jaw Placement Activities 

Vowel shaping -As we cannot see into our studen tsÕ 

mouths as the y play, the use of kinesthe tic r eminders is 

useful in br ass playing. Have the studen ts sing or sustain 

the sy llable, ÒAhhhh.Ó Then have the studen ts sustain the 

syllable, ÒEeee.Ó Discuss the differences they feel in their 

jaw and tongue plac ement as well as the tension the y feel 

thr oughout their or al cavity. Identif y ÒAhhhÓ as the proper 

placement o f jaw and tongue. 

Face shaping - Have studen ts place their hands on their 

cheeks so that their f inger tips ar e positione d between 

their upper and lo wer molars. The y should f eel slight space 

between the back molars wi th no tension in the j aw 

muscles near the e ars. This activi ty can be done at the same 

time as vowel shaping. 
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A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=50 

 

Lips 

The lips cr eate the sound o f all br ass instrumen ts, so at ten tion 

should be plac ed on main taining a f irm but r elaxed pr esentation 

of the lips. A good br ass embouchur e will pr ovide a f leshy pad 

for the mouthpie ce. The center o f the embouchur e, inside of the 

mouthpie ce, should be r elaxed wi th as li t tle tension as possible. 

Each brass instrumen tÕs embouchur e is slightl y dif ferent, but 

typic ally, ther e should be a r oughly even balance of top and bot tom 

lip wi thin the mouthpie ce. If the muscles in the c enter o f the mouth 
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are used to c ontr ol the embouchur e, tone will be come thin and 

brig ht. 

The corners o f the mouth pr ovide for the c ontr ol of the 

embouchur e. Corners should be f irm, allo wing f or the c enter o f the 

embouchur e to r emain soft. The corners o f the mouth c ontr ol t wo 

aspects of br ass playing: tone quali ty and pi tch. The tig hter the 

corners ar e, the brig hter the tone and hig her the pi tch. Beginning 

brass players should be r egular ly reminde d to c ontr ol their sound 

fr om the c orners o f the mouth, allo wing f or c enter o f the mouth to 

remain f leshy, allowing f or full buz zing. 

The pr esentation o f the pr oper br ass embouchur e is a flat line. 

Care should be tak en tha t studen ts nei ther smile nor fr own when 

playing, as these expr essions intr oduc e tension in to the lo wer lip. 

Exercises for Setting Up the Embouchure 

Deep br eath exhale- The embouchur e should f eel natur al 

and relaxed. One way to set the embouchur e is to have the 

studen ts tak e a deep, yawning br eath in and then close the 

lips on the e xhale, allowing the air to esc ape thr ough the 

nose. When doing this e xercise, studen ts should be 

reminde d to stop closing onc e the lips touch. Their 

tendenc y will be to c ontinue to close the j aw and clench 

the lips toge ther . 

Hum -Another w ay to establish the embouchur e ini tiall y 

is say, ÒHmmmmm. Ó The hum should be a loud, buzzy hum, 

encour aging the studen ts to main tain an open or al cavity, 
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relaxed jaw, and just-touching lips. S imilar to the de ep 

breath exhale exercise, studen ts should be r eminde d to 

stop closing the lips as soon as the y touch. 

Pea spitting -The f inal step in se t ting up a pr oper 

embouchur e is establishing the aper tur e, which is the hole 

in the embouchur e thr ough which air mo ves. Keeping this 

par t o f the embouchur e focused yet r elaxed is the sing le 

most impor tant par t o f the br ass embouchur e as it is the 

par t tha t cr eates the buz z sound. Onc e the embouchur e is 

establishe d, studen ts should en vision tha t the y are spit ting 

peas, allowing f or a fast str eam of air to mo ve thr ough a 

focused space in the embouchur e. They should be 

reminde d tha t if the y pinch the lips toge ther , the ÒpeaÓ will 

be smashed. Alterna tel y, they can also articula te the 

diph thong ÒpffÓ to create the same ef fect if y ou pr efer not 

to enc our age thoug hts of spi t ting. This c an be combine d 

wi th the H um exercise as well, making the sy llable, 

ÒHmmmph.Ó 
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A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=50 

 

Introducing the mouthpiece
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Studen ts should demonstr ate the abili ty to mak e the pr oper 

embouchur e before intr oducing the mouthpie ce for t wo reasons. 

First, the mouthpie ce blocks the te acherÕs view of the aper tur e of 

the embouchur e, making i t dif f icult f or the te acher to se e err ors. 

While mouthpie ce visualizers can be used, the ne ed to sani tiz e them 

between studen ts makes them impr actic al for gr oup instruc tion. 

Second and mor e impor tantl y, studen ts have the tendenc y to adjust 

the embouchur e to match the mouthpie ce, making i t f eel Òrig ht.Ó 

This often r esults in err oneous embouchur es that f orce too much 

lip in to the mouthpie ce or in tr oduc e tension thr ough the c enter o f 

the embouchur e. 

The mouthpie ce should be in tr oduc ed separate fr om the 

instrumen t. When playing just the mouthpie ce, the shank o f the 

mouthpie ce should be held be tween the thumb and f irst f inger . 

Care should be made to k eep the wrist r elaxed so to disc our age 

the in tr oduc tion o f later al pressure on the embouchur e. The 

mouthpie ce should be plac ed gentl y on the embouchur e wi th the 
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middle o f the cup c enter ed on the aper tur e of the embouchur e. 

Studen t should be r eminde d to set the mouthpie ce lightl y on the 

embouchur e, avoiding pushing i t in to the fac e or adjusting the 

embouchur e once the mouthpie ce is placed. 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=50 

Details f or cr eating f irst sounds on both mouthpie ce and the 

instrumen t will be discusse d in the ne xt chapter . 
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Common Issues for Embouchure Setup 

Smashed apertur e- Studen ts will ha ve a tendenc y to 

pinch the middle o f the embouchur e together , either 

puck er as thoug h to kiss the mouthpie ce or bunching the 

chin up under the mouthpie ce. Both of these si tuations 

limi t the fr ee buzzing o f the lip, inhibi t full tone, and c an 

lead to long term muscle pr oblems due to tension. R eturn 

to the H um or De ep breath exhale activi ties wi thout the 

mouthpie ce to establish pr oper embouchur e. 
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Cheek puffing -While some br ass players natur ally 

experienc e some cheek puf f ing when the y play (most 

famousl y, Dizzy Gillespie ), in gener al, cheek puf f ing should 

be discour aged as it is sign o f limi ted contr ol of the 

embouchur e from the c orners o f the mouth. W hen 

studen ts puf f their che eks, they place undue str ess on the 

center o f the embouchur e, leading to poor tone and 

contr ol, quick fa tigue, and possible muscle damage. The P ea 

spit ting ac tivi ty can help to disc our age cheek puf f ing. 

Additionall y, once the studen t is pla ying the instrumen t, 

playing long tones in the lo wer r egister c an help build 

muscle c ontr ol tha t will c ome in to pla y in the upper 

register wher e cheek puf f ing o ften oc curs. 
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Mouth piece p lacemen t - Ideally, the mouthpie ce should 

be center ed on the embouchur e both horiz ontall y and 

vertic ally (thoug h ther e are some individual instrumen t 

dif ferences). Individual studen ts may have specif ic r easons 

for misplac ed mouthpie ce placement, including den tal 

peculiari ties, skeletal abnormali ties, and pr onounc ed under 

or overbi te, but gener ally, most studen ts should be able to 

play wi th the mouthpie ce center ed on the embouchur e. 

Misplac ed mouthpie ces can result in quick fa tigue and tone 

and contr ol issues as one side of the embouchur e is mor e 

responsible f or c ontr ol than the other . It is cri tic al that 

err ors in plac ement ar e corr ected early in a studen tÕs brass 

playing c areer, as muscles will c ompensate f or 

misplac ement and habi ts will be built tha t ar e hard to 

corr ect later . For beginning pla yers, ther e will be li t tle 

dif ference in tone quali ty because of misplac ed 

mouthpie ces, but the dif ferences will be come mor e 

pronounc ed as the studen t pr oceeds forward. With this 

said, ther e are tr emendousl y successful br ass players (e.g. 

Jon Faddis, Maynard Ferguson) who play wi th asymme tric al 

embouchur es with gr eat success. 
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3. Tone Production 
Fundamentals on the 
Mouthpiece 

The sound on br ass instrumen ts star ts wi th the vibr ation o f the lips, 

which is c ommonl y referr ed to as buzzing. The mouthpie ce serves 

to f ocus the buz z and tr ansfer the vibr ation in to the instrumen t 

itself. The bod y of the instrumen t continues to f ocus the buz z and 

amplif y its volume. Anything wi th a mouthpie ce, body of tubing, and 

a flair bell c an fundamen tall y serve as a brass instrumen t. While 

the de tails dif fer fr om br ass instrumen t to br ass instrumen t the 

under lying fundamen tals of how tone is pr oduc ed remain the same: 

¥ Firmer lips and smaller or al cavity create a 

higher pi tch and a brig hter tone. 

¥ More relaxed lips and mor e open or al cavity 

create a lower pi tch and a dar ker tone. 

The other v ariable tha t impac ts br ass instrumen t pi tch and tone is 

air. Air can be thoug ht o f in man y dif ferent w ays, including quan ti ty 

and speed. 

¥ More air or faster air passing thr ough the 

apertur e results in a hig her pi tch and a fuller tone. 
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¥ Less air or slo wer air passing thr ough the 

apertur e results in a lo wer pi tch and a so fter tone. 

 

This r eturns to the principle addr essed on the f irst page o f this 

text: 

MORE AIR, LESS TENSION 

For all br ass instrumen ts, ther e needs to be ongoing a t ten tion to 

reducing tension. M ost impor tantl y, the embouchur e should be as 

relaxed as possible, wi th c ontr ol of the embouchur e being deriv ed 

primaril y fr om the c orners o f the mouth. T o aid in r educing tension, 

studen ts should be r egular ly reminde d to k eep the j aw and or al 

cavity relaxed (think the c onsonan t ÒAhhhhÓ), the throat should 

remain open ( focus on yawn br eathing), and the arms and torso 

should be r elaxed. Impor tantl y, the mouthpie ce should be set upon 

the embouchur e and not pushe d in to the lip. 

X-r ay cinef lour ography pr ovides a way to see inside 

the mouth as br ass musicians play. In this video clip 

fr om the 1968 disser tation b y Joseph A. Meidt, you can 

see how the tongue adjusts the amoun t o f space in the 

oral cavity and how the tip o f the tongue is use d for 

articula tion. 

Similar ly, using a mouthpie ce wi th a camera at tached 
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inside , you can see how the embouchur e vibr ates 

dif ferentl y in dif ferent r egisters. The aper tur e becomes 

smaller in hig h registers and a t soft dynamics, and 

broader in lo w r egisters and fuller d ynamics. 

Mouthpiece Buzzing 

While dif ferent instruc tors f eel dif ferentl y about the r ole of 

mouthpie ce buzzing (par ticular ly for lar ger br ass instrumen ts), the 

position o f this te xt is tha t mouthpie ce work is imper ativ e to 

developing and main taining good fundamen tals of br ass playing. 

The mouthpie ce is an impor tant tool f or br ass instruc tion f or a 

few r easons: 

1. The mouthpie ce is simple. For y oung pla yers, it also r emoves 

the c omple xity of handling and manipula ting the instrumen t 

itself. 

2. The mouthpie ce is diagnostic. The mouthpie ce presents the 

pur est pr esentation o f the tone tha t is being cr eated by the 

buzzing o f the lips. B y removing the r est of the instrumen t tha t 

serves to clarif y brass tone, you can diagnose tone quali ty and 

consistenc y issues much mor e readily. 

3. The mouthpie ce is task-independen t. M outhpie ce exercises 

are removed fr om li ter atur e being studie d, ther eby giving 

mor e focus to fundamen tals of good perf ormanc e. 

4. The mouthpie ce is por table. By developing a r ange of exercises 

for the mouthpie ce, brass players can mor e easily pr epare 

themsel ves for perf ormanc e thr ough fundamen tals of good 

warm up and w arm do wn. I t is quie t enoug h to be pla yed in a 

hotel r oom, small enoug h to be pulle d out in a c ar commute, 

and quick enoug h to allo w for f irst thing in the morning w arm 

up and end o f day warm do wn. 
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First Sounds on the Mouthpiece 

To set the embouchur e for the ini tial sound, f ollo w the 

follo wing steps: 

1. Say the sy llable, ÒHmmmmp f,Ó starting wi th the 

mouth open and closing the lips just to the poin t o f 

having them touch. 

2. Wi th the shank held be tween the thumb and f irst 

f inger , set the mouthpie ce gentl y on the lips. 

3. Relax the c orners o f the mouth to br eath in wi th a 

full br eath. (For the f irst time, studen ts can breathe 

thr ough their nose to mak e sure that the 

embouchur e does not shif t, but this should not be 

made a habit as it fails to full y f ill the lungs.) 

4. While ar ticula ting ÒPffffÓ or thinking about spi t ting 

peas, blow steady, full air thr ough the aper tur e of the 

lips. 
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A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=59 

Common Issues with Mouthpiece Placement 
and Buzzing 

¥ M isp laced mou th piece posi tion ÑThe mouthpie ce 

should gen tl y rest on the c enter o f the embouchur e. 

If the mouthpie ce is not c enter ed or if i t is pushe d 

heavily in to the lips, a buz z may not fr eely occur wi th 
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air leaking ar ound the edges o f the embouchur e. 

¥ Over-eng agement o f the cen ter o f the 

embouch ur eÑMost o f the c ontr ol for br ass playing 

takes place from the c orners o f the mouth. S tuden ts 

will tend to puck er or pinch the c enter o f their 

embouchur e, making i t so tha t air c annot mo ve freely 

thr ough the embouchur e. An effectiv e way to addr ess 

this is to ha ve studen ts envision a balloon. W hen the 

corners o f the balloon ar e pulled, the balloon sque als. 

If the same balloon w as pinched in the middle, i t 

would pr oduc e no sound. Studen ts can place one 

f inger on e ach corner o f the mouth and pr actic e 

pulling the embouchur e from the c orners o f the 

mouth while k eeping the c enter so ft and f leshy. 

A YouTube element has been excluded from this ver sion of the 
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text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=59 

¥ Weak con tr ol of the embouch ur eÑStuden ts will 

often buf f their che eks or have no contr ol of their 

embouchur e, leading to air le aking ar ound the 

mouthpie ce. Reinf orce the same balloon e xercise 

liste d above to enc our age contr ol fr om the c orners o f 

the mouth. 

¥ Lack o f air support ÑStuden ts tend to 

under estima te ho w much air is r equir ed for ef fectiv e 

tone c ontr ol. If the y breathe as the y do normall y, 

their sound will be v ery weak and inc onsisten t. This is 

par ticular ly true f or studen ts on lo w br ass 

instrumen ts. Exercises such as ÒPaper Airplane Ó and 

ÒSantaÓ will help to develop the r equir ed air suppor t. 

Mouthpiece technique 

The mouthpie ce can be used for several dif ferent purposes as a 

pedagogical tool. Since the mouthpie ce lacks the bod y of the br ass 

instrumen t to r efine the tone quali ty, it is very sensitiv e to small 

dif ferences in embouchur e, air, and technique. Because of this 

sensitivi ty, the mouthpie ce allows the studen t to he ar the impac t 

of small changes and de velop gr eater awareness of both a udio and 

kinesthe tic f eedback. The f ollo wing is a suggeste d sequence of 

activi ties tha t build embouchur e str ength and f lexibili ty. 
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Mouthpiece Exercises 

For all br ass players and par ticular ly beginner studen ts, i t 

is cri tic ally impor tant tha t ther e is as much time o ff the 

face as there is playing. M outhpie ce work for br ass players 

can be viewed in a similar w ay to w eight tr aining f or 

athle tes; i t simultane ously builds str ength and endur ance. 

And just lik e weight tr aining, too much-too fast c an cause 

excessive fatigue, de velopmen t o f bad habi ts, or in jur y. This 

sequence can be used as a regular par t o f the w arm up 

cycle for musicians a t all le vels. 

4 on, 4 off -On a c omf or table pi tch, sustain a mouthpie ce 

buzz for 4 counts and r est for 4 counts. Continue to r epeat 

this ac tivi ty thr ough multiple c ycles. When playing long 

tones, the studen t should pa y at ten tion to c onsistenc y of 

both pi tch and tone wi th a full-bodie d buzz at all times. 

Additionall y, at ten tion should be g iven to cle an at tacks and 

releases (especiall y once articula tion is ta ught). 
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A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=59 

Long tone - Similar to 4 on, 4 o ff, studen ts will sustain a 

single comf or table pi tch on the mouthpie ce. The goal wi th 

long tones is to e xtend the dur ation o f the sustain a t a soft 

dynamic. This e xercise pr omotes muscle and air c ontr ol 

and endur ance. After e ach long tone, the studen t should 

take the mouthpie ce off the fac e to r est for the same 

amoun t o f time tha t the mouthpie ce was on this fac e. 

Similar to 4 on, 4 o ff, at ten tion should be g iven to 

consistenc y of pi tch and tone wi th a viv acious buz z at all 

times. 

Mouthpie ce Sir ens-As air is blown mor e quickl y, the 
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corners o f the embouchur e natur ally f irm up, pulling the 

center o f the embouchur e tig hter . When perf orming sir ens, 

the studen t should star t at a low note and use gr adually 

faster air to allo w the pi tch to g lissando up. The y should 

then slo w down the air , causing the pi tch to dr op back to 

the star t pi tch. The f ocus in this ac tivi ty is on pi tch c ontr ol 

and main tain a full bodie d buzz at all times. The c enter o f 

the embouchur e should r emain sof t and f leshy. 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=59 
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Melody playing - Since the mouthpie ce is a full y 

chr omatic br ass instrumen t, all pi tches c an be played on i t. 

Studen ts should sele ct simple melodies o f limi ted range to 

play on the mouthpie ce. Ini tiall y, the melodies should be 

made of up o f steps and slo w r hythms to facili tate easier 

technic al execution, but gr adually can become mor e 

comple x. This activi ty also makes a great gr oup exercise as 

studen ts then ne ed to ma tch pi tch and timbr e wi th other 

studen ts. At ten tion should be g iven to making sur e that the 

pi tches ar e immediatel y center ed and tha t tone is 

consisten t and full v oiced. 

 

Common Issues with Tone Production on the 
Mouthpiece 

Inconsisten t pi tch and /or tone - Instabili ty in pi tch or 

tone is t ypic ally caused by one of t wo issues. First, the 

embouchur e can lack stabili ty. Watch f or fr equent 

movement in the lo wer jaw or c onstan t f idgeting wi th the 

embouchur e. This is par ticular ly the c ase early in sustaine d 

playing as studen ts tr y to mak e the mouthpie ce ÒfitÓ right 

on their embouchur e. Second, air suppor t can be 
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inconsisten t. Studen ts can play wi th huf fs of air r ather than 

a steady air str eam or squirm while the y play causing the 

air f low fr om lungs to the embouchur e to be inc onsisten t. 

Long tones ar e impor tant exercises for these studen ts wi th 

a focus on main taining ste ady pi tch and tone. W atching 

themsel ves in a mirr or c an help as well as they can visually 

see additional mo vement tha t may inhibi t smooth sound. 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=59 

Weak buzz (or no buzz )-The sound when buz zing on the 
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mouthpie ce should be a rich sound full o f many overtones. 

When playing wi th under -suppor ted air , the mouthpie ce 

will sound, but the buz z will be fuz zy and lack richness. 

This is caused by onl y one lip vibr ating or a v ery weak 

vibr ation fr om both lips. This c an also occur if studen ts 

heavily pr ess the mouthpie ce into one lip ( typic ally the 

bot tom lip ), causing onl y one lip to full y buzz. Breathing 

exercises are cri tic al for this studen t (especiall y ÒSizzleÓ and 

ÒSantaÓ) to ensure that the y have enough air on their e xhale 

to suppor t a full sound. Limi ting pr essure and keeping a 

soft f leshy cushion in the middle the o f the embouchur e 

also helps to allo w the air to in ter act wi th the lips. 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=59 
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Leaking air - Many studen ts will e xperienc e air leaking 

around the sides o f the mouthpie ce. This can be indic ativ e 

of either o verly relaxed corners or pinching in the middle o f 

the embouchur e (or o ften times both ). ÒSir ensÓ are a good 

exercise for developing c orner str ength while pa ying 

at ten tion to k eeping the c enter o f the lips so ft and 

cushione d. 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=59 
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4. Brass Acoustics 

Brass instrumen ts are all built on a shar ed set o f acoustic al 

principles. These principles mak e it tha t concepts learned on one 

instrumen t tr ansfer to all other br ass instrumen ts. If you can 

develop your familiari ty wi th these under lying principles, y our 

movement between instrumen ts as a performer and a te acher will 

be greatl y simplif ied. 

Overtone series 

All music al sounds make use of a fixed overtone series which is 

dic tated by physics. These overtones become appar ent on non-

brass instrumen ts as well in par ticular si tuations, such as the 

altissimo r egister on sing le reed instrumen ts and harmonics on 

strings. The par ticular c ombina tion o f overtones wi th varying 

degrees of pr ominenc e is also what g ives each instrumen t i ts unique 

timbr e. A great illustr ation o f these overtones c an be heard if y ou 

play a note on an y instrumen t dir ectl y in to an undamper ed grand 

piano. The strings o f the piano will sympa the tic ally resonate the 

present overtones, cr eating a harmonic e cho of the instrumen t tha t 

was played. 

For all music al sounds, the o vertone series is f ixed based on sound 

wave ratios. Every time the length o f a sound w ave is cut in half, our 

ear per ceives the dif ference of an octave between any two pi tches. 

So to use a commonl y referenced pi tch, A440 is the A abo ve middle 

C (aka a4). A220 is one oc tave lower, the A below middle C ( aka a3). 

A880 is the A above the tr eble clef staf f (aka a5). Similar r atios exist 

for every harmonic in ter val. A quick Goog le search for ÒHarmonic 

Series RatiosÓ will give you a much mor e scientif ic and de taile d 

explanation than will be pr ovided her e for the curious! 
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So what does this me an for br ass instrumen ts? As you have 

already notic ed, ther e are only 3 valves on most br ass instrumen ts 

(or seven slide posi tions f or the tr ombone ). There are obviousl y well 

mor e than seven notes tha t can be played on a br ass instrumen t, 

and this is done thr ough the manipula tion o f the o vertone series. 

On any f ingering c ombina tion, a sequence of par tials c an be 

played. Partials ar e the pr esentation o f the v arious o vertones as 

the primar y overtone on a br ass instrumen t. You may also hear 

brass players refer to shel ves, which is a slang r eference to br ass 

par tials. Each br ass instrumen t has a fundamen tal pi tch, which is 

the h ypothe tic ally lowest note in open f ingering ( or f irst posi tion 

for tr ombone ), as shown in the char t belo w. For some br ass 

instrumen ts, par ticular ly the trumpe t, this pi tch is not usable due 

to the ac oustic al construc tion o f the instrumen t which distor ts the 

timbr e in tha t r egister . With tha t said, this fundamen tal is r egular ly 

used in advance liter atur e for various instrumen ts including horn, 

bass trombone, and tuba. 

Brass Instrumen t Fundamen tals 

Notes in par entheses are functionally unusable due to 

tone or intonation 

Above that fundamen tal, open f ingers f ollo w the same pa t tern. 
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Partial Change fr om 
previous par tial 

Change fr om 
fundamen tal 

Fundamental 

1st partial Perf ect 8 1 Octave 

2nd par tial Perf ect 5 1 Octave + Perf ect 
5 

3rd par tial Perf ect 4 2 octaves 

4th par tial Major 3 2 octaves + Major 3 

5th par tial minor 3 2 octaves + Perf ect 
5 

6th par tial f lat minor 3 2 octaves + flat 
minor 7 

7th par tial sharp Major 2 3 octaves 

Hypothe tic ally, this pat tern c ontinues inf ini tel y wi th incr easingly 

smaller in ter vals between notes. For musicians tha t perf orm 

advanced li ter atur e that continues in to tha t upper r egister , 

individuals will fr equentl y iden tif y the easiest f ingering 

combina tions and par tials to use f or various notes. H istoric ally, 

ther e was also liter atur e wri t ten tha t utiliz ed this e xtr eme upper 

register , such as diatonic trumpe t music o f the Bar oque period. 

As shown in the char t belo w which pr esents the most c ommon 

brass instrumen ts, once the fundamen tal pi tch is establishe d, it 

becomes easy to iden tif y the various par tials using the series o f 

inter vals. Each partial also has char acteristic tuning pr oblems. 

Octaves of the fundamen tal ar e always in tune, but the other par tials 

need to be adjuste d thr ough the embouchur e to ensur e that the y 

are played in tune. N otabl y, the 6th par tial is so f lat tha t i t is 

func tionall y unusable. 
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Valve acoustics 

The valves on all br ass instrumen ts are developed the same w ay, 

allowing f or the tr ansfer of f ingering c oncepts acr oss brass 

instrumen ts. The r ole of each valve stays the same between brass 

instrumen ts, and the same sequence of combina tions is use d as it 

relates to the par tials. Onc e you learn valve sequences on one br ass 

instrumen t, you can tr ansfer those ide as across instrumen ts. 

Whether a v alve, a rotor , or a slide, the under lying func tion 

remains the same. W hen the v alve or r otor is depr essed or the slide 

is moved out, addi tional tubing is adde d to the instrumen t by the 

addi tional channels tha t ar e opened in the v alve or r otor . By adding 

addi tional tubing, the pi tch on the instrumen t mo ves flat. 

    

When pr essed down, valves and rotors open addi tional 

tubing f or air to mo ve thr ough, ther eby making the 

pi tch f lat. 

 

All br ass instrumen ts aside for tr ombone ha ve thr ee valves or 

rotors, and man y are augmented wi th 4th v alves (and in the c ase of 

tuba, oc casionally 5th and 6th r otors ). Valves, rotors, and tr ombone 

slides are mechanic ally dif ferent, but their func tion is the same: 

to open up addi tional tubing f or air to mo ve thr ough. By adding 

tubing to the br ass instrumen t, the instrumen t becomes longer , 
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which r esults in a lo wered pi tch. The r ole of each valve/r otor is as 

follo ws: 

1st valve-lo wers Major 2nd 

2nd valve-lo wers minor 2nd 

3rd valve-lo wers minor 3r d 

4th valve-lo wers perf ect 4th ( found on pic colo trumpe t, hig her 

quali ty euphonium, and man y tubas) 

5th valve-lo wers f lat Major 2nd ( found on ad vanced tubas in some 

keys) 

6th v alve-lo wers f lat minor 2nd ( found on ad vanced tubas in some 

keys) 

The horn addi tionall y has a unique system tha t cr eates t wo 

instrumen ts in one. The so c alled ÒtriggerÓ on double horns opens a 

second set o f tubing tha t is pi tche d a perf ect f our th hig her fr om F 

to Bb which pr ovides a dif ferent set o f f ingering c ombina tions and 

allow for gr eater e ase in certain r egisters. 

When learning v alve combina tions, the same se quences are used 

to pr oduc e chromatic notes as the y relate to the fundamen tal. 

Because the par tials on br ass instrumen ts become closer toge ther 

the hig her the r egister is, man y pi tches have multiple f ingerings 

that can be func tionall y used. In gener al, the pr eferr ed f ingering is 

the one posi tione d hig her up on the char t belo w, as the intona tion 

issues become mor e pronounc ed lower down on the char t. The 

other a vailable f ingerings be come alterna tes tha t can be used in 

rare occasions such as trills, c omplic ated technic al passages, and 

corr ections to par ticular ly out o f tune upper par tials. You will notic e 

that the 1st and 2nd v alves on their o wn ar e natur ally slightl y f lat 

and the 3r d valve is unusably f lat. This is to ac commoda te f ingering 

combina tions wi th them tha t become sharper . 
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Valve 
combination 

Chromatic 
change 
down 

Intonation 
tendency 

0 (no valves) Unalter ed 
par tial In tune 

2 minor 2nd 5 cents f lat 

1 Major 2nd 5 cents f lat 

1-2 minor 3r d 1 cent sharp 

(3) minor 3r d 
(unusable) 21 cents f lat 

2-3 Major 3r d 8 cents f lat 

1-3 Perf ect 4th 7 cents sharp 

1-2-3 Augmented 
4th 

28 cents 
sharp 

Dif ferent f ingerings or other te chniques ar e used to allo w for the 

corr ection o f the inna te in tona tion pr oblems o f various f ingerings, 

which will be discusse d in the chapters on individual instrumen ts. 

Pertinen t at the momen t, the 4th v alve found on man y euphoniums, 

tubas, and specialt y trumpe ts serves a specif ic purpose as a mor e in 

tune alterna te to 1-3 combina tions. 4 c an be used in plac e of 1-3 to 

play a perf ect 4th and 2 -4 in plac e of 1-2-3. It also allo ws the pla yer 

to close the gap cr eated between the fundamen tal and f irst par tial, 

func tionall y extending the r ange of low br ass instrumen ts. 

Conical versus Cylindrical Construction 

The acoustic design o f br ass instrumen ts affects their o verall timbr e 
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as well as aspects of individual instrumen tsÕ technic al perf ormanc e. 

The primar y distinc tion de als with the c onstruc tion o f bor e 

(diameter ) of the tubing which c ome in t wo variations: 

Conical bor e 

The bor e gradually incr eased in diame ter fr om the 

mouthpie ce thr ough the bell f lare. The resultan t timbr e 

is typic ally warmer and less dir ect. A conic al bor e 

instrumen t will r equir e mor e air than a similar ly sized 

cylindric al bor e instrumen t but will t ypic ally have a 

smaller mouthpie ce that is mor e responsive to pi tch 

adjustmen t. 

Cylindrical bor e 

The bor e stays the same fr om the mouthpie ce to the 

f lare of the bell. The timbr e tends to be v ery dir ect and 

brig ht. The mouthpie ce will be wider than a similar 

conic al instrumen t but will be mor e temper amental to 

embouchur e changes in r egard to timbr e. 
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Conical instruments have a continuous taper fr om the mouthpiece to the bell. 
Cylindrical instruments maintain tubing bor e diameter fr om the mouthpiece 
to the bell f lar e. 

While ther e are no standar d br ass instrumen ts tha t ar e pur ely 

cylindric al or conic al, brass instrumen ts are typic ally grouped 

around these tendencies. I nstrumen ts wi th c ylindric al tendencies 

include trumpe t, tr ombone, bari tone, and sousaphone. I nstrumen ts 

wi th c onic al tendencies ar e horn, euphonium, tuba, c orne t, and 

f lugelhorn. 

Familiari ty wi th these char acteristics c an help te achers 

understand issues tha t studen ts encounter . Beginner studen ts on 

conic al instrumen ts need to f ocus on rich tone de velopmen t and 

may have issues centering pi tch. These instrumen ts also requir e 

mor e air than similar ly sized cylindric al instrumen ts, requiring a 

mor e relaxed embouchur e that allo ws for fr ee buzzing. Depending 

on construc tion, v alve/r otor slides ma y not be r eversible, so 

studen ts should tak e care to plac e slides back in to the instrumen t 

wi th c orr ectl y matche d tubing bor es. 

Beginner studen ts on c ylindric al instrumen ts will f ind tha t fa tigue 

sets in mor e quickl y and need to be aware of the poten tiall y striden t 
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tone tha t the y often cr eate.  Their embouchur e needs to be mor e 

focused and f irm than studen ts on similar ly sized conic al 

instrumen ts as well. 

Transposition and Notation 

Similar to clarine ts and saxophones, br ass instrumen ts are pitche d 

in dif ferent keys. The pitching o f br ass instrumen ts r efers 

specif ically to the posi tion o f the fundamen tal pi tch o f the 

instrumen t. Instrumen t names r efer to the c oncert pi tch which 

sounds when pla ying the lo west fundamen tal par tial. This system 

dates back to when br ass instrumen ts were wi thout v alves, rotors, 

slides, or k eys to allo w for chr omatic perf ormanc e. As pieces were 

wri t ten in dif ferent keys, crooks needed to be adde d to the 

instrumen ts to allo w them to pla y the most t ypic al notes in e ach 

key. As chromatic addi tions w ere made to br ass instrumen ts, 

various k eys became preferr ed for each instrumen t. Common k eys 

for each instrumen t ar e listed below. 

Instrumen t 
Most 
common 
key(s) 

Addi tional 
keys 

Trumpe t Bb, C 
(orchestr al) Eb, D 

Horn F Eb, Bb 

Trombone Bb 

Euphonium Bb 

Tuba BBb, CC 
(orchestr al) Eb, F 
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Brass Notation 

The nota tion o f br ass instrumen ts is not c onsisten t in ho w i t 

addresses keyed instrumen ts. Treble and bass clef nota tions dif fer. 

Treble Clef Instruments 

Trumpe t and horn par ts are typic ally wri t ten to r ef lect instrumen t 

pi tch, as opposed to c oncert pi tch. This allo ws for tr ansferabili ty 

across dif ferent keyed instrumen ts. On these instrumen ts, the pi tch 

C represents the instrumen tÕs fundamen tal, r egardless of concert 

pi tch. So, on a Bb trumpe t, the wri t ten C is concert Bb. Similar ly, on 

an F horn, the wri t ten C is a concert F. 

The gener al rule o f thumb f or tr ansposing instrumen ts is tha t the 

wri t ten pi tch is wri t ten hig her than the c oncert pi tch. so f or the Bb 

trumpe t, the tr ansposition fr om concert pi tch to wri t ten pi tch is a 

Major 2nd up. For the F horn, the tr ansposition fr om concert pi tch 

to wri t ten pi tch is a Perf ect 5th up. 

The benef it o f this system o f nota tion is tha t studen ts can easily 

move between instrumen ts tha t ar e pitche d dif ferentl y. A trumpe t 

player will pla y a wri t ten F wi th the f irst v alve regardless of whe ther 

they play on a Bb, C, or Eb trumpe t (pr ovided the par t is wri t ten 

for tha t instrumen t). The disadvantage is tha t the pla yer must kno w 

what their wri t ten pi tch tr ansposes to in c oncert pi tch to 

communic ate wi th other musicians. 

Bass Clef Instruments 

Bass clef brass parts are typic ally wri t ten to r ef lect concert pi tch, 

regardless of the k ey of the instrumen t on which the par t is being 

played. The Bb that is wri t ten f or a tr ombone, euphonium, or tuba is 
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a concert Bb. If the musician is pla ying on an instrumen t tha t is not 

pi tche d in Bb (for example, a CC tuba), the f ingering c ombina tions 

change, forcing them to tr anspose the par t to perf orm i t. 

The benef it o f this system is tha t bass clef musicians spe ak the 

same key language as the r est of the ensemble. An F on the 

tr ombone is the same as the F on the piano. The disad vantage is 

for musicians when the y become mor e advanced and mo ve between 

instrumen ts tha t ar e pitche d in dif ferent keys. They must mak e sure 

to be aware of the k ey of their instrumen t, and pr oper ly tr anspose 

f ingerings to ma tch the tr ansposition. 

�2-&,+'2*����� ��

The euphonium ( or bari tone ) pose a unique challenge, in tha t par ts 

for bands ar e often wri t ten f or both bass clef (BC) and tr eble clef 

(TC). The parts are typic ally iden tic al in perf ormanc e, but ar e 

nota ted dif ferentl y. Euphonium TC f ollo ws the tr adition o f nota ting 

C as the fundamen tal, making i t a tr ansposing instrumen t. 

Euphonium BC is nota ted in c oncert pi tch. So while the sound 

created would be the same, Euphonium TC w ould have a C notated 

at the same time as Euphonium BC w ould have a Bb notated, 

matching c oncert pi tch. This nota tional pr actic e is due to the 

fr equency of having trumpe t players swi tch to euphonium or 

bari tone. The nota tion o f Euphonium TC par ts elimina ted the 

studen tÕs need to r elearn f ingerings and clef in the tr ansition to a 

new instrumen t. 
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5. Tone Production 
Fundamentals on Brass 
Instruments 

While fur ther instrumen t specif ic te chniques will be discusse d in 

later chapters, man y of the cri tic al types of exercises for tone 

produc tion ar e tr ansferable across all brass instrumen ts. It is 

impor tant tha t studen ts r emain at ten tiv e to their pr ogress 

thr oughout these e xercises, so that the y serve the func tion o f 

developing te chnic al competenc y. They should kno w both ho w to 

proper ly execute the e xercise and wha t the y are listening f or as the y 

comple te them. 

 Consistency 

Mouthpie ce exercises are the star ting poin t f or tone c onsistenc y, as 

the mouthpie ce provides a great diagnostic tool f or small changes 

in consistenc y. In addi tion to c ontinuing to w ork on mouthpie ce 

exercises, brass players of all levels regular ly use the f ollo wing sor ts 

of exercises. 
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Consistency Exercises 

Long Tones- Similar to long tone studies on the 

mouthpie ce, long tone studies on the instrumen t ar e highly 

effectiv e for developing c onsistenc y and embouchur e 

muscle tone. W hen on the instrumen t, studen ts should 

star t on an open f ingering o f a lower par tial tha t is 

comf or table. Long tones should be pla yed for a pr e-de cided 

number o f counts (star t at 8 counts, and gr adually add 4 

counts based on pr of icienc y), and make sure to play at a 

soft dynamic wi th a consisten t tone wi thout in terruption. 

After e ach long tone, tak e the instrumen t away fr om the 

embouchur e, allowing f or as much time o ff the fac e as on 

the fac e. Play one chr omatic step lo wer using the same 

number o f counts and te chnique. 
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A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p= 75 

Br oken Reming ton / Reverse Br oken Reming ton ÐThe 

Remington stud y is a variation on the long tone stud y. For 

beginner studen ts, i t is suggested to f ocus on one pi tch 

change at a time, inser ting a r est between changes. This 

exercise can be played star ting on an y par tial, thoug h the 

ones on which i t is wri t ten ar e suggested for beg inners. 

When playing the B roken Remington, studen ts should f ocus 

on tone c onsistenc y and pi tch c entering. This e xercise can 

also be used as an intona tion stud y once studen tsÕ 

embouchur es are thor oughly developed. For studen ts who 

have not y et developed the embouchur e str ength f or 

playing in multiple par tials, the Reverse Remington is a 
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good star ting poin t. Studen ts should onl y ascend as far as 

they can wi th an open r elaxed sound. I t is f ine if beg inner 

studen ts onl y play the f irst f ew measures of this e xercise. 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p= 75 

Reming ton /R everse Reming ton -Onc e embouchur e 

str ength has de veloped, the r ests can be removed fr om the 

two Remington e xercises. Again, the focus should be on 

two factors: tone c onsistenc y and pi tch c entering. I f the 

pi tch or tone be come unstable, the studen t should stop, 
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pause, and restar t fr om the beg inning as pi tches become 

mor e dif f icult to c enter as the pi tch in ter val becomes 

larger. 

 

Lip slurs 

Lip slurs ar e unar ticula ted movements between par tials wi thout 

altering f ingerings. T o move between par tials, br ass musicians use 

mor e focused air , resulting in a faster buz z of the lips. Ther e are 

many ways to visualiz e this change. 

¥ Vowel chang eÑLower notes use a mor e relaxed, open vowel, 

such as ÒOhhhÓ. To move up a partial, this v owel changes to 

ÒAhhhhÓ or ÒEeeeee.Ó The result is a smaller or al cavity wi th an 

embouchur e that pulls mor e from the c orners o f the mouth. 

¥ Air dir ection ÑThinking about air dir ection is another w ay to 

make the change tha t r esults in par tial change. H igher par tials 

need mor e forward moving air . This results in a mor e dir ected 

air str eam and a smaller aper tur e. 

¥ Air speed ÑFaster air pr oduc es a faster buzz, resulting in a 

higher par tial. Focusing on air str eam narr ows the air passages 

fr om lungs thr ough the embouchur e, allowing the same 

amoun t o f air to mo ve mor e quickl y. 

Regardless of the visualiza tion, i t is impor tant tha t a few 

fundamen tals r emain in plac e: 
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¥ The cushion f or the mouthpie ce in the c enter o f 

the embouchur e remains soft and f leshy 

¥ The body remains r elaxed thr oughout the torso, 

arms, neck, and embouchur e 

¥ Pressure from the mouthpie ce on the 

embouchur e is limi ted 

¥ Air is allo wed to dic tate the change in par tial, 

not tension 

An impor tant note is tha t br ass embouchur e developmen t is 

gradual, and unlik e other band and or chestr a instrumen ts, ini tial 

progress is very slow. While w oodwind and string pla yers are 

typic ally able to pla y an octave of pi tches in their f irst f ew days, 

many brass students will tak e a month or mor e to competen tl y 

move between shelves. This is normal, and studen ts should be 

encour aged to w ork on other c oncepts of ar ticula tion and cr eativi ty 

while de veloping str ength in their embouchur e to allo w for an 

expanded register . 

Lip Slur Exercises 

Mouth piece Sir ens (fr om chapter 3 ) are a great w ay to 

develop the f lexibili ty for pi tch change be tween par tials as 

they rely on mor e focused air and pr ovide imme diate 
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feedback to the ef fectiv eness of the change. Each o f the 

exercises below can also be perf orme d on the mouthpie ce 

to facili tate gr eater f lexibili ty and allow for diagnosis o f 

problems such as tension or thin tone. 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p= 75 

Lip Slur 1 2 3-These thr ee lip slur e xercises become 

gradually mor e advanced, but ar e built on the same basic 

concept. Studen ts mo ve between adjacent par tials b y 

altering the f ocus of their air . When ascending, studen ts 
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should f ocus on using air and moni toring their embouchur e 

and postur e to ensur e that the y are not in tr oducing 

addi tional pr essure or tension. On desc ending in ter vals, 

studen ts should f ocus on main taining a c onsisten t tone as 

tone will fr equentl y become less full as the embouchur e 

becomes less focused. Lip Slur Ex ercise #1 should be able 

to be pla yed wi thout an y issues of tension or tone bef ore 

moving on to Lip Slur Ex ercise #2. The same is true when 

moving fr om Exercise #2 to #3. S tuden ts should be 

encour aged to mak e up their o wn exercise pat terns as a 

way to main tain v ariety. 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p= 75 
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Chr omatic ex ercises- Many beginning pla yers will f ind 

dif f icult y in ascending be tween par tials. Chr omatic pr actic e 

can help, as it harnesses the chr omatic char acteristics o f 

the mouthpie ce allowing f or mor e gradual adjustmen t. 

Star ting on the open lo wer par tial, studen ts should asc end 

chr omatic ally using pr oper f ingerings using long tones. 

Advancement fr om one chr omatic pi tch to the ne xt should 

not happen unless the studen t can play the chr omatic pi tch 

wi th good tone wi thout tension. 

Common Issues for Lip Slurs 

Excessive pr essur e- Beginning br ass players quickl y 

discover tha t the y can alter par tials b y applying pr essure to 

the mouthpie ce. For trumpe t players especiall y, the pinky 

ring is use d as Òthe octave keyÓ by pushing in to the fac e. 

Tell tale signs o f excessive pressure are lingering pr essure 

rings on the embouchur e and thin tone. S tuden ts should be 

encour aged to set, not f orce, the mouthpie ce into the 

embouchur e. Returning to mouthpie ce exercises can also 

help mak e excessive pressure mor e apparent. Make sure 

the studen t is lig htl y holding the mouthpie ce between the 

f irst f inger and thumb to a void appl ying pr essure. 

Changing tone quali ty -As shelves change, beginning 
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studen ts often fail to adjust their air suppor t to 

accommoda te the chang ing or al cavity, resulting in 

f luc tuations o f tone quali ty. Impor tantl y, studen ts should 

not ad vance on to hig her par tials un til the y have been able 

to alterna te between lower par tials wi th good tone. Rushing 

to pla y high notes is c ommon, and c an result in the 

developmen t o f bad habi ts in volving excessive pressure, lip 

pinching, and poor air suppor t. I f studen ts are strugg ling to 

ascend between t wo specif ic par tials, the y should do long 

tones star ting on the hig hest w ell played par tial ad vancing 

chr omatic ally higher. Studen ts should not pass a chr omatic 

tone un til the y can play it wi th good tone and te chnique. 

Always emphasize tone c ontr olled by less tension and mor e 

air. 

If studen ts are strugg ling wi th good tone quali ty when 

descending thr ough lower par tials, the y are probably losing 

embouchur e focus. While i t is impor tant to enc our age 

studen ts not to pinch their embouchur e, they do need to 

main tain f irmness, par ticular ly in the c orners o f the mouth, 

as they descend. Frequentl y, studen ts will o ver-r elax their 

embouchur e as the oral cavity becomes larger, particular ly 

on low br ass instrumen t, r esulting in an unf ocused tone. Air 

suppor t can also become an issue in lo wer r egisters, so 

breathing e xercises to incre ase capacity can help. Similar to 

upper r egister de velopmen t, lower r egister should be 

developed thr ough chr omatic desc ending long tones, 

stopping on notes tha t lack good tone f ocus. 
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Dexterity 

Finger dexteri ty is not a major c oncern wi th beg inning pla yers, as 

they are working on de veloping embouchur e strength and c ontr ol. 

Wi th tha t said, dexteri ty exercises, couple d wi th melodic pie ces 

wi th limi ted range, can give beginning pla yers a sense of master y 

that can often times be limi ted. As students become mor e advanced, 

dexteri ty becomes a greater c oncern, par ticular ly related to full 

exchanges of valves where all f ingers swi tch posi tion ( e.g. 1 to 2-3 or 

2 to 1-3). 

When pr acticing de xteri ty exercises, studen ts should pa y close 

at ten tion to pr ecision and pla y no faster than the y can accur atel y. 

Additionall y, studen ts should be r eminde d tha t f inger (or slide ) 

movement is always quick, r egardless of the tempo o f the music. 

Brass players have a tendenc y to slo w down their f ingers as the 

music be comes slower, which r esults in sme ars or mute d tones. 

Care should also be tak en to pay at ten tion to and adjust f or 

intona tion inc onsistencies tha t oc cur when using f ingerings tha t 

are mor e characteristic ally out o f tune, spe cif ically 2-3, 1-3, 1-2-3. 

Great examples of dexteri ty exercises can be found in se veral books, 

notabl y the Arban and Clar ke studies. 

Dexterity Exercises 

Dexteri ty Ex ercise #1 ÐThis is an adapta tion fr om 

ClarkeÕs Second Stud y to mak e it mor e accessible for 

beginners. As wi th all de xteri ty exercises, this should be 
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played no faster than the studen t can play wi th accur acy at 

its most dif f icult par t. Each key should be pla yed separatel y, 

allowing f or a br eak between keys. Common k eys are 

shown her e, but onc e studen ts are familiar wi th these k eys, 

they can move on to less common k eys. In par ticular , pay 

at ten tion to in tona tion tendencies. 

Dexteri ty Ex ercise #2 -This exercise challenges the 

studen ts based on chr omatic tendencies wi thin a narr ow 

register . Each key should be pla yed as a separate exercise, 

allowing f or space between notes. Studen ts should star t 

this e xercise in the k ey which most closel y matches their 

best r egister wi th an emphasis on main taining a r elaxed 

embouchur e on ascending lines and good tone on 

descending lines. This is a par ticular ly effectiv e exercise for 

studen ts who ar e having issues wi th par tial shif ting. The 

thir d and four th me asures in each key can be played in 

isolation to help studen ts build embouchur e str ength and 

contr ol for par tial mo vement. 

Common Issues with Dexterity 

Stiff /A ngular H ands/W rists - Beginning pla yers will 

often f lat ten their f ingers or c ollapse their wrists as the y 

play, creating stif f, inf lexible join ts tha t hinder good 
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perf ormanc e. Studen ts should be r eminde d to pla y wi th the 

tips o f their f ingers on the v alves or slide wi th a continuous 

cur ve extending fr om the lo wer arm thr ough the wrist and 

into the f ingers. W hile sharp ang les will not inhibi t 

dexteri ty at beg inning le vels, it will be come an incr easing 

problem as studen ts pr ogress forward. 

Complete Ex changes-Comple te exchanges are fingerings 

that in volve movement fr om all the f ingers, f or example 1 to 

2-3 or 2 to 1-3. Beginning br ass players often strugg le wi th 

these comple te exchanged by either ha ving the f ingers not 

move in time simultane ously or cr eating e xcessive 

movement when doing these e xchanges. They should be 

practic ed in isola tion, wi th an emphasis on c ontinuous tone 

wi thout lack o f clari ty. 
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Slow fing ers-Younger br ass players will o ften have their 

f ingers ma tch the tempo o f the music. W hen music is fast, 

their f ingers exchange quickl y. When i t is slow, they slow 

down the spe ed of their f ingers. This slo w mo vement 

creates smears between notes as the v alves are only par tl y 

depr essed. When doing de xteri ty exercises, studen ts 

should r emain f ocused on quick f inger e xchanges, 

regardless of tempo. 

 

Creativity 

Creativ e activi ties ar e impor tant f or all beg inning musicians. 

Studen ts who ar e early adolescents arriv e in our classr ooms seeing 

themsel ves as creativ e beings. If beginning instruc tion on 

instrumen ts focuses on playing the rig ht notes the rig ht w ay, they 

can quickl y stop seeing themsel ves as creativ ely competen t, which 

becomes an issue when w e ask them to in terpr et, impr ovise, or 

compose music. 

Particular ly for beg inning br ass musicians, studen ts can quickl y 

become frustr ated in their slo w gr owth, espe ciall y if ther e are a 

small number o f studen ts who de velop master y of par tial mo vement 

quickl y. Creativ e activi ties tha t in volve shor t impr ovisation and a ural 

imi tation c an keep studen ts engaged and allo w them to se e that 

they are creativ e beings. 
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Creativity Exercises 

Thr ee note jam -Ask studen ts to iden tif y thr ee notes tha t 

they feel conf iden t playing. Have each studen t play a short 

melod y on those thr ee notes. You can also assign additional 

cri teria (e.g. specif ic length, spe cif ic r hythm, e tc ) as 

studen ts become familiar wi th this e xercise. 

Call -and -r esponse-As the teacher, play a four c ount 

Òcall.Ó Have each studen t r espond back to the c all wi th an 

imi tativ e response utilizing similar notes, r hythms, 

struc tur e, etc. This c an also be done wi th studen ts cr eating 

the c alls for one another . As the studen ts become 

comf or table wi th this ac tivi ty, you can extend the dur ation 

of each par t or appl y addi tional cri teria. For the r eluctant 

studen t, keep the c all simple, such as a quar ter note sc ale 

or r hythmic pa t tern on a sing le note. For the mor e 

adventur ous studen t, challenge them wi th longer or mor e 

comple x pat terns to imi tate. 

Show-and -Tell -Have studen ts compose a shor t melod y 

wi th specif ic cri teria (e.g. utilizing ne wly learned notes, 

applying a specif ic r hythmic pa t tern ). At the beg inning o f 

class, have each studen t show-and-tell their c omposi tion 

for one another . This can be extende d by having studen ts 

teach one another their melodies. 

Dr one- Drone activi ties can be a great w ay to allo w for 

low risk cr eativi ty as all other studen ts are activ ely playing 
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while individuals cr eate their ne w par ts. Establish a dr one 

wi thin the ensemble b y spli t ting the gr oup in to t wo par ts. 

Perf ect in ter vals work well, but y ou can certainl y use mor e 

dissonant in ter vals for variety. Each individual studen t is 

then r esponsible f or pla ying o ver the dr one. Instruc tions 

should be g iven to ensur e that the dr one is kept quie t 

enough for the soloist to be he ard. The dr one can serve as a 

low tone stud y for those on in the ensemble and a 

projection stud y for the soloist as the y learn to pla y full y 

over the r est of the gr oup. 

Warming Up 

While impor tant f or all musicians, w arm ups ar e cri tic al for br ass 

players. Wi thout a quali ty warm up, studen ts will e xperienc e fatigue 

at best and ph ysical in jur y at w orst. W hile the spe cif ic activi ties in a 

quali ty warm up c an vary, the f ollo wing elemen ts should be include d 

in each warm up session. Ac tivi ties tha t have been liste d so far in 

this te xt ar e good warm up e xercises for beg inning br ass players. 

Warm Up Sequence 

¥ Mouthpie ce buzzing 
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�  Long tones 

�  Sir ens 

¥ Chromatic long tones 

¥ Lip slurs 

¥ Chromatic and dia tonic de xteri ty exercises 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p= 75 
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6. Pitch and Intonation 

As you have certainl y notic ed, pi tch on br ass instrumen ts is 

primaril y contr olled by the embouchur e. The valves, rotors, or slides 

serve to alter tha t fundamen tal pi tch, but in the end, embouchur e 

adjustmen t contr ols pi tch a t the macr o level when mo ving between 

shelves and the micr o level when adjusting in tona tion. W hile each 

instrumen t has unique w ays to deal wi th in tona tion ( e.g. the 

tr ombone slide, adjustable v alve slides on trumpe t, 4th v alves on 

euphonium and tuba, rig ht hand in the bell o f the horn ), the 

embouchur e serves as the primar y method o f in tona tion 

adjustmen t. 

Relationship between Pitch and Tone 

One of the challenges o f adjusting pi tch on br ass instrumen ts is tha t 

when adjusting pi tch, the tone also changes. B rass players refer to 

the c enter o f a pitch, which is the poin t at which the embouchur e 

is buzzing at the e xact same pi tch as the instrumen t is pla ying. This 

creates the fullest tone, and ser ves as the target f or each pi tch. 

The embouchur e can be adjusted to addr ess intona tion issues due 

to tendencies o f par tials or f ingering c ombina tions. By f irming up 

the embouchur e and making the or al cavity smaller , the pi tch will 

move sharp. By relaxing the embouchur e and opening up the or al 

cavity, the pi tch will mo ve f lat. 

Unfor tuna tel y, by adjusting the embouchur e, the br ass player also 

alters the tone quali ty of their instrumen t. By tig htening the 

embouchur e and jaw, the pi tch goes brig ht and loses the richness 

of i ts overtones. By relaxing the embouchur e and jaw, the tone 

becomes under -suppor ted and unf ocused. Incr easing the amoun t 

of air c an counter act man y of these tendencies, but the mor e 
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dramatic ally the pla yer needs to adjust the embouchur e for pi tch, 

the mor e apparent the tone pr oblems. 

 

Embouchur e change for tone and pitch ar e integr ally r elated to one another. A 
change in embouchure for one impacts the other . 

Adjusting Intonation 

Due to the r elationship be tween pi tch and tone, i t is impor tant 

that br ass instrumen ts are regular ly adjuste d by their main tuning 

slide to be in tune. Due to the pi tch tendencies o f various par tials, 

brass instrumen ts tune best to oc taves of their fundamen tal pi tch, 

typic ally at the thir d par tial. For some y oung pla yers, this ma y be 

too hig h to pla y wi thout placing e xtr a stress on the embouchur e in 

which c ase the perf ect f if th at the se cond par tial c an be used. On 

horn, the Bb side o f the horn should be tune d f irst and then the F 

side. 

 

When initially tuning br ass instruments, the instrument should be tuned to 
the most comfortable octave of the fundamental to set up the instrument f or 
more successful intonation adjustment. N otes in par entheses can be used as 
secondary tuning notes or as substitutes f or students with limited r ange. 
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In addi tion to dail y tuning o f the main tuning slides, v alve/r otor 

slides on horn, euphonium, and tuba should be tune d to 

accommoda te f or in tona tion inc onsistencies on an oc casional basis, 

especiall y if w eather or cir cumstanc es signif icantl y change. While 

mor e advanced players may do adjustmen t based on specif ic 

music al demands of li ter atur e to be played, in gener al the f irst 

valve should be tune d to a major se cond belo w the fundamen tal 

note d above and the second valve to a minor se cond belo w the 

fundamen tal above. The thir d valve/r otor slide should be tune d 

using the 2 -3 fingering a Major 3r d below the note d fundamen tal. 

For instrumen ts wi th a 4th v alve, tune the slide a perf ect f our th 

below the optional note as this will be the most fr equent applic ation 

of the 4th v alve. 

Valve 
Horn 
Tuning 
Pitch 

Euphonium /
Tuba Tuning 
Pitch 

1 

Bb (on 
F side) 
Eb (on 
Bb side) 

Ab 

2 

B (on F 
side) 
E (on 
Bb side) 

A 

3 (using 
2-3 
f ingering) 

Ab (on 
F side) 
Db (on 
Bb side) 

Gb 

4 N/ A C 

Once the instrumen t is Òin tune,Ó it is impor tant to r emind studen ts 

that all the notes will not be in tune ( see the Acoustics  chapter 

for de tails ). With all beg inning instrumen talists, a c ommon m yth 

is assumed of ÒI tuned, ther efore, my instrumen t is in tune. Ó They 

still ne ed to be pr epared to listen and adjust pi tch, ei ther b y 

manipula ting the instrumen t or adjusting the embouchur e. 
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Explici tl y teaching the tendencies o f each valve combina tion and 

par tial will assist in making these adjustmen ts. 

When ther e is a way to adjust pi tch me chanic ally, this should 

be done f irst as i t also adjusts wher e the instrumen tÕs tone will be 

center ed. These options include the f ollo wing: 

¥ Trumpe tÐAdjusting the 1st or 3r d slides, par ticular ly for a5, d4, 

and c#4 

¥ HornÐAdjusting the hand in the bell to fur ther open or close 

the bell f lare 

¥ TromboneÐAdjusting the hand slide ( As this works on every 

pi tch, tr ombonists seldom adjust pi tch wi th the embouchur e) 

¥ Euphonium /T ubaÐUsing the 4th v alve as a substitute f or 1-3 

and physically adjusting the main tuning slide while pla ying 

(for mor e advanced players) 

If ther e is not a w ay to ph ysically adjust the instrumen t, the 

embouchur e should be used to lo wer or r aise the pi tch b y relaxing 

or f irming the c orners and opening or closing the or al cavity by 

changing vowel shape. The process is similar to adjusting pi tch 

between shelves. By chang ing mouth shape and tongue plac ement 

fr om ahhh to  ohhh, the pi tch will be come f lat. By chang ing the 

mouth shape and tongue plac ement fr om ahhh to  eeee, the pi tch 

will mo ve sharp. Wi th an y changes fr om center ed tone, mor e air is 

needed to ensur e that the quali ty of tone r emains the same when 

altering pi tch. 
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Exercises for Intonation Awareness and 
Adjustment 

Mouth piece Sir ensÐAs opposed to their use when f irst 

learning ho w to pla y brass instrumen ts, mouthpie ce sirens 

can be used by establishe d br ass musicians to f ocus in ter val 

contr ol. Studen ts should star t on a specif ic pi tch and 

inten tionall y adjust both abo ve and below tha t pi tch b y a 

specif ic in ter val. This can build a wareness of embouchur e 

adjustmen t f or dif ferent spaced in ter vals. 

Lip Bends ÐStar ting on a c omf or table pi tch, studen ts 

should pla y the pi tch and then r elax the embouchur e to 

bend the note f lat and then r eturn to the orig inal note. The 

goal is to ha ve pitch change wi th as li t tle tone change as 

possible. Wi th pr actic e, they should be able to c ontr ol the 

inter val. Ini tiall y, studen ts will onl y be able to bend pi tches 

f lat by a minor se cond, but wi th time, the y should be able 

to bend pi tches by a thir d or mor e. VID EO 

Reming ton Ex ercisesÐWith a tuner in hand, studen ts 

should pla y thr ough both descending  and 

ascending  Remington e xercises. For each pi tch, studen ts 

should mak e sure that the pi tch is in tune and tha t the tone 

is center ed. If individual in ter vals pose a problem, the y 

should stop on tha t note and isola te i t, ensuring tha t i t is 

accur atel y played in tune and in tone. 
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7. Articulation on Brass 
Instruments 

Articula tion on wind instrumen ts r efers to the use o f the tongue 

to star t and oc casionally stop the airstr eam. Typic ally, brass players 

use dental stops, which plac es the tongue against the base o f the 

upper pala te at the top o f the te eth. The y typic ally use the syllable  tu 

or  du to ar ticula te a note. 

In a few specializ ed techniques, specif ically double tonguing, a 

glot tal stop is use d. For glot tal stops, the tongue r ocks back in 

the mouth to me et the so ft palate at the top o f the thr oat. The 

syllable  gu or  ku are used to ar ticula te these te chniques. 

 

Tongue placement for most articulations occur against the base of the upper 
palate at the top of the teeth. Some specialized techniques utilize glottal stops 
at the back of the soft palate. 
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It is cri tic ally impor tant tha t the tongue quickl y f lick in to the air 

str eam and then r eturn to a neutr al ÒAhÓ or ÒOhÓ position. The 

articula tion should mer ely in terrupt the f low of the air to cr eate 

separation o f consecutiv e pitch, not bring the air str eam to a full 

stop. An imperf ect visualiza tion is a hand slipping thr ough a str eam 

of water . The water does not c ome to a full stop: r ather , it is mer ely 

interrupte d. 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p= 196 

Parts of an Articulation 

Each articula tion has thr ee parts tha t ar e tr eated dif ferentl y 

dependen t on the in terpr etiv e inten t o f the ar ticula tion. 
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All tones have thr ee parts: attack, sustain, and r elease. Articulation on br ass 
instruments primarily impacts the attack. 

The attack  ini tia tes the tone and is c ontr olled by the tongue. The 

choic e of star ting c onsonan t dic tates the in tensi ty of the 

articula tion a t tack.  Tu provides a str onger at tack.  Du provides a 

mor e legato at tack.  Lu is used by tr ombonists to mask slide 

movement to cr eate an extr emely lig ht ar ticula tion. T o play slurs, no 

tongue is use d, allowing the air to mo ve wi thout in terruption fr om 

one note to the ne xt. 

The sustain  is the tone i tself and is lar gest contr olled by the space 

in the or al cavity. When the tongue is plac ed hig her in the mouth, 

using an Eeee (as in mEEt or IPA: i ) or  Ahhh (as in fAther or  IPA: a) 

vowel, the tone is brig hter and mor e dir ect. When a mor e open 

vowel such as Ooo (as in shOE or  IPA: � ) or  Ohhh (as in rOW or IPA: 

u) is used, the sustaine d tone is dar ker and fuller . 

The r elease is the end o f the note. For ne arly all standar d 

articula tions ( marcato is the one e xception ), the tongue is not 

engaged for the r elease of the note. For c onnected notes, the a t tack 

of the f ollo wing note ser ves as the release of the pr evious tone. 

For notes wi th separ ation, the air c olumn r emains engaged between 

notes but a so ft g lot tal stop o f h is used to hold the air . 
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Impor tantl y, after e ver at tack, the tongue r eturns to a neutr al 

position a t the bot tom o f the mouth. W hile the v owel shape may 

vary wi th brig hter v owels for hig her notes and dar ker vowels for 

lower notes, c are should be made to mak e sure that the tip o f the 

tongue mo ves quickl y down fr om the top o f the mouth. 

Initial Exercises for Articulation 

Speak and P lay- Have studen ts vocally pr actic e 

articula tions and then imi tate them in perf ormanc e. Star t 

wi th f our notes o f even dur ation and the same pi tch. Wi th a 

metr onome, say ÒTah, Tah, Tah, Tah,Ó set the mouthpie ce, 

and play. When studen ts are speaking, make sure they are 

using the same c onsonan t and vowel wi th each note. As 

they play, make sure that the tone star ts imme diatel y wi th 

the f irst note and tha t the tone sta ys consisten t fr om one 

note to the ne xt.  VID EO 

Legato Articula tion - Have studen ts f irst f ocus on cle ar 

legato pla ying. This is the f oundation o f br ass articula tion. 

The ini tial a t tack should be pla yed clearly wi thout sur ging 

the sustain tha t f ollo ws. The goal is consistenc y of at tack 

and sustain wi th each note. Onc e repeated legatos can be 

played on a repeated note a t the same r ate, the r ate should 

be incr eased or scale pat terns c an be added to incr ease 

comple xity. 

Melodies b y ear- Have studen ts learn simple melodies b y 
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ear. While the pla y, focus on their c onsisten t use of legato 

articula tion and c onsistenc y of sustaine d tone. 

Call and Response Patterns - Play shor t 4 note pa t terns 

using legato ar ticula tion f or studen ts to he ar and then 

respond to. A t f irst, the te acher should pr ovide these 

pat terns, but studen ts should quickl y assume the 

responsibili ty of pat tern mak er. The teacher can put 

parameters on wha t is pla yed (e.g. all notes must be o f the 

same length or notes must be sele cted fr om a specif ic key). 

As students play, listen c arefull y for c onsistenc y of pi tch 

and at tack. As studen ts become mor e adept at imi tativ e 

perf ormanc e and articula tion, v ariations c an be include d in 

this ac tivi ty by extending the length o f the pla yed pat tern. 

 

 

Common Articulation Issues 

Slow/hea vy tongue -Articula tion should in terrupt the air 

f low very quickl y wi th just the tip o f the tongue full y 

stopping the air f low. If too much o f the tongue is use d, the 

articula tion will be come slow and the air will be stif led, 

creating lack of clari ty in the a t tack o f the tone and 

instabili ty in the sustain. Of ten, studen ts are tr ying to 
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articula te too he avily. To remedy this issue, have the 

studen ts vocally articula te bef ore playing using the Speak 

and Play activi ty. For studen ts wi th he avy tonguing, 

encour age them to think Dah inste ad of Tah to lig hten the 

weight o f the tongue.  Incorr ect modeling is also a good 

technique b y having studen ts use the wr ong syllables. Star t 

wi th ÒNah, Nah, Nah, NahÓ follo wed by ÒDah, Dah, Dah, Dah.Ó 

Tongue betw een teeth /E mbouch ur e ÒtonguingÓ- It is not 

uncommon f or studen ts to use their lips and j aw to 

articula te notes, using a  pa or ma syllable. This cr eates 

issues for tone pr oduc tion as i t in tr oduc es tension in the 

middle o f the embouchur e and distor ts the tone o f the 

subsequent sustain. Similar ly, many studen ts will o ver use 

the tongue, pushing i t between the te eth using 

a tha syllable, causing the j aw to mo ve as they play, again 

destabilizing the embouchur e. To remedy this issue, r eturn 

to  Speak and Play activi ties, emphasizing good tone on 

every tone.  VID EO for 1 & 2 

Uneven articula tions - Studen ts will o ften become slopp y 

in their ar ticula tions as mor e elements are intr oduc ed in to 

their perf ormanc e, such as new notes, faster passages, and 

expr essive markings. When this oc curs, their tongue 

placement becomes irr egular, either b y not using the same 

syllable f or all ar ticula tions or not allo wing the tongue to 

full y return to a neutr al position. Simplif ication o f task is 

cri tic ally impor tant f or this studen t. Simplif ication c an 

mean many things: slo wer tempo, less demanding te chnic al 

demand, less at ten tion to e xpr essive markings, etc. Onc e 

the studen t has demonstr ated consisten t ar ticula tion, 

begin to r eintr oduc e mor e comple xity. 

Weak starting  articula tions -Timing is a cri tic al element 
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for ar ticula tion, and this be comes very apparent wi th f irst 

note ar ticula tion. The air and the tongue ne ed to be timed 

perf ectl y wi th one another . If the tongue is mo ving early, 

the ar ticula tion will be w eak or non-e xisten t f ollo wed by 

a wah star t to the note as the air be comes full. The tongue 

is needed to suppor t the cle ar at tack o f f irst notes. I f the 

tongue is mo ving too la te, the note will ha ve a double at tack 

wi th the f irst establishe d by air and the se cond establishe d 

by the tongue. T o work on this issue, ha ve studen ts pr actic e 

star ting and stopping to mak e sure that the y can time the 

air and the tongue toge ther . VID EO 

Articulation Details 

All ar ticula tions ar e a variation on the same basic ar ticula tion 

concepts: 

¥ A clear at tack using a  dah or  tah syllable wi th the tongue 

¥ A consisten t sustain wi thout tension using an open v owel 

(usually ahhh (IPA: a) or ooo (IPA: � ) ) 

¥ An open air r elease without tongue mo vement, ending wi th 

an h consonan t 

With tha t said, each nota ted articula tion has slig htl y dif ferent 

conventions: 

Legato/T enuto - Follows the basic ar ticula tion c oncepts liste d 

above. The at tack o f the f ollo wing note is the r elease of the pr evious. 

Legato and tenuto t ypic ally use a dah articula tion. 

Accent -The at tack o f the note is str onger , using a tah articula tion. 

Because of the he avy at tack, care needs to be made to not distor t 

the sustain tha t f ollo ws. In some cases, air usage may be incr eased 

114  |  Articula tion on B rass Instrumen ts



for the a t tack, especiall y when addi tional mar kings (e.g. fp, sfz) are 

include d. 

Staccato -The at tack is t ypic ally lig ht, using a  dah syllable. Because 

of the shor tened sustain and separ ation fr om the f ollo wing note, 

the back o f the tongue rises slig htl y for the r elease to allow the air 

column to r emain engaged wi thout pr oducing addi tional sound. 

Marcato -The at tack is similar to the ac cent in i ts use of a 

str ong tah articula tion. The sustain is shor tened lik e in the stac cato. 

The release can be (especiall y in j azz and global music st yles like 

Mariachi and R omani music ) be tongue stoppe d, using 

a taht  syllable. 

Brass instrumen ts also utiliz e a variety of other ad vanced 

articula tions, such as multiple tonguing, f lut ter tonguing, and 

growling. M ore details on these ad vanced techniques c an be found 

in Advanced Techniques . 

Exercises for Developing Articulation Contrast 
for Beginners 

Articula tion Con tr ast Studies ÐWhen f irst in tr oducing 

contr asting ar ticula tions, studen ts should isola te each t ype 

of ar ticula tion on a sing le pi tch o ver a repeated rhythm. 

Emphasis should be plac ed on ar ticula tion c onsistenc y and 

quali ty tone. Onc e the studen ts can play wi th c onsisten t, 

high quali ty tone and ar ticula tion, the y should alterna te 

dif ferent ar ticula tions, emphasizing the c ontr asts between 

them. 
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Change It Up-One studen t star ts wi th a simple music al 

pat tern or melod y. The studen ts then pass i t ar ound b y 

playing the same notes but altering the ar ticula tion to 

create a dif ferent in terpr etation. As the y play, they can alter 

the ar ticula tion ho wever the y wish, but should pla y wi th 

consisten t ar ticula tion and quali ty tone. 

 

 

 

116  |  Articula tion on B rass Instrumen ts



8. Instrument Care 

If a few r egular tasks ar e done, br ass instrumen ts r equir e lit tle 

professional main tenanc e, provided tha t den ts are avoided; slides, 

valves, and rotors ar e lubric ated; and the inside o f the instrumen t is 

kept cle an. 

Mouthpiece Care 

The mouthpie ce is the primar y poin t o f contact wi th the 

instrumen t, and ther efore, should be kept cle an. The mouthpie ce 

should ide ally be rinse d every day and washed at least once a week 

wi th dish soap. This will k eep it cle an and hygienic. 

Lubrication 

Depending on the instrumen t, dif ferent oils and gr eases are used 

on br ass instrumen ts. As an brass instruc tor , you should ha ve the 

follo wing lubric ations on hand: 

¥ valve oil 

¥ rotor oil 

¥ tr ombone slide gr ease 

¥ slide gr ease 

Valves, rotors, and slides should be lubric ated on a regular basis. 

Once a week is a good rule o f thumb, thoug h if rubbing or dr agging 

are felt when pla ying, mor e lubric ation should be adde d 
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imme diatel y. All valves, rotors, and slides should be lubric ated 

imme diatel y follo wing a cle aning o f the instrumen t as well. 

 

Valves 

Valves pistons on trumpe ts, euphoniums, and tubas should be 

removed fr om the v alve casings prior to oiling wi th valve oil. A few 

drops of valve oil  should be plac ed around the por ts on the v alve 

piston. The v alve piston should be plac ed back in the c asing and 

rotated until i t locks in plac e. After the v alve cap is screwed down, 

the valve should be pushe d up and do wn several times to ensur e 

that i t is full y lubric ated. Pay close atten tion to w her e the v alve is 

r emoved fr om, as the  valve should r eturn to the same v alve casing. 

Most instrumen ts have a number e tche d in each valve piston to 

ensure that the y are returne d to the c orr ect valve casing. 
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A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=231 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=231 

Rotors 

Rotors on horns, F a t tachmen ts on tr ombones, and some tubas 

should be lubric ated wi th r otor oil , which is slig htl y thinner than 

valve oil. Rotors should not be r emoved as they can be very dif f icult 

to c alibr ate. I f r otors ne ed to be r emoved, they should be tak en 
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to a qualif ied repair shop. I nstead, the cap on top o f each rotor 

should be r emoved and t wo to thr ee drops of oil should be plac ed 

on the c enter o f the r otor . If the r otor is still slugg ish, the slide c an 

be removed for each rotor and oil c an be dropped down the slide 

casing. The paddles should be quickl y f lut ter ed to ensur e that the 

oil is evenly distribute d around the paddle. 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=231 

Trombone Slides 

The tr ombone slide should be gr eased wi th tr ombone slide gr ease, 

which is thick er than v alve oil but thinner than slide gr ease. When 

applying slide gr ease, a narrow band o f grease should be placed all 

the w ay around the cir cumf erence of the slide to ward the end o f 
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the inner slide, ne ar 7th posi tion. The slide should then be mo ved 

back and for th several times to ensur e distribution o f the gr ease. If 

ther e is any dr ag, the slide should be inspe cted for damage or dir t. 

If nothing is a pr oblem, another c oat o f grease should be added. 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=231 

Tuning and Valve/Rotor Slides 

All slides except f or the main tr ombone slide should ha ve slide 

gr ease used on them. Slide gr ease is thick so i t tends to sta y on 

the slides, including those tha t ar e seldom mo ved. A light coating o f 

grease should be placed around the cir cumf erence of the inner slide 

near the tube opening. W hen inser ting the slide back in, the slide 

should be mo ved in and out to ensur e that i t r eceives a full coating 
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of grease to pr event stuck slides which will r equir e professional 

removal. 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=231 

Cleaning Brass Instruments 

Regular w ashing of br ass instrumen ts (once every other mon th ) will 

keep instrumen ts in top shape and will dr amatic ally reduce the need 

for pr ofessional main tenanc e of instrumen ts. Beginning studen ts 

are full y capable of washing br ass instrumen ts by follo wing a f ew 

simple dir ections. The f ollo wing ma terials ar e needed: 

¥ Instrumen t cle aning snake 

¥ Valve brush 
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¥ Mouthpie ce brush 

¥ Multiple so ft clothes f or w ashing and dr ying (ide ally 100% 

cot ton or micr of iber ) 

¥ Dish soap 

¥ Lubric ants for valves, rotors, and slides 

The water f or w ashing br ass instrumen ts should be similar in 

temper atur e to tha t which w ould be used to w ash dishes. Never use 

boiling w ater , especiall y on lacquer instrumen ts as the in tegri ty of 

the lac quer ma y be affected. Similar ly, a mild de ter gent should be 

used on the instrumen ts. Liquid dish soap wi th a degr easer works 

just f ine. 

Each brass instrumen t should be c omple tel y disassembled wi th 

the exception o f r otors when w ashing a brass instrumen t. Make sure 

to depr ess the valves when r emoving valve slides to avoid cr eating 

vacuum pr essure wi thin the v alve. The body of the instrumen t and 

the slides should be plac ed in the w arm w ater and be allo wed to 

soak. 

Valves should be plac ed in a separate container o f warm w ater 

and soap which allo ws the f elts at the top o f the v alve to r emain dr y. 

Once instrumen ts have soaked for at least 10 minutes, a cleaning 

snake should be pulle d thr ough all tubing. I f the snak e brush c omes 

out par ticular ly dir ty, rinse, and run thr ough the tubing again. The 

exterior o f all par ts of the instrumen ts should be scrubbe d wi th a 

soft cloth, pa ying par ticular a t ten tion to r aw br ass parts of slides 

and slide r eceivers and scr ew moun ts on the v alve casings wher e 

grime fr equentl y collects.  Place instrumen t par ts back in the w ater 

after snaking and allo w to soak f or at least 10 more minutes. 

Valve pistons should be lig htl y scrubbe d wi th a soft cloth. Felts 

should be k ept dr y to ensur e that the y do not absorb moistur e 

which c an lead to mold. Addi tionall y, nothing should be pushe d 

thr ough the v alve por ts to avoid damag ing the passages. 

When r emoving instrumen ts fr om their w ater ba th, mak e sure to 

run cle an, warm w ater thr ough all tubing to rinse out an y remaining 

soap. Immediatel y dr y the instrumen t wi th a soft cloth and se t aside 
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for 10-15 minutes to ensur e that the instrumen t is comple tel y dr y 

before lubric ating. 

Follow the rules abo ve for appr opria te lubric ation o f instrumen ts. 

Lubric ation should be done bef ore reassembling the instrumen t to 

avoid stuck slides, v alves, and rotors. 

If polishing o f the instrumen t is desir ed after w ashing, make sure 

to use ei ther a cle an soft cloth or a polishing cloth spe cif ic f or the 

f inish o f the instrumen t. Silver instrumen t polishing clothes should 

not be use d on lacquer instrumen ts and vic e versa. 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=231 

Basic Classroom Repairs 

In gener al, brass instrumen ts are fair ly dur able and should not ne ed 
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regular pr ofessional service if r egular home main tenanc e is done. 

Ther e are a small number o f common pr oblems tha t can be easily 

f ixed at home or in the classr oom. 

Stuck mouthpieces 

It is imper ativ e that a br ass instruc tor has a mouthpie ce puller 

readily available. They come in man y designs, but the c oncept 

remains the same. Set the base o f the mouthpie ce remover against 

the top o f the r eceiver and the top o f the r emover is plac ed under 

the rim o f the mouthpie ce. A set o f screws are used to pull the 

mouthpie ce free from the instrumen t. 

A stuck mouthpie ce should not be r emoved using any workshop 

tool or b y twisting and yanking on the mouthpie ce. This can break 

the br aces that hold the instrumen t toge ther or spir al the le ad pipe. 

Never use p lier s to r emove a stuck mou th piece! 

To pr event stuck mouthpie ces, when placing the mouthpie ce in 

the mouthpie ce receiver, give it a quar ter t wist. This t wist will mak e 

a stuck mouthpie ce come out mor e easily wi th gen tle t wisting fr om 

the hand. 

Instrumen t Care  |  125



A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=231 

When mouthpie ces are dropped, they can often become den ted 

along their shaf t. By using a mouthpie ce trueing tool, den ts can 

be removed to r eturn the base o f the shank to r ound. The trueing 

tool should be inser ted in to the base o f the mouthpie ce and gentl y 

rotated while appl ying gen tle pr essure toward the cup. Car e should 

be made to w ork slowly, so regular ly check the shape o f the 

mouthpie ce shank. If corr ection is done too far , the shank c an 

become f lared and will damage the mouthpie ce receiver. 
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A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=231 

Broken rotor strings 

Rotor strings br eak regular ly. 

Using a nylon or multi str and cord, studen ts should le arn to r estring 

their o wn horn. 
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1. Tie a knot in the c ord and thr ead it thr ough the hole wi thout a 

screw at the base o f the r otor paddle. 

2. Make a figur e 8 around scr ews B & C. The cord should go 

clockwise ar ound scr ew B and counter clockwise ar ound scr ew 

C. 

3. Thr ead the cord thr ough hole D. 

4. Tighten scr ew C after che cking tha t the r otor paddle is e ven 

wi th the other t wo paddles. 

5. Wrap the cord around scr ew E and tig hten the scr ew to hold 

the c ord in plac e. 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=231 
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Stuck valve caps 

Valve caps frequentl y become fr ozen. They can be loosened by 

tapping on them lig htl y wi th a r awhide hammer . Be careful not to 

strik e the valve casings themsel ves. Then, twist the c aps with y our 

f ingers. 

Stuck slides 

Before tr ying to r emove a slide, inspect the instrumen t to mak e sure 

ther e are not an y dents or other damage done to the slide. I f no 

damage is visible, liber ally grease any exposed slide and appl y f irm 

pressure to see if the slide c an be pushed back in. I f i t still does not 

move, thr ead a polishing cloth thr ough the slide and g ive a firm tug. 

If ther e is damage or the slide does not mo ve after tr ying the steps 

above once each, send the instrumen t to a qualif ied shop f or r epair . 

Stuck valves 

Before tr ying to r emove a valve, check the v alve casings for damage 

or den ts. Provided tha t the v alve is stuck up, drip v alve oil thr ough 

the bot tom c ap. Then, take a small raw hide hammer and gen tl y 

tap the v alve but ton. Mak e sure to tap str aight do wn. Onc e the 

valve moves, add more oil un til the v alve can be removed. Re-oil and 

inser t in to the instrumen t. 

If ther e is damage or the v alve does not mo ve after a small number 

of gentle taps, send the instrumen t to a shop. 
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Repairs that Require Professional Service 

¥ Dents 

¥ Bent tubing 

¥ Stuck r otors 

¥ Stuck slides or v alves that do not mo ve easily 

¥ Misaligne d slide posts 
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9. Advanced Techniques 

The techniques tha t f ollo w are ones that ar e called for in ad vanced 

set tings. As a non-br ass music educator , you are not ne cessarily 

expected to be able to perf orm all o f these te chniques, but y ou 

should be familiar wi th their c oncept so tha t you advise studen ts 

and recogniz e poor execution. 

Vibrato 

Vibr ato is not e xtensiv ely used in most se t tings wi th br ass 

instrumen ts. Ther e are several methods b y which vibr ato c an be 

intr oduc ed. For all t ypes of vibr ato, studen ts should pr actic e it 

slowly at f irst wi th a metr onome. Set ting the oscilla tion a t � =72 is a 

good w ay to star t. Onc e studen ts can play vibr ato at tha t r ate wi th 

consistenc y and contr ol, the y should gr adually incr ease the tempo. 

�� 4��' / �1,�

Jaw vibr ato is achie ved by slightl y adjusting the j aw and tongue. 

Saying the sy llable Òyah-yahÓ establishes the fundamental 

movement. The amoun t o f movement by the j aw dic tates the 

severi ty of the vibr ato. Jaw vibr ato is the most c ommon sor t o f 

vibr ato used on br ass instrumen ts. 

��+"��)'"#��' / �1,�

Trumpe t and tr ombone will oc casionally use hand vibr ato, 

par ticular ly in j azz set tings wher e a particular ly wide vibr ato c an be 
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desir ed. When using hand vibr ato on trumpe t, the pinky is plac ed 

in the f inger hook and the rig ht hand is  gentl y shaken to alterna te 

pressure on the embouchur e. The movement should c ome fr om the 

wrist and onl y be as big as is needed to cr eate a vibr ato ef fect. 

Particular ly wi th y oung pla yers, hand vibr ato should be use d 

sparing ly, as it is very easy to place too much pr essure on the 

embouchur e causing damage. 

On tr ombone, a variation o f hand vibr ato is wi th slide vibr ato. 

Slide vibr ato is a wrist base d movement in which the pi tch is mo ved 

in and out o f tune b y 10-15 cents. Again, care should be made 

to k eep movements small so not to plac e undue pr essure on the 

embouchur e. 

�'�-&/ �%*�3' /�1,�

Diaphr agm vibr ato is t ypic ally used on lar ger br ass instrumen ts for 

slower vibr ato ef fects. Diaphr agm vibr ato sur ges air both thr ough 

the manipula tion o f abdominal muscles and tongue plac ement. The 

syllable ÒHo, ho, hoÓ will help to establish the tongue and muscle 

movement tha t cr eates this vibr ato ef fect. 
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A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=352 

Multiple Tonguing 

Multiple tonguing in volves the use of both den tal and g lot tal 

articula tions so tha t studen ts can articula te excerpts tha t ar e faster 

than the y are able to while sing le tonguing. The de velopmen t o f 

multiple tonguing tak es time, and at f irst, will be signif icantl y slower 

than sing le tonguing. W hile i t can be used for extende d excerpts, i t 

is most c ommonl y used for shor t sections, some times f or a beat or 

less, to allow for gr eater clari ty in te chnic al sections. 

Practicing multiple tonguing should star t slowly on a sing le pi tch 

to ensur e that the studen t can evenly contr ol the tongue motion 

wi th c onsistenc y. Care should be made tha t the tongue r eturns to a 
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neutr al position so tha t tone is not in terrupte d. Tempo can then be 

incr eased until double tonguing is faster than sing le tonguing alone. 

� ,2 )#�1,+%2'+%�

Double tonguing oc curs by a rocking motion o f the tongue, wher eby 

notes ar e alterna tel y articula ted by the den tal and g lot tal 

articula tions. The sy llables Òtah-kahÓ or Òdah-gah Ó are often used to 

establish this r ocking motion. 

� /'-)#�1,+%2'+%�

Triple tonguing utiliz es a similar motion as double tonguing, but 

rather than alterna ting be tween dental and g lot tal ar ticula tion, i t 

intersperses g lot tal ar ticula tion be tween repeated dental 

articula tions. The most c ommon pa t terns ar e Òtah-tah-kah Ó or Òtah-

kah-tah Ó (or Òdah-dah-gah Ó or Òdah-gah-dah Ó). The choice of pat tern 

is dic tated both b y the music and perf ormer pr eference. 

Impor tantl y, the musician should kno w tha t the den tal ar ticula tion 

(ÒtahÓ or ÒdahÓ) will have a stronger accent, leading to ne cessary 

music al decisions. 
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A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=352 

Jazz and Special Effects 

�#+"0���!,,-0���+"�� ,'10�

Bends involve quick adjustmen t o f the embouchur e while incr easing 

air f low. For bending pi tches up, the embouchur e should star t f ixed 

on the g iven wri t ten pi tch. At the poin t tha t the pi tch is to be ben t 

up to i ts r elease, the corners o f the mouth should quickl y f irm while 

incr easing air speed. The same is true f or scoops or doi ts, onl y the 

embouchur e star ts r elaxed and bends up to a f ixed note which has 

sustain. 

To bend do wn, the c orners o f the mouth should be quickl y relaxed 
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and can include j aw mo vement as well the e xaggerate the dr opped 

pi tch. As this dr op occurs, mor e air will be ne eded to k eep the 

embouchur e engaged. 

To make the bend mor e chromatic, half v alves can also be used. 

Half valves are exactl y what the y sound lik e. The valves are 

depr essed half -w ay down, allo wing air to mo ve thr ough the open 

f ingering and the v alve slides simultane ously. This cr eates a muf f led 

tone wi th indef ini te pi tch tha t smooths out the dr op between 

par tials. 

�)211#/��,+%2'+%��+"��/,4)0�

Flut ter tonguing and gr owls both oc cur when the tongue is inser ted 

and held in the mo ving air str eam. With both te chniques, mor e air 

is needed than w ould normall y be requir ed to allo w the tongue to 

Òflut terÓ or ÒgrowlÓ while still full y engaging the embouchur e in tone 

produc tion. 

For f lut ter tonguing, the tip o f the tongue is plac ed near the 

articula tion poin t at the base o f the te eth and held ther e. The 

sensation is similar to the one ne eded for the Spanish r olled Òrr .Ó As 

air mo ves over the tongue, the tip o f the tongue f lut ters in and out 

of the air str eam, creating a v ery quick multiple ar ticula tion. 

For gr owling, the back o f the tongue is plac ed near the 

articula tion poin t f or g lot tal tonguing and held ther e. The German 

consonan t ÒchÓ will help to position the tongue pr oper ly. Similar to 

f lut ter tonguing, the back o f the tongue vibr ates, cr eating a gri t ty 

tone. Car e should be tak en not to o ver exaggerate this ef fect as it 

can damage the thr oat. 

�&�(#0�

Shakes are a favori te audio and visual ef fect in j azz set tings, 
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par ticular ly found in par ts for trumpe t and tr ombone. The 

movement f or the shak e is about pulling the mouthpie ce away fr om 

the embouchur e, as opposed to pushing i t in to the fac e. Younger 

players can often do serious damage, such as cuts to their inner 

gums, by widel y shaking the instrumen t. 

Similar to vibr ato, the shak e should be ta ught slowly wi th a 

metr onome. H ave the studen ts star t on a long tone. The y should 

pull the instrumen t away fr om the fac e, leading to a dr op of air 

pressure and pi tch. The y should then r eturn i t to r egular pla ying 

position. A t no time should the mouthpie ce be pushed in to the lip 

harder than normal. 

Typic ally when pla ying a shake, the in ten tion is f or the pi tch 

to bend up. T o execute this, the pla yer should f ocus on pla ying 

the hig her par tial, allo wing the pi tch to dr op back do wn to the 

lower par tial. The change o f pi tch is then be cause of a reduction o f 

pressure while still main taining good te chnique. 

Multiphonics 

Multiphonics in volve playing one pi tch wi th the embouchur e while 

singing a second pi tch in the thr oat. Muliphonics ar e occasionally 

wri t ten in solo li ter atur e for lo w br ass instrumen ts. The key to 

making multiphonics w ork is being able to buz z while humming. 

Practicing ini tiall y on a mouthpie ce is a key activi ty. Concern should 

not be about spe cif ic in ter vals but r ather ge t ting both me chanisms 

occurring a t the same time. I t is impor tant tha t both the 

embouchur e and the thr oat r emain r elaxed and not tig ht. Air 

suppor t is cri tic ally impor tant to ensur e ther e is enough air to 

create tone thr ough both the embouchur e and the thr oat wi thout 

tension. 
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Circular Breathing 

Circular br eathing is a fa vori te trick to le arn f or in terme diate 

studen ts. It en tails br eathing in thr ough the nose while f illing the 

mouth wi th air , which then ac ts as a bellows. The key skill to de velop 

is the use o f the mouth as a chamber f or holding air . Visualizing 

 pushing air out o f the mouth ( the analog y of spi t ting w ater w orks 

well) at the same time as br eathing in thr ough the nose is k ey. When 

tr ansitioning back to ha ving the lungs pr oviding air suppor t, think 

about the syllable ÒHaÓ to get the air mo ving again. 
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INSTRUMENT SPECIFIC 
TECHNIQUES AND 
PEDAGOGIES 
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The Trumpet 

The Horn 

The Trombone 

The Euphonium 

The Tuba 
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10. The Trumpet 

The trumpe t is the tr eble most standar d member o f the br ass family. 

Trumpe t-lik e instrumen ts have a long line age, as fanfare style 

trumpe ts have been found in ancien t Egypt, China, and South 

Americ a. The primar y iden tif ication o f a trumpe t is i ts cylindric al 

shape, distinguishing i t fr om the e qually ancien t horn. Unlik e the 

horn, the trumpe t has historic ally always been made of metal, g iving 

it i ts char acteristic brig htness and str ong pr esence. The modern 

trumpe t exists in man y keys. The standar d ÒbeginnerÓ trumpe t is 

keyed in Bb, thoug h C and Eb are commonl y used in or chestr al 

and solo li ter atur e. The piccolo trumpe t, which is pi tche d an octave 

higher than the standar d trumpe t, is often f ound in the k eys of Bb 

and A. Other instrumen ts in D , F, G, and A are also occasionally used 

for specif ic purposes. 

On left- Flugelhorn 
Center (top to bottom )-Bb Trumpet, Eb Trumpet, Piccolo Trumpet 
Right-Cornet 

The trumpe t has numer ous close br ass relativ es which utiliz e the 

The Trumpe t   |  141



same fundamen tals as trumpe t r egarding embouchur e and 

perf ormanc e practic e. The corne t w as one of the most c ommon 

instrumen ts in bands a t the beg inning o f the 20th c entur y, and 

dif fers fr om the trumpe t in i ts conic al bor e, more compact 

construc tion. I t has a smoother , warmer tone than the trumpe t. 

The f lugelhorn is another c ommon r elativ e, frequentl y used in j azz 

set tings. I t is char acteriz ed by a mellow tone. 

Anatomy of a trumpet 

Characteristics for Beginning Trumpet 
Players 

It should be note d tha t the best instrumen t f or a studen t is the 

instrumen t tha t the studen t w ants to pla y. This is no dif ferent f or 

the trumpe t. Wi th very few exceptions, an y studen t can be an 

effectiv e trumpe ter . With tha t said, ther e are characteristics tha t 

make for a str onger beg inning trumpe t player. 

Mouth shape and spe cif ically dental char acteristics ar e 

impor tant. The top and bot tom te eth should be r oughly aligned 

wi th one another or ther e can be a slight underbi te. The fr ont 

top te eth ar e particular ly impor tant as they form the f oundation 

for the mouthpie ce Studen ts wi th br aces or other or thodon tics 
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may experienc e pain when pla ying trumpe t. Wax or various 

mouthguar ds can be be placed on top of the te eth to r educe pain. 

Lip shape can be an issue for some studen ts who ha ve a teardrop 

in the c enter o f their lip. This c an impede the f orma tion o f an 

effectiv e apertur e. The fullness o f lips is seldom a major issue f or 

trumpe t players, but some studen ts wi th extr emely full lips ma y f ind 

it dif f icult to c ontr ol tone in the upper r egister . Studen ts who ha ve 

unusual lip struc tur es may be bet ter sui ted for lo w br ass, but again, 

trumpe t players wi th all sor ts of face struc tur es have been hig hly 

effectiv e musicians. Passion for the instrumen t should be the f irst 

and biggest de terminan t o f a futur e trumpe t player. 

Setting Up the Trumpet 

Most of the fundamen tals of good br ass playing ar e common f or 

instrumen ts, including trumpe t, as outline d in  Get ting Star ted wi th 

Postur e, Breathing, and Embouchur e. When f irst pla ying the 

trumpe t, i t is cri tic ally impor tant tha t studen ts are set up wi th 

good postur e that allo ws for fr ee breathing and limi ted tension 

thr oughout the bod y. 

When playing trumpe t, both hands should be in the shape o f a 

relaxed C. The weight o f the trumpe t is suppor ted by the lef t hand. 

The thumb should si t wr apped around the v alve casing and r esting 

comf or tabl y in the 1st valve slide saddle. The middle or ring f inger 

(which e ver is mor e comf or table) should be inser ted in to the 3r d 

valve slide ring. On man y instrumen ts, this ring is adjustable to 

the siz e and shape of the pla yerÕs hand. The other f ingers should 

sit on top o f or to the side o f the 3r d valve slide. Avoid wr apping 

the f ingers underne ath the slide as this incr eases hand tension and 

limi ts mo vement o f the slides. 

The rig ht hand c ontr ols the v alves, which ar e number 1, 2, and 

3 star ting closest to the mouthpie ce. The thumb should si t loosel y 

underne ath the le ad pipe between the f irst and se cond valve 
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casings. The index f inger , middle f inger , and ring f inger should se t 

on top o f the v alves. Contact should al ways be made wi th the v alve 

wi th just the tip o f the f inger . Make sure to keep f ingers ar ched, 

both to limi t tension and to r educe the amoun t o f movement 

requir ed to push do wn valves. The pinky should ei ther si t on top o f 

the pinky hook or be allo wed to f loat fr eely. The pinky hook is onl y 

used for one hande d playing (e.g. when using hand held mutes ) or 

for visual ef fects (e.g. marching band). 

When bring ing the instrumen t to the fac e, make sure to set 

postur e first and then se t the mouthpie ce lightl y on the 

embouchur e. While ther e is much discussion o f the Òperf ectÓ 

embouchur e, the mouthpie ce should be c enter ed lef t to rig ht and 

be positione d roughly 50/50 on the top and bot tom lips. I deally, the 

extr eme top and bot tom o f the rim should si t on the non-r ed par t 

of the top and bot tom lip. 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=218 
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Trumpet-specific details and concepts 

As mentione d in the pr evious chapters, man y of the de tails o f 

trumpe t playing ar e common to all br ass playing c oncerning 

technique, tone, and pr actic e. Make sure to r eference the gener al 

sections r egarding each of these issues in addi tion to the trumpe t 

specif ic details belo w. 

Range development 

As with all br ass instrumen t, r ange developmen t tends to be slo w 

compar ed to w oodwind and string instrumen ts. Because ther e is 

muscle developmen t r equir ed to mo ve between shelves, beginning 

trumpe t players often have very limi ted ranges of around an oc tave. 

It is cri tic al that studen ts are not rushe d to pla y higher notes than 

they can contr ol wi thout pr essure and wi th good air c ontr ol. Long 

tones and in ter val studies ar e cri tic ally impor tant f or beg inning 

trumpe t players, mor e so than other br ass instrumen talists, so tha t 

they build the muscle tone and c ontr ol to be able to pla y in hig her 

registers. 

These are approximate r anges for perf ormer s at diff erent levels. Beginners 
typically have r anges from c4-c5. Intermediate liter atur e will typically call f or 
a range from f#3-g5. A dvanced liter atur e calls for r anges of f#3-d6 (higher 
for jazz and some solo literatur e) 

Follow this link f or a trumpe t f ingering char t . 
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Intonation Control 

Two of the v alve slides are adjustable as studen ts playÐ1st and 3rd. 

These adjustmen ts should be c onsider ed par t o f the f ingering f or 

the instrumen t. As studen ts develop their c onsistenc y and abili ty, 

they should spend time wi th tuners to iden tif y exactl y how far to 

move the slides. 

The 3rd valve slide (often r eferr ed to as the D ring) is use d for 

1-3 and 1-2-3 combina tion, spe cif ically d4 and c#4. Both o f these 

pi tches ar e extr emely sharp and the adjustmen t o f the 3r d valve 

slide extends the length o f the trumpe t, mo ving the pi tch f lat. The 

exact distanc e will v ary by instrumen t and pla yer, but should be 

roughly 1/3 �  for d4 and 1/2 �  for c#4. S tuden t should be r eminde d to 

pull the 3r d valve slide back in f or eb4 and other 2 -3 combina tions, 

as these are already extr emely f lat. 

For in terme diate studen ts, the y will ne ed to pa y at ten tion to 

1st valve intona tion in the upper r egister , particular ly for a5 using 

the 1-2 fingering c ombina tion. The 1st valve slide (also called the 

A saddle) is pushed out b y 1/2 �  to lengthen the tubing f or hig h A, 

lowering the pi tch the f lat. 

Other wise, in tona tion adjustmen t is made en tir ely thr ough 

embouchur e and air adjustmen t. 

Mutes 

Of all br ass instrumen ts, trumpe t players are expected to ha ve the 

greatest v ariety of available mutes. Mutes ser ve to alter timbr e and 

projection o f instrumen ts. 
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Standard Mutes 

Str aight m ute-This is the most c ommon mute f or trumpe t players. 

If a part calls for Òwith mute Ó or Òcon sor dino,Ó a straight mute is 

typic ally being expected. Str aight mutes c ome in man y dif ferent 

materials, e ach of which ha ve a different timbr e. The most c ommon 

variations ar e fiber boar d Òstone line d mutesÓ (characteriz ed by 

their r ed and whi te pain ted f inish ) and metal mutes o f aluminum, 

steel, copper , or br ass. The straight mute is pushe d in to the bell 

and is held in plac e by its thr ee corks. The str aight mute gr eatl y 

reduces the volume o f the trumpe t and r emoves lower overtones to 

create a brig ht, almost me tallic sound. Depending on c onstruc tion, 

the str aight mute ma y also make the trumpe t sharp, so adjustmen ts 

should be made ei ther to the tuning slide or the embouchur e. 

Cup m ute-The cup mute looks lik e a straight mute wi th a bowl 

at tached to i ts base and comes in both f iber boar d and metal. The 

cup mute muf f les the tone o f the trumpe t by redir ecting the upper 

overtones back in to the instrumen t. 

Specialty Mutes 

Wah-w ah or H armon m ute-The wah-w ah mute is a f ixtur e of 

certain j azz styles, comprise d of a bulb shape wi th a small hole in 

its base, which c an be expanded wi th a stem. The c ork comple tel y 

seals the bell, so all air must pass thr ough the hole in the mute Õs 

base. When the stem is out, the tone is v ery mello w wi th gr eatl y 

reduced volume. W hen the stem is in, the tone is v ery dir ect and 

buzzy. By placing the hand or a plunger o ver the stem opening, 

the char acteristic Òwah-w ahÓ sound can be made, which bends both 

pi tch and tone. This must mak es instrumen ts extr emely sharp, so 

the tuning slide should be adjuste d when using the w ah-w ah mute. 

Plung er m ute-The plunger mute is e xactl y tha t-a sink plunger . 
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The plunger mute is held in the hand o f the pla yer by placing their 

wrist on the bot tom o f the bell, which ac ts as a hinge to open 

and close the bell. W hen closed, the plunger lo wers the pi tch o f 

the instrumen t and c ancels upper o vertones. The plunger mute is 

often opene d and closed to cr eate a ÒwahÓ effect, especiall y when 

combine d wi th a w ah-w ah mute. Opening and closing will be 

nota ted in the music using + to sho w closed and o to sho w open, 

placed above or belo w the note. A v ariation o f the plunger mute is 

a hat mute, fr om the period when men c ommonl y wore bowler hats 

which w ere used similar ly. 

Buck et m ute-The buck et mute is a bo wl or buck et wi th thr ee 

springs on the rim tha t at tach o ver the trumpe t bell. The bo wl is full 

of bat ting to so ften the tone and d ynamic o f the trumpe t. 

Practice m ute- Practic e mutes look lik e straight mutes stuf fed 

wi th bat ting. The y are designed for quie t indoor pr actic e. Caution 

should be used wi th pr actic e mutes as the y add a great deal of back 

pressure that can cause harm and de velop bad habi ts. 

Other m utes-As long as ther e have been trumpe t players, ther e 

have been many various addi tional mutes, most o f which ar e 

variations on those liste d above such as pixie, buz z, and solotone 

mutes. The ones liste d above will be c ommonl y requested in 

li ter atur e, wher e additional mutes ar e often used for specialt y 

set tings. The y are great to ha ve for the purpose o f contr ast, 

especiall y for the j azz musician, but will seldom be r equested 

specif ically in a given piece of music. 
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From left to right: 
Plunger, Straight mute, Cup mute, Str aight mute, Adjustable 
cup mute, Practice/W hisper mute, Wah-wah /H armon mute 

Unique Issues for Trumpet 

Tension -While tension c an be an issue for all br ass 

players, trumpe t players fr equentl y encounter pr essure and 

tension when w orking on e xpanding their upper r egister . 

This can be seen in str ain in the thr oat, pinching in the 

center o f the embouchur e, and tig htness in the arms. This 

tension c an inhibi t good tone de velopmen t and o ver time 

cause longterm in jur y. To addr ess this concern, mak e sure 

that studen ts are not f orced to expand their r egister too 

quickl y, something tha t o ften happens as the y tr ansition 

into spli t par ts in ensembles. Second, enc our age students 
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to w arm up thor oughly and continue to pr actic e long tone 

and in ter val studies which build muscle tone and con tr ol 

which aid upper r ange developmen t. 

Anchor ed pinky fing er -The most c ommon sour ce of 

inappr opria te pr essure comes fr om the pinky f inger on the 

rig ht hand when studen ts use the f inger hook, some times 

referr ed to sar castically as the Òoctave key.Ó By encour aging 

studen ts to k eep the pinky on top o f the f inger hook or 

allowing i t to mo ve freely, studen ts will not de velop the 

habit o f using the pinky ring to push pr essure on the 

embouchur e when pla ying in hig her r egisters. 

Slide ad justmen tÐMany beginning trumpe t players will 

not use the thir d valve slide to adjust D and C#, le aving 

these t wo notes extr emely out o f tune. The use o f the thir d 

valve slide should be ta ught as par t o f the f inger f or these 

pi tches, while the spe cif ic plac ement o f the slide c an be 

refined once studen ts have developed greater c onsistenc y 

in pi tch and tone. 

Flat fing ers- It is common f or studen t trumpe ters to 

develop f lat f ingers on top o f the v alves, where the valves 

are depressed by the join t on the f inger r ather than the tip. 

This cr eates t wo issues. First, f lat f ingers r equir e mor e 

movement to depr ess the valves, leading to slo wer 

f ingering tr ansitions. Second, f lat f ingers in tr oduc es 

tension in to the hand, which c an lead to tendini tis, carpal 

tunnel, or other r epeti tiv e str ess injuries. 
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When the finger s flatten, technique can be 
more difficult and tension can be intr oduced 
into the hand. 
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The tips of the finger s should be used when 
playing trumpet, with the thumb placed 
between the fir st and second valve and the 
pinky allowed to move fr eely. 

 

Equipmen t chang es-Trumpe t players are renowned for 

being f inicky about their instrumen ts, specif ically their 

mouthpie ces. While ther e is some meri t f or advanced 

players to ha ve specif ic mouthpie ces for specif ic tasks (e.g. 

small shallo w mouthpie ces for extr eme register , deep 

cupped mouthpie ces for dar ker tone ), beginning and 

interme diate players should choose a standar d mid-siz ed 

mouthpie ce upon which the y can develop consisten t 

technique and tone. For beg inners, a 5C or 7C mouthpie ce 
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is recommende d. For in terme diate players, the y will w ant 

to tr ansition to a slig htl y larger mouthpie ce, such as a 3C 

(These sizes use BachÕs sizing system. Char ts can be found 

on line e asily tha t tr anslate dif ferent sizing systems f or 

mouthpie ces). Frequent changes in mouthpie ces for young 

players can lead to poor de velopmen t o f embouchur e and 

inconsisten t fundamen tals tha t inhibi t later gr owth. 
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11. The Horn 

The horn has i ts orig ins in primi tiv e times, taking both i ts name 

and orig inal shape fr om animal horns which ser ved as the f irst 

music al horns. Ov er time, the modern w ound design has be come 

the standar d instrumen t, star ting wi th na tur al horns wi thout v alves 

and eventuall y developing the r otor systems w e are familiar wi th 

today. 

The orig ins of the horn wi thout v alves or r otors le ads to one o f 

the r easons it comes in man y dif ferent keys. Orig inall y, horns had 

crooks, which w ere additional slides adde d to a horn to change their 

length and, b y extension, k ey. While the horn in the k ey of F has 

become the norm, k eyed horns w ere used fr equentl y thr ough the 

Classical period and horns in Eb and Bb ar e still f ound in music f or 

brass and concert bands. 

 

In order to change the key of a horn, allowing f or a diff erent pitched partial 
series, crooks of various lengths needs to be added to the instrument. 
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The modern horn is o ften f ound in t wo varieties: the sing le horn 

(pitche d in F) and the double horn (pi tche d in F and Bb). The 

dif ference between the sing le and double horn is tha t the double 

horn has a  four th r otor , contr olled by the thumb on the lef t hand, 

which changes the instrumen t fr om F to an instrumen t pi tche d a 

four th hig her in Bb. This r otor r emoves around f our f eet o f tubing 

fr om the horn, allo wing f or a dif ferent set o f possible f ingerings 

and impr oved pr ecision in the upper r egister . While some studen ts 

will star t on a sing le horn be cause it is a lig hter and less e xpensive 

instrumen t, i t is advised tha t the y tr ansition to the double horn f or 

its gr eater v ersatili ty and impr oved in tona tion. 

Until the se cond half o f the 20th c entur y, it w as common f or 

schools and school band li ter atur e to include par ts for Bb and Eb 

horn. The Bb horn is smaller than and is pi tche d up a perf ect f our th 

fr om the F horn, while the Eb horn is lar ger and is pi tche d down a 

Major second. Dif ferent variations o f double horns ha ve also been 

used. Teachers will w ant to be a ware of these variations in c ase they 

encounter an older horn still in use wi th unusual pi tch tendencies. 

A commonl y used relativ e to the horn is the mellophone, which 

can be found in mar ching bands. The mellophone is a bell fr ont 

instrumen t and is ide ally designed for outdoor pr ojection wi thout 

the f inesse of tone f ound in the horn. I ts timbr al quali ties fall 

somewher e between trumpe t and horn. S imilar to horn, i t is pi tche d 

in F, allowing i t to ser ve as an alto voice in the ensemble. Dependen t 

on manufac tur er, the mellophone c an have two primar y dif ferences. 

First, man y use a trumpe t mouthpie ce (allowing trumpe t players 

to easily swi tch to the mellophone ). Second, the mellophone is 

technic ally pi tche d an octave higher than the horn, so while still 

keyed in F, it utiliz es the same f ingerings as the trumpe t when 

reading the music. A less c ommon v arian t toda y is the mar ching 

horn which is pi tche d in Bb. 

A quick side noteÐin the Uni ted States, the horn is fr equentl y 

called the Fr ench horn. The orig ins of ÒFrenchÓ are the thing o f 

horn m yth, but i t should be note d tha t the pr oper name o f the 

instrumen t is Òhorn.Ó Ironic ally, the design o f horn use d toda y f inds 
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its orig ins in German instrumen t mak ers in the 1800s, as opposed to 

a contr asting model made in Fr ance that is seldom use d toda y. 

The double horn is two instruments in one. B y depressing the Bb rotor, around 
4 feet of tubing ar e removed from the instrument. The Bb slides ar e located 
behind the F slides. 

Characteristics for Beginning Horn Players 

It should be note d tha t the best instrumen t f or a studen t is the 

instrumen t tha t the studen t w ants to pla y. This is no dif ferent f or 

the horn. Wi th very few exceptions, an y studen t can be an effectiv e 

hornist. Wi th tha t said, ther e are characteristics tha t mak e for a 

str onger beg inning horn pla yer. 

Most impor tantl y, it is imper ativ e that horn pla yers have strong 

aural skills due to the close plac ement o f par tials in the func tional 

register o f the horn. The y need to be able to r eadily distinguish 

between adjacent par tials, par ticular ly because horn pla yers often 

156  |  The Horn



do not ha ve the dif f iculties wi th r ange that ar e found in other br ass 

instrumen ts. 

While lo wer pi tche d than the trumpe t, the horn has the smallest 

diameter mouthpie ce of any brass instrumen t. While lip and fac e 

struc tur e varies gr eatl y between horn pla yers, relativ ely even 

vertic al placement o f the upper and lo wer te eth wi thout major 

or thodon tic issues is a benef it. Similar to trumpe t, studen ts wi th 

braces may f ind horn pla ying to be painful. S tuden ts wi th thick lips 

may f ind i t mor e dif f icult to ini tiall y set up a contr olled embouchur e. 

The horn c an be a slightl y ungainl y instrumen t to pla y, so 

extr emely small studen ts may f ind dif f icult y in set ting up their 

bodies corr ectl y to pla y the horn. Mak e sure that the studen t can 

establish the pr oper postur e discussed in the ne xt section, and 

does distor t the spine alignmen t or he ad placement to ge t to the 

instrumen t. 

Many music pr ograms find themsel ves with a shor tage of horn 

players, requiring studen ts to mo ve to horn fr om other instrumen ts. 

Trumpe t players t ypic ally make good candidates for swi tching to 

horn, r ecognizing tha t ther e will be a slig ht adjustmen t in 

embouchur e and tone pr oduc tion. Flute pla yers will fr equentl y 

make good candidates for horn as w ell due to similar aper tur e size 

and air usage. 

Setting Up the Horn 

The horn has one o f the mor e unusual and non-symme tric al postur e 

set ups in the instrumen t w or ld. It is extr emely impor tant tha t 

studen ts set their postur e before adding the horn in plac e, placing 

emphasis on an alignmen t o f the shoulders o ver the hips and 

placement o f the he ad str aight f orward. At ten tion should al ways 

be placed on r educing tension and main taining r elaxed air f low 

as discussed in  Get ting Star ted wi th Postur e, Breathing, and 

Embouchur e. 
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The lef t hand c ontr ols rotors as w ell as suppor ts the w eight o f 

the instrumen t. The lef t hand should ha ve the shape of a C with 

the pinky r esting in the f inger hook tha t suppor ts the w eight o f the 

instrumen t. The inde x, middle, and ring f ingers should be plac ed on 

the r otor spa tulas wi th the pad o f the f inger r esting on the middle 

of the spa tula. I f the instrumen t is a double horn, the thumb should 

be placed on the Bb r otor spa tula. The thumb will help suppor t the 

instrumen t thr ough contact on the f irst knuckle. 

The rig ht hand is plac ed in the bell o f the instrumen t. The 

studen ts should be ta ught to use the rig ht hand imme diatel y, as the 

instrumen ts are designed to pla y sharp wi th a slig htl y unf ocused 

tone, both o f which ar e contr olled by the rig ht hand. The r ole of 

the rig ht hand is to r edir ect the sound in the bell, not stif le it. The 

rig ht hand should be r elaxed wi th the f ingers toge ther , as though it 

were to be used to cup w ater . It should r est against the bell w all at 

around a 2:00 posi tion. The w eight o f the instrumen t should r est of 

the f irst knuckle o f the thumb and base knuckle o f the rig ht hand, 

which should be posi tione d rig ht ar ound the bell f lare. 

As the instrumen t is br ought to the embouchur e, it is impor tant 

that the torso r emains vertic ally aligned and r elaxed wi thout 

twisting. The bell should poin t past the rig ht side o f the bod y, taking 

care to not allo w the stomach to mute the sound. The upper par t 

of the rig ht arm should sta y roughly even vertic ally wi th the torso 

of the bod y, with both arms c omf or tabl y away fr om the rib c age to 

allow for r elaxed br eathing. The w eight o f the instrumen t should 

be on the hands, and not plac ed on the leg as i t will enc our age 

twisting, mute the sound o f the instrumen t, and inhibi t good tone 

produc tion. 

The embouchur e on the horn should be slig htl y higher than other 

brass instrumen ts, roughly two-thir ds on the upper lip and one-

thir d on the lo wer lip. Car e should be tak en to mak e sure the 

embouchur e is as flat as possible vertic ally, with the lo wer jaw 

pushed slightl y forward. The horn embouchur e will t ypic ally have a 

slight puck er to i t, thoug h this will de velop natur ally. In most c ases, 
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studen ts should not be told to puck er, as they will o ver-exaggerate 

the motion. 

 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=220 

Horn-specific Details and Concepts 

As mentione d in the pr evious chapters, man y of the de tails o f horn 

playing ar e common to all br ass playing c oncerning te chnique, tone, 

and pr actic e. Make sure to r eference the gener al sections r egarding 

each of these issues in addi tion to the horn spe cif ic details belo w. 
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Range development 

Most beg inning horn studen ts comf or tabl y f ind the middle o f their 

register ar ound the 3r d-6th par tials and ar e able to access multiple 

par tials r elativ ely quickl y, compar ed to the other br ass instrumen ts. 

This quick ac cess poses a challenge for man y studen ts as the 

par tials ar e close toge ther in this r egister , and they quickl y f ind 

themsel ves a second or thir d off of their desir ed pi tch. As studen ts 

develop mor e competenc y on the instrumen t, the y will w ant to 

closely at tend to in tona tion tendencies on the instrumen t and le arn 

which notes should use the Bb side o f the horn f or easier access and 

impr oved pi tch. 

These are approximate r anges for player s at diff erent levels regarding the 
range they should have for standar d liter atur e. 

Follow this link f or a Horn Fingering Char t. 

Right hand 

The rig ht hand pla ys a cri tic al role for the horn in adjusting 

intona tion and f ocusing tone. I t is imper ativ e that beg inning horn 

players place the rig ht hand in the bell appr opria tel y, at least in a 

neutr al position, to ensur e that the y can play in tune wi th good 

tone. 

The hand c an be adjusted while pla ying to allo w for the bell to be 

opened or close d. When the bell is mor e open wi th the hand pulle d 

away fr om the bell f lare, the tone be comes brig hter and the pi tch 

will adjust hig her. When the bell is made mor e closed by pushing the 
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hand fur ther up the bell f lare or r otating the wrist to close o ff the 

bell, the pi tch be comes darker and the pi tch be comes f lat. 

As horn pla yers play, they primaril y adjust their pi tch thr ough 

the manipula tion o f the rig ht hand. As horn pla yers seldom use 1-3 

and 1-2-3 fingerings, the majori ty of the most out o f tune f ingering 

combina tions ar e avoided, allowing f or this subtle manipula tion o f 

pi tch. 

The right hand should r est at around a 2:00 position inside 
the bell right at the bell f lar e. 
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Double horn 

Once studen ts r each an in terme diate level, they should be pla ying 

on a double horn. I n many cases, beginners studen ts star t on these 

instrumen ts. Double horns pr ovide gr eater v ersatili ty and bet ter 

intona tion as c ompar ed to the sing le horn, thoug h the y are heavier 

than a sing le horn. 

When the Bb r otor is not pr essed, the horn is pi tche d in F. The 

tuning in F posi tions horn as an alto v oice in the ensemble wi th 

access to the r egister tha t tr aditionall y spans the tr eble and bass 

clef (for this r eason, horn pla yers should be able to r eadily read both 

clefs and be familiar wi th alto clef ). When the Bb r otor is pr essed, 

the instrumen t tr ansposes up a Perf ect 4th. I t is impor tant to note 

that the wri t ten nota tion does not change and most notes c an be 

played on both the Bb and F sides o f the instrumen t. 

Ther e are multiple r easons to use the Bb side o f the horn. M ost 

impor tantl y, the Bb side of the horn pr ovides mor e accur ate access 

to the upper r egister o f the horn, as the par tials ar e spaced fur ther 

apart and ar e typic ally mor e in tune. Bb f ingerings ar e typic ally 

used for all notes on the middle o f the tr eble clef staf f and hig her. 
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Additionall y, the Bb side of the horn f ills in the gap in the lo wer 

register o f the instrumen t between the 1st and 2nd par tials, allo wing 

for full chr omatic ac cess to the c omple te r ange of the horn. The 

Bb side of the horn c an also be used to pr ovide for alterna tiv e 

f ingerings, ei ther to c orr ect char acteristic ally out o f tune pi tches or 

allow for gr eater spe ed due to simplif ied f ingerings. 

When learning horn, studen ts wi th a double horn should le arn 

double horn f ingerings f irst. W hile the F side o f the instrumen t and 

single horns ar e full y capable of playing all chr omatic in ter vals, the 

use of both sides o f the double horn will help studen ts play wi th 

greater de xteri ty and bet ter in tona tion. Onc e studen ts have learned 

primar y f ingerings, the y should be e xposed to alterna te f ingerings 

that pr ovide mor e options in spe cif ic set tings r equiring ag ili ty. 

Tuning the horn 

Whenever the horn is tune d, the rig ht hand should be in the bell, 

as hand placement alters the pi tch o f the instrumen t. When playing 

on a double horn, the Bb side o f the horn should be tune d f irst, 

using a wri t ten C. Onc e the Bb side is in tune, the F side o f the 

instrumen t should be tune d, ideally to a wri t ten C or G . Periodic ally, 

the individual slides f or each rotor should also be tune d (see Pitch 

and Intona tion  for de tails ). 

Spit draining 

Unlik e other br ass instrumen ts, most horns do not ha ve water k eys 

or spi t valves on them. I n or der to empt y spit and c ondensation 

fr om the instrumen t, slides ar e removed and r otated to allo w all 

moistur e out o f the instrumen t. Tw o comple te r otations o f the 
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instrumen t to ward the mouthpie ce will allo w all w ater out o f the 

instrumen t. 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=220 

Mutes 

Stopped horn -The most c ommon me thod o f muting on horn is 

called stoppe d horn. The rig ht hand piv ots f orward to ÒstopÓ the air 

by comple tel y closing o ff the bell. This cr eates a very brig ht, br assy 

tone wi th gr eatl y reduced volume. I t also r aises the pi tch a half step, 

requiring the pla yer to tr anspose all wri t ten pi tches do wn by a half 

step. 

Stopping m ute-The stopping mute is an alterna tiv e to hand 
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stopping, and allo ws for gr eater c ontr ol of pi tch, d ynamic, and 

timbr e. 

Str aight m ute-The str aight mute f or horn also cr eates a brig hter 

sound, but does not r equir e pitch tr ansposition. I t is held in plac e by 

the rig ht hand while being use d, often c oming wi th a str ap to allo w 

it to hang fr om the wrist f or quick r emoval. 

On the left-non-tr ansposing stopped horn mute 
On the right-horn str aight mute 
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Unique Issues for Horn 

Hand p lacemen t - Placement o f the rig ht hand is cri tic ally 

impor tant f or both pi tch and tone c ontr ol on the horn. 

Beginning pla yers will o ften see the rig ht hand as 

unnecessary, particular ly if the y rest the horn on their rig ht 

leg as they play. This leads to a fr actur ed, sharp tone. 

Studen ts will also allo w the wrist to c ollapse acr oss the bell 

f lare or inser t the hand too far in to the bell, ef fectiv ely 

stopping the horn. S tuden ts should be r eminde d of pr oper 

hand posi tioning, wi th the hand gen tl y cuppe d and f ingers 

together . The weight o f the horn should si t on the thumb 

and f irst f inger rig ht at the poin t wher e the bell beg ins to 

f lare. Picturing the hand as an e xtension o f the na tur al 

cur vatur e of the bell c an help studen ts understand ho w to 

position the hand. U sing aural cues can help as well, by 

having studen ts f irst e xaggerate hand posi tion to stop the 

horn, and then adjusting to pr oper posi tion. Finall y, remind 

studen ts tha t ther e should be no ang les in the wrist and 

f ingersÐthese sharp ang les can lead to impr oper hand 

position. 

Partial p lacemen t - Due to the small in ter vals between 

horn par tials, studen ts will fr equentl y over or under pi tch 

notes, landing on the adj acent par tials. I nter val studies 

such as the Broken Remington  exercises can help studen ts 

iden tif y in ter vals mor e accur atel y. Pitch ma tching games 

can serve the same purpose, b y having studen ts imi tate a 
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pitch pla yed by the te acher. Teaching studen ts about the 

specif ic in ter vals between par tials and making sur e they 

can iden tif y them c an also help them in a t home pr actic e so 

that the y can ensure that the y are on the c orr ect star ting 

pi tch. For e xample, if the studen ts hear a Major 3r d 

between t wo adjacent par tials wi th open f ingerings, the y 

will kno w tha t the lo wer pi tch is c4 and the upper pi tch is 

e4 as that is the onl y spot tha t a Major 3r d exists in the 

par tial series. 

Trum pet embouch ur e- Since many horn pla yers are 

tr ansplanted trumpe t players, it is impor tant to r ecogniz e 

the dif ferences in embouchur e placement. The lips should 

be slightl y puck ered and the r atio o f top to bot tom lip 

should be 2:1. The horn has a warmer , less direct sound 

than trumpe t, so studen ts should be enc our aged to k eep 

the j aw r elaxed and open, wi th an emphasis on full, w arm 

air. 

Double horn confusion - More advanced players become 

very specif ic about when and ho w the y use the double 

horn. For beg inning pla yers, too man y options c an be an 

issue as they haphazardly use the Bb side o f the instrumen t. 

When f irst le arning the horn, k eep the description o f the 

theoretic al func tion o f the Bb side to a minimum. I nstead, 

tr eat the Bb r otor as another f ingering. S tuden ts should be 

taught tha t pi tches above g4 utiliz e the Bb trigger 

f ingerings. Pi tches fr om g4 down should use F f ingerings. 

Once studen ts are mor e advanced, they should be ta ught 

how the Bb side o f the horn func tions and be in tr oduc ed to 

alterna tiv e fingerings to adjust te chnique and in tona tion 

concerns. 
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12. The Trombone 

The tr ombone Õs orig in is in the me dieval sackbut, which de veloped 

fr om the trumpe t. The instrumen ts dif fer in some c onstruc tion 

details, but in essenc e, the pr actic e of the tr ombone has r emained 

unchange d. The tr ombone is unique in i ts use of a slide for pi tch 

manipula tion, making i t the onl y standar d wind instrumen t wi th 

a full y continuous r ange at the micr otonal le vel. Orig inall y, the 

sackbut and la ter tr ombone w as viewed as a relig ious instrumen t 

due to i ts abili ty to perf orm chr omatic ally as a double to v oice parts 

in SATB set tings. 

Collection of late Renaissance soprano, alto, and tenor 
sackbuts 

The standar d school tr ombone toda y is the tenor tr ombone, but 

several variations e xist. The bass tr ombone is a r elativ ely common 

instrumen t in j azz and concert bands, and the alto and c ontr a-bass 

tr ombone c an be found in some or chestr al and solo li ter atur e. Many 
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tenor tr ombones and all bass tr ombones will ha ve a trigger on them, 

located near the pla yerÕs left shoulder , which dr ops the instrumen tÕs 

pi tch b y a perf ect f our th to allo w for alterna te slide posi tions and 

full chr omaticism thr ough the instrumen tÕs fundamen tal. The valve 

tr ombone is another v arian t, which r eplaces the slide wi th valves. 

This instrumen t is most c ommonl y used to allo w euphonium pla yers 

the oppor tuni ty to pla y in j azz ensembles which r equir e the 

brig hter , dir ectional timbr e of the tr ombone. 

Parts of a standar d tenor tr ombone 

Characteristics of Beginning Trombonists 

It should be note d tha t the best instrumen t f or a studen t is the 

instrumen t tha t the studen t w ants to pla y. This is no dif ferent f or 

the tr ombone. Wi th very few exceptions, an y studen t can be an 

effectiv e tr ombonist. Wi th tha t said, ther e are characteristics tha t 

make for a str onger beg inning tr ombone pla yer. 

Outstanding a ural skills ar e cri tic al for a tr ombonist. Due to the 

tr ombone slide, the tr ombone is c apable of continuous pi tch, 

requiring the pla yer to listen c arefull y for in ter vals and their f ellow 

musicians. W hile pi tches have fixed slide posi tions, these slide 

positions v ary based on par tials and en vir onmen tal condi tions. The 

tr ombonist is c onstan tl y adjusting their pi tch to ensur e that i t is 
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center ed in tune. S tuden ts who c annot or ally match pi tch 

fr equentl y f ind dif f icult y in pla ying tr ombone. 

Studen t size is a cri tic al consider ation f or the tr ombone. Due to 

the length o f the slide, studen ts need to ha ve long enoug h arms 

to r each the outer posi tions. For the studen t who is small, ther e 

are grip extenders which c an be added to the tr ombone to allo w 

for r eaching outer posi tions, but these ar e less than ide al as they 

change the w ay the instrumen t is handle d, making i t less ergonomic. 

Especiall y when star ting y ounger studen ts, famil y height can be a 

consider ation to iden tif y if the studen t is lik ely to gr ow in to the 

instrumen t. I t is not unc ommon f or beg inning tr ombonists not to be 

able to r each the outer posi tions. 

The embouchur e for the tr ombone is fair ly forgiving, making the 

tr ombone a possible instrumen t f or studen ts wi th br aces or other 

or thodon tic issues. 

Setting Up the Trombone 

The tr ombone is the onl y brass instrumen t r equiring assembl y for 

playing. Of gr eatest impor tanc e is making sur e that the slide is 

always carefull y handle d, as even small den ts can make it unusable 

and dif f icult to r epair . When not in use, the slide lock bene ath the 

mouthpie ce should always be locked. 

The slide o f the tr ombone should be held in the rig ht hand a t the 

slide br ace. For beginning pla yers, encour age them to hold the slide 

vertic ally wi th the rubber stopper on the bot tom o f the slide r esting 

on the f loor . 

Wi th the lef t hand, plac e the bell section on to the r eceiver tha t 

is on the longer side o f the slide. The bell should go on smoothl y; if 

force is needed to ge t i t on, lubric ation ma y be needed. A graphi te 

pencil c an be scribble d on the inner tubing to pr ovide lig ht 

lubric ation. The ang le between the slide and bell should be slig htl y 

less than 90 degr ees. The bell lock should be scr ewed down to 
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f inger tig htness. No tools should e ver be used to tig hten a tr ombone 

bell lock. 

The lef t hand suppor ts all the w eight o f the tr ombone. An ÒLÓ 

should be made wi th the thumb and f irst f inger . The thumb should 

wr ap under the bell tubing abo ve the bell br ace. The index f inger 

should r est across the mouthpie ce brace, poin ting to ward the 

mouthpie ce. The other thr ee fingers should wr ap around the tubing 

between the mouthpie ce and slide br aces. 

The rig ht hand c ontr ols the mo vement o f the slide. The slide 

should be posi tione d between the tips o f the thumb and inde x and 

middle f ingers. The other f ingers should not mak e contact wi th the 

instrumen t, but r ather should cur l gentl y in to the palm o f the hand 

After pr oper postur e is set (see the Postur e chapter ), the 

tr ombone should be br ought to the embouchur e. Arms should 

remain in a r elaxed posi tion a way fr om the rib c age to allow for 

unr estr ained br eathing. 

The embouchur e for the tr ombone v aries extensiv ely across 

players. Ideally, the mouthpie ce should be posi tione d in the middle 

of the embouchur e from lef t to rig ht wi th r oughly a 50/50 division 

between the upper and lo wer lips. Man y pr ofessional players also 

use two-thir ds, one-thir d division be tween top and bot tom lip. The 

best embouchur e is the one which pr oduc es the fullest tone f or the 

studen t. 
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A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=222 

 

Trombone-specific details and concepts 

As mentione d in the pr evious chapters, man y of the de tails o f 

tr ombone pla ying ar e common to all br ass playing c oncerning 

technique, tone, and pr actic e. Make sure to r eference the gener al 

sections r egarding each of these issues in addi tion to the trumpe t 

specif ic details belo w. 
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Range development 

As with all br ass instrumen t, r ange developmen t tends to be slo w 

compar ed to w oodwind and string instrumen ts. Because ther e is 

muscle developmen t r equir ed to mo ve between shelves, beginning 

tr ombone pla yers often have very limi ted ranges of around an 

octave. It is cri tic al that studen ts are not rushe d to pla y higher 

notes than the y can contr ol wi thout pr essure and wi th good air 

contr ol. Long tones and in ter val studies ar e cri tic ally impor tant f or 

beginning tr ombone pla yers, so that the y build the muscle tone and 

contr ol to be able to pla y in hig her r egisters. 

This chart shows the char acteristic r ange called for in standar d liter atur e at 
various levels for tr ombone. 

Follow this link f or a Trombone Fingering Char t . 

The slide 

The slide is the ob vious unique char acteristic f or the tr ombone, 

allowing i t to pla y every beginning tr ombonistÕs favori te glissando. 

The slide also cr eates some challenges f or beg inning tr ombonists, 

namely tha t ther e is no easy way to guar antee that the y are close to 

the c orr ect pi tch. The slide mak es it cri tic al that tr ombonists ha ve 

str ong aural skills. 

The slide is divide d in to seven posi tions, e ach of which is a half 

step apar t. The distanc e between posi tions gr adually incr eases from 

3�  for 1st to 2nd posi tion to just o ver 4�  for 6th to 7th posi tion. Due 
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to the dif ferent in tona tion tendencies o f each par tial, the posi tion 

for each posi tion is not iden tic ally the same acr oss the r ange of 

the instrumen t. Studen ts should le arn their slide posi tions thr ough 

a combina tion o f muscle memor y and careful listening. Disc our age 

studen ts fr om using their f ingers to f eel for the bell to plac e 3rd and 

4th posi tion, as this cr eates str ain in the wrist and a false sense o f 

conf idenc e. 
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There is some variance in the exact location of positions based upon partials. 
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The wrist le ads the mo vement f or the slide. The f irst t wo f ingers 

and the thumb should be able to r otate around the slide br ace 

as the wrist mak es small adjustmen ts. The wrist should sta y loose 

and pliable, so tha t small adjustmen ts can be made. The lar ger the 

movement o f the slide is, the mor e involvement is in tr oduc ed fr om 

elbow. Very li t tle mo vement should oc cur fr om the shoulder , which 

should be limi ted to 6th and 7th posi tions. 

Very impor tantl y, slide movement should al ways be quick to limi t 

the amoun t o f slide mo vement between notes to a void g lissandos. 

The slide is contr olled by two finger s and the thumb, which 
should be loose enough to easily rotate ar ound the slide brace. 
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F-attachment 

More advanced tr ombones will o ften have what is terme d an F-

at tachmen t. The F-a t tachmen t is an alterna tiv e bell segment tha t 

adds additional tubing to the instrumen t to lo wer the pi tch b y a 

perf ect 4th when the r otor is engage d. The F-at tachmen t ser ve two 

cri tic al purposes: 

¥ elimina tes the ne ed for lar ge slide movements as alterna te 

slide posi tions c an be used for outer posi tions 

¥ gives the tr ombone the pi tches fr om b1-eb2 tha t allo w for full 

chr omaticism thr ough the fundamen tal bb1. 

The F-at tachmen t can serve as an alternativ e also for par ticular ly 

small tr ombonists, thoug h this does add addi tional w eight to the 

instrumen t which the y will ne ed to c ontend. 

The F attachment on the tr ombone is 
contr olled by the left hand thumb and dr ops 
the pitch by a perf ect fourth. 
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When looking a t bass tr ombones, i t is common to ha ve a double 

rotor system. The f irst r otor dr ops the instrumen t in to F. The 

second r otor , in combina tion wi th the f irst, dr ops the instrumen t 

into Eb or D , func tionall y extending the lo wer oc tave of the 

instrumen t and pr oviding mor e alterna tiv e positions to allo w the 

larger slide to sta y in the close posi tions. The c onstruc tion o f this 

second r otor c an vary. In instrumen ts wi th dependen t (or stack ed) 

rotors, the se cond r otor is built in to the tubing f or the F r otor , so 

the second r otor onl y func tions wi th the f irst a t tachmen t opene d. 

In independen t (or in-line ) rotor instrumen ts, the second r otor is 

built in to the main tubing, allo wing i t to func tion wi thout the F 

at tachmen t. For independen t instrumen ts, the second r otor dr ops 

the instrumen t in to G or Gb when use d on i ts own. 

Slur or legato tonguing 

The slide pr esents a problem f or tr ombonists when the y play par ts 

that r equir e slurring. S ince the slide ne eds to mo ve between notes, 

ther e is no way to have an unar ticula ted notes wi thout a g lissando 

between them. T o remedy this, tr ombone pla yers use a ÒlahÓ syllable 

to very lig htl y divide notes. The tongue mer ely in terrupts the air 

f low as lightl y as possible while the slide mo ves as quickly as 

possible. 

Intonation 

Unlik e other br ass instrumen ts, in tona tion on the tr ombone is 

primaril y contr olled mechanic ally. Since the slide is c ontinuous in 

pi tch, the tr ombone pla yer adjusts the slide to addr ess pitch 

inconsistencies. This allo ws the embouchur e to r emain center ed, 

allowing f or c onsisten t tone c ontr ol. This also means that slide 
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positions v ary slightl y based upon the in tona tion tendencies o f 

dif ferent par tials. 

Mutes 

The tr ombone utiliz es the same collection o f mutes as the trumpe t. 

Standard Mutes 

Str aight m ute-This is the most c ommon mute f or tr ombone 

players. If a part calls for Òwith mute Ó or Òcon sor dino,Ó a straight 

mute is t ypic ally being expected. Similar to trumpe t, the y come in 

a variety of dif ferent materials, e ach possessing slightl y dif ferent 

timbr al quali ties. In gener al, the mute c ancels lower overtones 

making f or a brig ht, br assy tone wi th r educed dynamic. 

Cup m ute-The cup mute looks lik e a straight mute wi th a bowl 

at tached to i ts base and comes in both f iber boar d and metal. The 

cup mute muf f les the tone o f the tr ombone b y redir ecting the upper 

overtones back in to the instrumen t. 

Specialty Mutes 

Wah-w ah or H armon m ute-The wah-w ah mute is a f ixtur e of 

certain j azz styles, comprise d of a bulb shape wi th a small hole in 

its base, which c an be expanded wi th a stem. The c ork comple tel y 

seals the bell, so all air must pass thr ough the hole in the mute Õs 

base. When the stem is out, the tone is v ery mello w wi th gr eatl y 

reduced volume. W hen the stem is in, the tone is v ery dir ect and 

buzzy. By placing the hand or a plunger o ver the stem opening, 
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the char acteristic Òwah-w ahÓ sound can be made, which bends both 

pi tch and tone. This must mak es instrumen ts extr emely sharp, so 

the tuning slide should be adjuste d when using the w ah-w ah mute. 

The wah-w ah mute wi th stem in cr eates the famous ÒCharlie 

BrownÕs teacherÓ effect. 

Plung er m ute-The plunger f or tr ombone is a standar d toile t 

plunger . There is a bit o f challenge f or tr ombonists in using the 

plunger , as it is held b y the lef t hand. The bell r ests against the 

wrist, which ser ves as a hinge to open and close the bell. W hen 

using the plunger , the lef t hand is simultane ously manipula ting the 

plunger and suppor ting the w eight o f the instrumen t. This postur e 

can easily lead studen ts to put mor e pressure on the embouchur e, 

so care should be made to ensur e that excessive pressure is not put 

on i t. 

Buck et m ute-The buck et mute is a bo wl or buck et wi th thr ee 

springs on the rim tha t at tach o ver the tr ombone bell. The bo wl is 

full o f bat ting to so ften the tone and d ynamic o f the tr ombone. 

Practice m ute- Practic e mutes look lik e straight mutes stuf fed 

wi th bat ting. The y are designed for quie t indoor pr actic e. Caution 

should be used wi th pr actic e mutes as the y add a great deal of back 

pressure that can cause harm and de velop bad habi ts. 
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From left to right: 
Front r ow: Plunger mute 
Back row: Straight mute, Cup mute, W ah-wah mute 

Unique Issues for Trombone 

Fist grip - Beginning tr ombone pla yers will o ften wr ap 

their en tir e hand around the slide br ace, making the wrist 

rig id and losing the abili ty to piv ot ar ound the grip. R emind 

studen ts to hold the slide br ace between the f inger tips o f 

the f irst and se cond f ingers and the thumb. Pr actic e 

moving between 1st and 2nd position using onl y the wrist, 

allowing the slide br ace to piv ot be tween f ingers when 

doing tha t motion. 
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Gripping the slide with the entir e fist r educes agility and 
incr eases tension. 

Glissandos betw een notes - If studen ts are using slow 

slide motions, g lissandos will be he ard between notes, even 

when studen ts ar ticula te appr opria tel y. Studen ts should be 

reminde d to mo ve the slide quickl y between posi tions. 

Inter vals studies lik e Broken Remington  can be particular ly 

useful in isola ting this mo vement. Star t wi th close 

movements between notes tha t ar e a second apar t and 

then pr ogress to larger in ter vals. 

Collapsed postur e- Due to the o ff center ed postur e of the 

tr ombone, i t is common f or tr ombonists to slump to the 

lef t, ei ther b y tilting the torso or allo wing the ne ck to tilt. A t 

times, beg inning tr ombonists ma y tr y to r est tr ombone bell 

segment on their shoulder to lessen the w eight on the lef t 

hand. This c ollapsed postur e inhibi ts air f low and cr eates 

issues for quick, smooth slide mo vement. Studen ts should 

lif t the tr ombone o ff of their shoulder and mak e sure that 
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the back r emains str aight and he ad remains elevated by 

always set ting postur e first and then in tr oducing the 

instrumen t to the establishe d postur e. 
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13. The Euphonium 

The euphonium is the ne west standar d member o f the br ass family 

having been invented in the 1840s. It w as developed as an immediate 

response to the de velopmen t o f valves, as it w as seen as a melodic 

low voice wi th a w armer sound than the tr ombone. I n terms o f 

voicing, i t ser ves the same role as the tr ombone as a tenor or 

bari tone v oice. The youth o f the euphonium c an be seen in the 

many dif ferent variations o f design tha t ar e used by dif ferent 

manufac tur ers of the instrumen t. 

Double Belled Euphonium which played a 
melody accompanied by a drone. 

The euphonium is closel y related to the bari tone, and the 

distinc tion be tween the instrumen ts is somewhat uncle ar. 
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Technic ally speaking, the euphonium has a mor e conic al bor e and a 

fuller tone than the bari tone, but historic ally, the instrumen ts have 

fr equentl y been in ter changed wi th one another in band music. I n 

the Uni ted States, the bell fr ont bari tone w as a fixtur e of the f irst 

half o f the 20th c entur y, but mor e recentl y, the euphonium has risen 

to pr ominenc e in both school and pr ofessional bands. It ser ves a 

versatile r ole in the ensemble, including as a melod y instrumen t, 

tenor v oice accompanimen t, and bass line. 

Basic parts of a compensating system euphonium 
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Characteristics for Beginning Euphonium 
Players 

It should be note d tha t the best instrumen t f or a studen t is the 

instrumen t tha t the studen t w ants to pla y. This is no dif ferent f or 

the euphonium. Wi th very few exceptions, an y studen t can be an 

effectiv e euphoniumist. 

The euphonium is qui te possibl y the most f orgiving instrumen t 

of all f or beg inners. W hile mastering the instrumen t tak es a great 

deal of time due to the wide r ange of music al expectations f or the 

instrumen t, the instrumen tÕs size makes it appr opria te f or ne arly 

any musician and the embouchur e is very accommoda ting to 

or thodon tic issues. 

The one challenge tha t beg inning musicians o ften have wi th the 

euphonium is the lar ge amount o f air r equir ed for full tone. The 

construc tion o f the instrumen t is very fr ee blowing, so i t r equir es a 

large amount o f consisten t air to main tain good tone. 

The euphonium mak es an ideal tr ansfer instrumen t f or studen ts 

who have encounter ed physical issues with other instrumen t. In 

par ticular , high br ass players wi th br aces often mak e extr emely 

str ong euphonium pla yers as the music al demands of euphonium 

as a melody instrumen t ar e often similar but the lar ger mouthpie ce 

reduces pressure on the fac e 

Setting Up the Euphonium 

While ther e are several designs for the euphonium, ne arly all have 

the same fundamen tals in terms o f postur e. The left arm suppor ts 

the w eight o f the instrumen t while the rig ht hand manipula tes the 

valves and stabiliz es the angle of the instrumen t. 

For instrumen ts wi th a compensating v alve, the lef t arm wr aps 
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around the fr ont o f the euphonium so tha t the lef t inde x f inger c an 

press the compensating v alve. The left arm is less r esponsible f or 

holding the euphonium up as i t is f or cr eating le verage against the 

lower torso on which the euphonium r ests. Impor tantl y, studen ts 

should establish their postur e first and then bring the euphonium 

to themsel ves. Except f or extr emely small players, the euphonium 

should not be r esting on the lap. I f a studen t f inds the w eight o f the 

instrumen t dif f icult to suppor t, the y may posi tion a cushion under 

the instrumen t, making sur e that the heig ht o f the cushion allo ws 

for pr oper torso postur e. 

The rig ht hand should be in the shape o f a C with the thumb 

positione d under the v alve brace and the f ingers posi tione d on the 

f inger tips on the v alve caps. Care should be tak en to mak e sure that 

the f ingers sta y close to their assigne d valve and do not w ander 

together or cur l back to ward the palm o f the hand. 

When bring ing the instrumen t to the bod y, make sure that the 

torso and he ad are in posi tion f irst. The mouthpie ce should r est in 

the c enter o f the lips r oughly evenly divide d between the upper and 

lower lips. The mouthpie ce cushion should r emain very relaxed and 

supple to allo w for a very fr ee and vivacious buz z. 

The exact ang le of the instrumen t is based in par t on the pla yerÕs 

body and size. The euphonium t ypic ally leans slightl y to the rig ht 

while pla ying at an ang le tha t allo ws the lef t arm to c omf or tabl y 

wr ap around the instrumen t and the rig ht arm to c ome up to the 

valves without c ompr essing the rib c age or pulling the shoulder out 

of line. 
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A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=224 

Euphonium-specific Details and Concepts 

As mentione d in the pr evious chapters, man y of the de tails o f 

euphonium pla ying ar e common to all br ass playing c oncerning 

technique, tone, and pr actic e. Make sure to r eference the gener al 

sections r egarding each of these issues in addi tion to the 

euphonium spe cif ic details belo w. 
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Range development 

As with all br ass instrumen t, r ange developmen t tends to be slo w 

compar ed to w oodwind and string instrumen ts. While most pla yers 

f ind tha t the f irst sound on euphonium c omes very easily, it can take 

beginning euphoniumists a fair amoun t o f time bef ore they are able 

to pla y a full oc tave across thr ee partials. I t is cri tic ally impor tant 

that beg inners ar e not pushe d too quickl y to de velop r ange and tha t 

they are encour aged to pla y long tones and in ter val studies tha t can 

develop their muscle tone and c ontr ol. 

This chart shows the char acteristic r ange called for in standar d liter atur e at 
various levels for euphonium. 

Follow this link f or a Euphonium Fingering Char t . 

Intonation control 

Intona tion on euphonium is primaril y contr olled thr ough the 

embouchur e, thoug h many instrumen ts include a 4th v alve or a 

compensating system tha t allo ws for mor e in tune alterna tiv es to 

problematic f ingering c ombina tions. 

4th valve vs. Compensator systems 

Two dif ferent systems c ommonl y exist on euphoniums to adjust 
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par ticular ly out o f tune in ter vals and extend the full chr omatic 

range of the instrumen t. On the surfac e, they work in very similar 

ways. The 4th valve or compensator system ser ves to pr ovide an 

alterna tiv e fingering f or 1-3 and 1-2-3 fingerings and f ill in the gap 

between the fundamen tal o f bb1 and e2. The way these systems 

func tion is distinc tl y dif ferent and has r amif ications f or in tune 

playing and f or extr eme low r egister . 


1&�3�)3#�

The four th valve is typic ally posi tione d alongside the f irst thr ee 

valves and func tions e xactl y the same w ay as the other v alves on 

the instrumen t by lowering the pi tch b y a fixed amoun t, in this c ase, 

a perfect 4th. The 4th v alve can be used as a substitute f or the 1-3 

f ingering c ombina tion and c an provide an imperf ect par tial be tween 

the fundamen tal Bb and f irst par tial Bb. The pr oblem de velops as 

the lo w Bb is appr oached as the tubing is not qui te long enoug h to 

compensate f or r egister , causing the pi tch to si t r elativ e sharp. 

�,*-#+0�1'+%�0601#*�

Compensating systems w ork by a mor e comple x but mor e effectiv e 

system. The compensating v alve is typic ally found on the side o f the 

euphonium. W hen pr essed, the c ompensating system opens up an 

addi tional se t o f tubing tha t is at tached to each  valve. This system 

compensates for the addi tional tubing ne eded not onl y for the ini tial 

inter val of the perf ect f our th, but also the addi tional tubing ne eded 

for each addi tional depr essed valve. This compensating system is 

preferr ed over the 4th v alve system as it allo ws for be t ter in tona tion 

as more valves are depressed in the lo w r egister . 

For an outstanding vide o explanation o f how compensating 

systems func tion, che ck out this e xplanation  by David Werden. 
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Mutes 

Mutes ar e seldom used in c oncert li ter atur e for the euphonium. 

When called for, the str aight mute is most c ommonl y used for the 

euphonium. I t is inser ted while the instrumen t is vertic al in playing 

position b y reaching o ver the top o f the instrumen t to plac e it in the 

bell. 

The straight mute is used on the r are occasion a 
mute is r equired for the euphonium. 
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Unique Issues for Euphonium 

Air support  issues- Due to the lar ge size of the 

euphonium, air suppor t is a fr equent pr oblem f or mor e 

novice euphonium pla yers. Studen ts should w ork on 

building both lung c apacity and exhale capacity and 

consistenc y. Exercises found in the Breathing  chapter c an 

help studen ts build this c apacity. 

Technical dexteri ty -The lar ge size of the v alves couple d 

wi th the melodic r esponsibili ties o f the euphonium c an 

pose problems wi th te chnic al dexteri ty. Studen ts should be 

reminde d to main tain a r ounde d C shape in the rig ht hand 

so that the f inger tips ar e on the v alves. By keeping the 

f ingers r ounde d and on the v alve but tons, studen ts are 

bet ter pr epared for quick mo vements. Euphonium pla yers 

should also include te chnic al exercises such as Dexteri ty 

Exercise #1 and Dexteri ty Exercise #2  as part o f their e very 

day pr actic e. 
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14. The Tuba 

The tuba is the modern r epresentativ e of a long histor y of br ass 

instrumen ts tha t have at tempte d to ser ve as the bass voice of the 

ensemble. Some of these instrumen ts, such as the ophicleide and 

the serpen t, took their design fr om bassoons and other bass 

woodwind instrumen ts. Others a t tempte d to c aptur e the 

characteristics o f smaller br ass instrumen ts scaled up f or siz e, such 

as the bass saxhorn and Wagner tuba. This e volution c an still be 

seen toda y as ther e is not a sing le standar d design f or the tuba, 

althoug h the principles ha ve been br oadly standar dized. 

Many instruments have been developed to assume the role of bass brass 
instrument. 
A. Wagner tuba B. Serpent C. Ophicleide D. Bass Saxhorn E. Russian bassoon 

By the early 1900s, the modern tuba assume d its curr ent f orm. 

By default, the modern tuba is a v ertic al projecting, c onic al bor e 

instrumen t wi th at least thr ee valves or r otors. I n classrooms, i t is 

not unc ommon to still f ind bell fr ont tubas, which ha ve a 90 degree 

cur ve placed just bef ore the bell f lair . The BBb tuba is the standar d 
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tuba f ound in schools, while the CC tuba is t ypic ally pr eferr ed by 

professional players, especiall y in or chestr as. Tubas can also be 

found r egular ly in Eb and F, which ar e typic ally used as solo and 

chamber instrumen ts as they are smaller instrumen ts allowing f or 

greater ag ili ty. To accommoda te players of dif ferent sizes, tubas also 

come in sc aled versions, some times r eferr ed to as junior tubas, wi th 

many schools utilizing 1 /2 or 3 / 4 size tubas. 

Regarding c onstruc tion, tubas ar e commonl y found wi th valves 

and rotors. The y can have as many as six valves, allowing f or 

dif ferent combina tions to impr ove intona tion and e xtende d low 

register . For beginners, a 3- or 4- valve BBb tuba is pr eferr ed, as it is 

mor e dur able than the r otor v ersions and allo w for the de velopmen t 

of solid fundamen tals wi thout the c onfusion o f extende d f ingerings. 

While tubas o f a given key have the same length o f tubing, dif ferent 

manufac tur ers have wound their tubas dif ferentl y, which af fects 

both timbr al and handling aspe cts of the instrumen t. 

Two common v arian ts of the tuba c an be found in man y schools, 

specif ically for mar ching band. The sousaphone wr aps around the 

playerÕs body wi th a fr ont facing bell. I t is mor e cylindric al than the 

tuba, and has a very dir ectional sound tha t is conduciv e for the 

marching f ield. Those timbr al aspects also make it less desir able for 

the c oncert ensemble. Another alterna tiv e is the mar ching c ontr a 

(shor t f or Òcontr abass bugleÓ). This instrument w as developed for 

the drum and bug le corps tr adition. I t is carrie d on the rig ht 

shoulder and has timbr al aspects mor e similar to the tuba than 

the sousaphone in i ts warmth and depth. Some schools will use 

a convertible v ersion o f the c ontr a that has a moveable lead pipe 

that allo ws for shoulder c arriage f or mar ching band, and tr aditional 

seated postur e for the c oncert set ting. 
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Basic anatomy of a 4-valve tuba 

Basic anatomy of a 4 rotor tuba 
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Characteristics for Beginning Tuba Players 

It should be note d tha t the best instrumen t f or a studen t is the 

instrumen t tha t the studen t w ants to pla y. This is no dif ferent f or 

the tuba. Wi th very few exceptions, an y studen t can be an effectiv e 

tubist. Wi th tha t said, ther e are characteristics tha t mak e for a 

str onger beg inning tuba pla yer. 

Lung capacity is the sing le most impor tant variable f or ef fectiv e 

tuba pla ying. W hile a tuba pla yer does not ne ed to be ph ysically 

large, they do need to de velop signif icant lung c apacity to pla y the 

tuba. 

Because of the r egister in which the tuba pla ys, tuba players 

should be able to distinguish lo w pi tches w ell. Many studen ts are 

able to ma tch pi tch in their sing ing r egister w ell, but ma y strugg le 

to be able to tr ansfer tha t pi tch ma tching to the lo w r egister tha t 

falls beyond the r egular human v oice. 

While i t may seem tha t player size should be a concern, ther e are 

several ways that small studen ts can be successful on tuba wi thout 

any issues. The one concern r egarding siz e is hand spr ead. The 

valve spacing on tubas c an be rather br oad, and studen ts should 

be able to r each all thr ee (or f our ) valves simultane ously. The hand 

position c an be uncomf or table at f irst, so the c oncern should be 

about whe ther the y have the spr ead in the hands as oppose d to 

whether the y can comf or tabl y do i t at f irst. 

Tuba is a frequent candidate f or tr ansferring studen ts to fr om 

other instrumen ts. Out o f the br ass instrumen ts, euphonium 

players are logical candidates for tuba as ther e is a similar ( thoug h 

not iden tic al) approach to perf ormanc e on the instrumen t. Studen ts 

should ha ve well developed low r egisters on euphonium if the y are 

to be suc cessful on tuba. Similar ly, horn c an be a highly effectiv e 

tr ansfer for the studen t who has a str ong low r egister and poten tial 

weak upper r egister (or or thodon tic issues ). 

Surprising ly, woodwind pla yers fr equentl y make some of the 

easiest tr ansfers to tuba. Due to similar demands f or air , f lute 
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players often mak e strong tuba pla yers. The studen t wi th gr eat tone 

but issues wi th the de xteri ty requir ed for f lute c an make for hig hly 

effectiv e tubists. Saxophone c an be another par ticular ly str ong 

tr ansfer, especiall y for the studen t who a t times has a w oofy tone in 

the lo w r egister or on tenor or bari tone saxophone. Tha t w oofy tone 

is fr equentl y due to an or al cavity tha t is too lar ge and too much air 

suppor t. The char acteristics tha t mak e for an unf ocused saxophone 

tone also mak e for a full tuba sound. 

While any studen t can poten tiall y be successful on tuba, double 

reed, clarine t, and trumpe t players often strugg le in making the 

tr ansfer to tuba. The embouchur e requir ed for these instrumen ts 

is qui te tig ht, and these instrumen ts utiliz e less air and mor e back 

pressure. Additionall y, for the r eed instrumen ts, the embouchur e is 

rolled in, which will be a habi t tha t will ne ed to be quickl y broken to 

be successful on tuba. 

Setting Up the Tuba 

Ther e are many dif ferent designs f or the tuba, so no one se t o f 

instruc tions will w ork for all instrumen ts. Wi th tha t said, nearly 

all tubas ar e balanced similar ly and have similar char acteristics 

regarding handling. 

The weight o f the tuba is plac ed upon the pla yerÕs leg, their chair , 

or a tuba stand, dependen t on the siz e of the tuba and the tuba 

player. The lef t arm ser ves two purposes. First, i t helps to balanc e 

the tuba b y ensuring tha t i t is stable on i ts r esting surfac e. Second, 

the lef t hand c an be used to adjust slides ( often the 1st valve slide) 

to adjust in tona tion, as the siz e of the tuba mak es intona tion issues 

become exaggerated). For most tuba pla yers, the tuba r ests on the 

inside o f their thig hs. Shorter pla yers may use the chair be tween 

their legs or a spe ciall y designed tuba stand to hold the tuba. 

Impor tantl y, the tuba Õs position should be dic tated by the pr e-set 

postur e of the pla yer wi th the shoulders aligne d over the hips, the 
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back str aight, and the he ad elevated. While the siz e of the tuba ma y 

requir e slight alter ations, good postur e should not be c ompr omised 

to accommoda te the tuba. 

The rig ht hand c ontr ols the v alves or r otors. I n some case, the 

valves will be v ertic al, as on the euphonium. I n this c ase, the rig ht 

hand is in the shape o f a C, with the thumb plac ed against the 

suppor t br ace across the back o f the v alve. Impor tantl y, the f inger 

tips should r est upon the k ey caps of the v alves. Studen ts should not 

allow their f ingers to f loat fr eely or cur l back to the palm as the y 

play. 

For instrumen ts tha t have horiz ontal aligne d valves or r otors, 

the rig ht arm will wr ap around the side o f the instrumen t. The 

hand should still ha ve a relaxed posi tion, but the f ingers will be 

slightl y f lat ter than the y are wi th vertic al valves. The pads of the 

f ingers should r est on the v alve keys or r otor spa tulas in a w ay tha t 

minimiz es movement when pla ying. 

The embouchur e of the tuba is e xtr emely relaxed, wi th ne arly no 

tension in the c orners o f the mouth. I deally, the tuba mouthpie ce 

should si t close to a 50 /50 division be tween top and bot tom lips, 

but this will be dependen t on the siz e of the pla yerÕs face. The 

bot tom o f the mouthpie ce should not si t on the chin bone, and the 

top o f the mouthpie ce should not mak e contact wi th the pla yerÕs 

nose. 
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A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=226 

Tuba-specific details and concepts 

As mentione d in the pr evious chapters, man y of the de tails o f tuba 

playing ar e common to all br ass playing c oncerning te chnique, tone, 

and pr actic e. Make sure to r eference the gener al sections r egarding 

each of these issues in addi tion to the tuba spe cif ic details belo w. 

Range development 

As with all br ass instrumen t, r ange developmen t tends to be slo w 
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compar ed to w oodwind and string instrumen ts. The star ting r ange 

of beginning tuba pla yers can vary greatl y. Some beginning studen ts 

quickl y achieve the extr emely relaxed embouchur e requir ed for the 

low r egister . Others star t wi th a r ange that bor ders on tenor v oices. 

While early li ter atur e will emphasiz e the mid-lo w r egister a t the 

bot tom o f the bass clef staf f, variabili ty across students will be 

broad. When ini tiall y developing embouchur e fundamen tals, 

emphasize a relaxed embouchur e wi thout smiling or che ek puf f ing 

to allo w the en tir e embouchur e to full y engage in vibr ation. 

 

The range notated is a rough estimate of the expected range of tuba players at 
various levels in standar d ensemble and solo literatur e. 

Follow this link f or a Tuba Fingering Char t . 

Instrument handling 

One of the ini tial challenges o f the tuba is being able to handle i t 

appropria tel y. Studen ts need to be ta ught and r eminde d tha t their 

instrumen t tak es up qui te a bi t o f space, and be prepared to cle ar 

the ar ea around them to a void damage to the tuba or others. Ther e 

is a tempta tion to se t the instrumen t do wn on i ts bell, but this 

should be disc our aged as the weight o f the instrumen t along wi th 

the momen tum o f set ting i t do wn c an cause the bell to buckle. 

Instead, it should be laid on i ts back wi th the v alve slides facing up 

whene ver possible. 

When tr ying to iden tif y pr oper pla ying posi tion f or the tuba, the 

studen t should star t wi th pr oper postur e first ( see Postur e). They 
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should then bring the tuba to their bod y, with an emphasis on 

having the mouthpie ce meet their embouchur e wi thout adjusting 

back, neck, or he ad angles. Having the te acher or another adult 

help si tuate the tuba c an help. The tuba i tself c an be at a slight 

angle to accommoda te embouchur e provided tha t the studen t can 

balance the w eight wi th their lef t arm. Ther e are a few options f or 

suppor ting the tuba. 

¥ resting the tuba on the leg or be tween the thig hs. 

¥ resting the tuba on the se at o f the chair be tween the legs. This 

works particular ly if ther e is an angle tha t the tuba c an be held 

at to ensur e that the mouthpie ce is in the rig ht posi tion. 

¥ pur chasing a tuba stand to suppor t the instrumen t fr om the 

f loor . If the studen t is using a tuba stand, the y should si t on the 

fr ont par t o f the chair so tha t the instrumen t is still si tuated 

against their bod y so that the y do not ne ed to le an forward or 

lean the tuba backw ard to c omf or tabl y reach the mouthpie ce. 

The gener al rule f or all br ass postur e stays the sameÐestablish 

proper pla ying postur e that limi ts tension and maximiz es air 

suppor t f irst, and then in tr oduc e the instrumen t in a w ay to 

main tain tha t postur e. 

202  |  The Tuba



When playing r otor or fr ont f acing 
valve tubas, the right arm wr aps 
around the side of the tuba. The left 
hand is positioned f or easy adjustment 
of the 1st rotor tuning slide 
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When playing valve tubas, the right 
hand is positioned behind the tuba in 
the shape of a C. When possible, the 
left hand r eaches around the 
instrument to the 1st valve tuning 
slide. The weight is r esting on the 
insides of playerÕs thighs. 

Additional valves 

Many in terme diate and advanced tubas include addi tional v alves 

that ser ve to pr ovide for mor e in tune alterna tes to 3- valve 

combina tions and to e xtend the lo wer r egister o f the instrumen t 

past the fundamen tal. For studen t instrumen ts, 4- valve models are 

qui te common and ar e advised. Many advanced tubists will pla y 

instrumen ts wi th up to 6 v alves or r otors to allo w them gr eater 

pi tch f lexibili ty. While ther e is variation base d on manufac tur er, the 

follo wing char t is the gener al rule o f thumb f or tubas: 
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Valve Eff ect on partial 

1 Major 2nd do wn 

2 minor 2nd do wn 

3 slightl y sharp minor 3r d down 

4 Perf ect 4th do wn 

5 f lat Major 2nd do wn 

6 f lat minor 2nd do wn 

On most instrumen ts, the r ole of the 5th and 6th v alves are to allo w 

for in tune pla ying when c ombine d wi th the 4th v alve. They also 

serve to extend the r ange of the instrumen t fur ther . By utilizing the 

4-6th v alves in combina tion wi th the f irst 3 v alves, advanced tuba 

players can corr ect pi tch tendencies. Again, beg inners should ha ve 

no mor e than 4 valves to star t so tha t the y can master fundamen tals 

before focusing on in tona tion de tails. 

Intonation control and additional valves 

Dependen t on the instrumen t, ther e are thr ee mechanisms by 

which in tona tion is adjuste d on the tuba. I n the end, embouchur e 

adjustmen t is always a possibili ty, and due to the lar ge size of the 

instrumen t, small changes in the embouchur e can have a signif icant 

impac t on pi tch wi thout af fecting tone pr ovided tha t quali ty air 

suppor t is always present. 

Second, on tubas wi th addi tional v alves or r otors, alterna tiv e 

f ingerings c an be used by mor e advanced players to adjust 

characteristic ally out o f tune notes. M ost notabl y, the 1-3 

combina tion should be r eplaced wi th 4 and 1-2-3 should be r eplaced 

wi th 2-4 as these ar e characteristic ally qui te sharp. 

Additionall y, due to the addi tional slides, e ach slide should be 

tune d to pla y in tune base d on i ts r elationship to the open tuning 

pi tches (see Intona tion ). Each slide is designed to pla y slightl y sharp 
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wi th the e xpectation tha t the slide length will be adjuste d prior to 

perf ormanc e. 

Thir d, many tubas ar e designed to allo w for easy access to the 

valve slides. Many tuba pla yers will adjust the 1st v alve slide in 

par ticular while pla ying to c orr ect par ticular ly out o f tune notes 

using the 1st valve, notabl y pi tches wi th the 1-2 combina tion. 

Articulation 

Due to the par ticular ly wide embouchur e, the appr oach to 

articula tion on tuba is slig htl y dif ferent than tha t o f other br ass 

instrumen ts. Rather than just a t tack the note wi th the tongue a t 

the fr ont t wo teeth, the tongue f licks up to in terrupt the air f low 

across the entir e front o f the mouth. Addi tionall y, due to the lar ge 

amoun t o f air ne eded for the tuba, the or al cavity is nearly always 

comple tel y open. Instead of using a ÒtahÓ syllable, tuba pla yers will 

often use a ÒthohÓ syllable which allo ws for a br oader strik e zone for 

the ar ticula tion and a lo wer tongue posi tion when pla ying. 

Mutes 

The use of mutes on tuba is r elativ ely uncommon, both be cause of 

the ungainl y size of tuba mutes and func tional impac t. When called 

for, the str aight mute is the c ommon mute f or the tuba. I t t ypic ally 

has a handle on the side to allo w for easier inser tion and r emoval. 

The mute is plac ed in the bell when the tuba is in uprig ht posi tion. 
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Tuba mutes have a handle on their side to assist in 
the process of inserting them into the bell. 
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Unique Issues for Tuba 

Postur e pr oblems - Due to the ungainliness o f the siz e of 

the tuba, man y tuba pla yers develop postur e that collapses 

their torso, t wists their bodies in unusual w ays, and creates 

ergonomic pr oblems tha t can make playing dif f icult and 

lead to long term he alth c oncerns. Make sure that studen ts 

are establishing their ini tial postur e corr ectl y (see Postur e) 

and then in tr oduc e the instrumen t to tha t postur e. 

Impor tantl y, make sure that your studen ts have what 

they need to be suc cessful to suppor t the instrumen t. They 

may need a dif ferent chair or a tuba stand, so tha t the y 

have a wider lip to r est the instrumen t upon. The y also 

need to ha ve enough space around them to allo w them to 

bring the instrumen t do wn safely and contr olled while 

resting. 

Weak tone -The biggest perf ormanc e issue that young 

tuba pla yers encounter is w eak tone fr om a lack of air . It is 

impor tant tha t the e xpectation f or tone dur ation be tween 

breaths is dif ferent f or tuba pla yers than other 

instrumen talists. W hile hig h br ass or woodwind studen ts 

should be able to use f our me asure phr asing fair ly quickl y, 

tuba pla yers may take a year or mor e to develop the lung 

capacity to sustain long phr ases with good tone. The y can 

develop bad habi ts of weak air suppor t by being rushe d to 

develop long phr asing too e arly. 
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Regular use o f br eathing ac tivi ties is cri tic ally impor tant 

for tuba pla yers (see Breathing ). Long tone  work on the 

tuba, as opposed to the mouthpie ce, can also help build this 

capacity. The low r egister o f the tuba in par ticular uses a 

great deal of air , so students can do capacity building 

activi ties in the middle r egister wher e sustain is easier. 

Finally, studen ts need to be ta ught to moni tor their o wn air 

usage so to kno w when the y need to br eath and r ecogniz e 

the mar kers of weak, under suppor ted tone. 

Double buzzing -When the lips vibr ate at dif ferent r ates, 

a double buz z will be cr eated, which manif ests itself as thin 

tone wi th hig hly apparent overtones. This c an be a sign of 

mouthpie ce anchoring, wher e the mouthpie ce is being 

pushed in to one lip or the other , ther eby deadening the 

buzz. It can also be a sign of a smile or puck er embouchur e 

wher e muscles are being une venly engaged. Remind 

studen ts of the fundamen tals of good embouchur e 

positioning, emphasizing the neutr al position o f the lips 

that ar e not smiling, fr owning, or puck ering (see 

Embouchur e). Have them then pr actic e wi th onl y the 

mouthpie ce, paying at ten tion the y are not anchoring the 

mouthpie ce onto the upper or lo wer lips. The y should also 

make sure they are using full air suppor t, as weak air can 

cause only one lip to full y vibr ate. 

Cheek puffing - Because of the v ery relaxed embouchur e, 

tuba pla yers will o ften f ind their che eks puf f ing or air 

leaking thr ough the c orners o f the mouth. ( Old cartoons 

wi th r ed cheeked tuba pla yers in polka bands pr obably do 

not help the si tuation.) This c an also be a sign of fatigue in 

playing. W hile the embouchur e needs to be tension fr ee for 

clear, full tone in the lo wer r egister , the corners o f the 

mouth should be f irm enoug h to k eep the che eks pulled in. 
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By puf f ing the che eks, the or al cavity is expanding, cr eating 

eddies of slow mo ving air . 

Impor tantl y, have studen ts pr actic e by a mirr or so tha t 

they can become aware of what che ek puf f ing f eels like. 

They will o ften f ind tha t their che eks puf f as they star t to 

tir e. This is a good sign tha t the y should tak e a break. When 

playing, enc our age students to think about f ocusing the air 

toward the c enter o f the embouchur e, which will f irm up 

the che ek muscles. Practicing in the middle r egister wher e 

ther e is mor e presence in the embouchur e will also help to 

develop the muscles ne eded to k eep the embouchur e 

focused when r elaxed in the lo w r egister . 
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PART III 

GUIDED PRACTICE 
LESSONS 

This book is in tende d to suppor t a one semester B rass Techniques 

course o f 12-16 weeks, meeting t wic e a week. The pr esumption is 

that studen ts spend 3-4 w eeks on each of four br ass instrumen ts, 

developing familiari ty and te chnique on trumpe t, horn, tr ombone, 

and euphonium /tuba. An y instrumen t may be the star ting poin t, 

and the struc tur e of these activi ties allo ws for homogenous or 

heter ogenous gr oupings. 

The Guide d Practic e Lessons serve to guide studen ts thr ough 

appropria te pr actic e approaches as developing br ass musicians. The 
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in ten tion is tha t the Guide d Practic e Lessons serve as an example 

of a 10-15 minute pr actic e session that should happen be tween in 

class meetings. Studen ts are encour aged to mix and ma tch similar 

activi ties using the Guide d Practic e Lessons as a guide. For lessons 

wi th a vide o, studen ts can play along wi th the vide o to pac e their 

lesson. 

To develop the fundamen tals and embouchur e to be a consisten t 

brass musician, i t is imper ativ e that pr actic e occur e very day. 

Shorter pr actic e sessions daily will be mor e effectiv e at developing 

and main taining muscle c ontr ol and str ength than longer sessions 

on a mor e sporadic basis. 

Instrument 1 Rotation 

GPL 1.1 

GPL 1.2 

GPL 1.3 

GPL 1.4 

GPL 1.5 

GPL 1.6 

Instrument 2 Rotation 

GPL 2.1 

GPL 2.2 

GPL 2.3 

GPL 2.4 

GPL 2.5 

GPL 2.6 
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Instrument 3 Rotation 

GPL 3.1 

GPL 3.2 

GPL 3.3 

GPL 3.4 

GPL 3.5 

GPL 3.6 

Instrument 4 Rotation 

GPL 4.1 

GPL 4.2 

GPL 4.3 

GPL 4.4 

GPL 4.5 

GPL 4.6 
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15. Guided Practice Lesson 1.1 

Objectives 

Studen ts will be able to: 

¥ establish pr oper postur e 

¥ contr ol deep breathing inhale 

¥ contr ol deep breathing e xhale 

¥ establish a standar d embouchur e for br ass playing 

¥ buzz a consisten t tone on the mouthpie ce 

¥ buzz a consisten t tone on the instrumen t 

Materials 

¥ Instrumen t 

¥ Metr onome 

Activities 

1. Roll up  to establish pr oper postur e. 

2. Timed B r eathing Set the me tr onome at � =72. 

1. Do 4 repeti tions o f 4 counts in, 4 counts out 

2. Do 4 repeti tions o f 2 counts in, 4 counts out 

3. Do 4 repeti tions o f  1 count in, 4 c ounts out 

4. Do 4 repeti tions o f 1 count in, 8 c ounts out 

3. Vowel Shaping  to establish open or al cavity 

4. Hum  to establish embouchur e and set mouthpie ce 
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5. 4 on, 4 off  Set the me tr onome at � =72. Focus on consisten t 

tone pr oduc tion o f a comf or table pi tch 

1. Do 4 repeti tions o f 4 on, 4 off 

2. Rest for 15 seconds 

3. Repeat steps 3, 4.1, and 4.2 three mor e times 

6. Long tones   Assemble the instrumen t and set pr oper 

embouchur e using step 3. Focus on pr oducing a c onsisten t 

tone on an y comf or table pi tch. Repeat 4 times 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=4 46 
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Guided Practice Lesson 1.2 

Objectives 

Studen ts will be able to: 

¥ contr ol deep breathing inhale 

¥ contr ol deep breathing e xhale 

¥ contr ol a focused tone on the mouthpie ce 

¥ contr ol a focused tone on the instrumen t 

Materials 

¥ Instrumen t 

¥ Metr onome 

¥ Tissue 

Activities 

1. Marione t te Pull the ÒstringÓ from the top o f the he ad to 

establish pr oper postur e. 

2. Paper A irp lane Set the me tr onome at � =72. 

1. Do 4 repeti tions o f 4 counts in, 4 counts out 

2. Do 4 repeti tions o f 2 counts in, 4 counts out 

3. Do 4 repeti tions o f  1 count in, 4 c ounts out 

4. Do 4 repeti tions o f 1 count in, 8 c ounts out 

3. Santa to establish str ong exhale 

4. Deep Br eath Exhale  and Pea Spi tting  to establish embouchur e 
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and set mouthpie ce 

5. Short I nstrumen ts  Set the me tr onome at � =72. Focus on 

consisten t tone pr oduc tion o f a comf or table pi tch 

1. Sustain c onsisten t pi tch as long as possible wi th good tone 

2. Take mouthpie ce off of face and rest for dur ation o f 

playing in 5.1 

3. Repeat 4 & 5.1 three mor e times. 

6. Long tones   Assemble the instrumen t and set pr oper 

embouchur e using step 4. Focus on pr oducing a c onsisten t 

tone on an y comf or table pi tch. Repeat 4 times 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=4 48 
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Guided Practice Lesson 1.3 

Objectives 

Studen ts will be able to: 

¥ play a sustained consisten t tone on the mouthpie ce and the 

instrumen t 

¥ alter pi tch on the mouthpie ce 

¥ play a specif ic open tone on the instrumen t 

¥ articula te a sing le pi tch using lega to ar ticula tion and 

consistenc y tone 

Materials 

¥ Instrumen t 

¥ Metr onome 

Activities 

1. Sizzle  for sustaine d 4 counts, taking a one c ount br eath. 

Repeat 4 times. Sizzle for sustaine d 8 counts, taking a one 

count br eath. 

2. Long tones  on a comf or table pi tch on the mouthpie ce or on 

shor t instrumen ts. Take as much time o ff the fac e as on the 

face. Sustain tone as long as possible wi th c onsisten t tone 

quali ty. Repeat 4 times. 

3. 4 coun ts on, 4 coun ts o ff  on long tones on the instrumen t. 
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Make sure that ther e is a clear tongue d at tack, ste ady sustain, 

and an open r elease on every tone. 

4. Sir ens on the mouthpie ce. Hold a low pi tch f or 1 count, and 

glissando up and do wn to r eturn to the orig inal pi tch. Sustain 

the orig inal pi tch f or 1 count. Repeat 4 times. 

5. One dir ectional lip slur s on the instrumen t. Star t on the upper 

par tial ( for most studen ts, this will be F c oncert on trumpe t, 

tr ombone, euphonium and tuba and C c oncert f or horn ). Hold 

the upper par tial f or 4 counts and slur do wn to the lo wer 

par tial f or 4 counts. Make sure ther e is continuous air be tween 

pi tches and tha t tone is c onsisten t. Repeat 4 times. Star t on 

the lo wer par tial ( for most studen ts, this will be Bb c oncert on 

trumpe t, tr ombone, euphonium, and tuba, and A c oncert on 

horn ). Hold the lo wer par tial f or 4 counts and slur up to the 

upper par tial. Mak e sure to keep air c ontinuous be tween notes 

and to avoid pinching the lips. R epeat 4 times. 

6. Speak and p lay legato quar ter notes. On a c omf or table open 

f ingering, spe ak 4 quarter notes on  tah. Rest for 4 counts. Play 

for 4 counts. Make sure to keep air c onsisten t between notes, 

and listen f or a clear but lig ht ar ticula tion to star t each pi tch. 

Consistenc y is the k ey for this e xercise. 
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A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=494 
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16. Guided Practice Lesson 1.4 

Objectives 

Studen ts will be able to: 

¥ adjust pi tch be tween t wo adjacent par tials 

¥ play chr omatic and dia tonic se quences 

Materials 

¥ Instrumen t 

¥ Metr onome 

¥ Tuner 

Activities 

1. Thr ee sips-sizzle br eathing ex erciseÐBreathe in f or 4 counts, 

take thr ee sips, sizzle out f or 4 counts. Repeat 4 times to build 

lung c apacity. 

2. Buzz a melody of your choic e on the mouthpie ce, focusing on 

pi tch c entering and c onsistenc y in tone. 

3. Long tones . Play by star ting on c oncert F (concert C for horn ) 

descending chr omatic ally. Use a tuner to ensur e that pi tch is 

staying c enter ed and focus on c onsisten t tone. 

4. Lip Slur s #2. Focus on c onsistenc y of air be tween notes and 

tension fr ee tr ansitions, par ticular ly on the asc ending par tial. 

Take 4 counts off between each passage. 
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5. Br oken Reming ton . Set the tuner to a c oncert F (C for horn ) 

drone to ensur e that the open par tial is in tune. Focus on 

centering on tha t pi tch e ach time y ou r eturn to i t. 

6. Dexteri ty Ex ercise #1  . Practic e no faster than y ou can play 

wi th good te chnique and ac cur ate pi tch wi th c orr ect 

f ingerings. 

A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=498 
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17. Guided Practice Lesson 1.5 

Objectives 

Studen ts will be able to: 

¥ contr ol lip slurs be tween adjacent par tials 

¥ play chr omatic and dia tonic se quences 

¥ play a simple melod y wi th c onsisten t tone, pi tch, and 

articula tion c ontr ol 

Materials 

¥ Instrumen t 

¥ Metr onome 

¥ Tuner 

Activities 

1. Paper A irp lane. Breath in on 1 count and exhale for 4 counts. 

Make sure that the air sta ys full and ste ady across all 4 counts. 

Use your hand to visualiz e the inhale and e xhale. Repeat 4 

times to w ork on building good br eath c ontr ol. 

2. Mouth piece Sir ens. Star t on a lo w tone. Sustain to establish 

center o f pi tch and gr adually glissando the note hig her and 

back down to the star ting tone. Mak e sure to use air and 

corner f irmness to le ad the g lissando. Avoid pinching and 

creating tension in the embouchur e. Repeat 4 times. 
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3. Reverse Br oken Reming ton . Set a dr one on the tuner to 

concert Bb (horns will use ac tual f ingerings f or this e xercise). 

Using the lo wer fundamen tal as a poin t o f stabili ty, slur up to 

the hig her note, pa ying at ten tion not to pinch the lips or chok e 

the tone. I f a particular in ter val poses issues, repeat tha t 

inter val again. 

4. Lip Slur #2  or Lip Slur #3. Focus on consistenc y of air 

between notes and tension fr ee tr ansitions, par ticular ly on the 

ascending par tial. I f thr ee partials c an be played comf or tabl y, 

use lip slur #3. I f not, use lip slur #2. T ake 4 counts off 

between each passage. 

5. Dexteri ty Ex ercise #2 . Choose four k eys that ar e comf or tabl y 

in the middle o f your r egister . Set the me tr onome at a rate tha t 

you can accur atel y play each note wi th pr oper f ingerings. P ay 

close at ten tion to in tona tion tendencies, par ticular ly 2-3, 1-3, 

and 1-2-3 combina tions. Mak e sure to adjust using pr oper 

techniques (e.g. 3rd valve slide, 4th v alve, hand posi tion ) 

6. Melody. Select one o f the simple melodies fr om Practice 

Materials . Pay par ticular a t ten tion to ac cur ate f ingerings, 

consisten t tone, and good phr asing. 
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A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=500 

226  |  Guided Practic e Lesson 1.5

https://pressbooks.palni.org/brasstechniquesandpedagogy/?p=500#pb-interactive-content
https://pressbooks.palni.org/brasstechniquesandpedagogy/?p=500#pb-interactive-content


18. Guided Practice Lesson 1.6 

Objectives 

Studen ts will be able to: 

¥ contr ol ar ticula tions wi th varying at tacks and r eleases with 

good tone 

¥ play chr omatic and dia tonic se quences 

¥ play a simple melod y wi th c onsisten t tone, pi tch, and 

articula tion c ontr ol 

Materials 

¥ Instrumen t 

¥ Metr onome 

¥ Tuner 

Activities 

1. Santa. Breath in on 4 c ounts and exhale on thr ee counts saying 

(Ho, Ho, Ho). Focus on fast air a t tack and full r esonance on the 

vowel. Repeat 4 times. 

2. Chr omatic long tones . Star t in the middle o f the r egister and 

play a 4 count long tone wi th the me tr onome. Rest for 4 

counts. Play a half step lo wer for 4 counts. Rest for 4 counts. 

Continue f or at least 7 half steps. 

3. Lip Slur #2  or Lip Slur #3. Focus on consistenc y of air 
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between notes and tension fr ee tr ansitions, par ticular ly on the 

ascending par tial. I f thr ee partials c an be played comf or tabl y, 

use lip slur #3. I f not, use lip slur #2. T ake 4 counts off 

between each passage. 

4. Br oken Reming ton . Set a dr one to c oncert F (concert C for 

horn ). Play thr ough the Remington e xercise wi thout br eaks 

between measures (except to br eath ). Pay at ten tion to 

returning to the fundamen tal wi th the dr one. 

5. Articula tion Con tr ast Play on a comf or table pi tch. Focus on 

keeping c onsisten t tone be tween adjacent notes. Particular ly 

wi th the ac cent ar ticula tion, pa y close at ten tion to c ontr ol of 

the at tack o f the note. On the stac cato ar ticula tion, mak e sure 

that the air c olumn sta ys engaged between notes b y use of a 

glot tal stop af ter the r elease of the note. Onc e notes can be 

played accur atel y on a sing le pi tch, add a melodic pa t tern ( e.g. 

scales, pentachor ds, inter val pat terns ). 

6. Dexteri ty Ex ercise #3 . Choose four k eys that ar e comf or tabl y 

in the middle o f your r egister . Set the me tr onome at a rate tha t 

you can accur atel y play each note wi th pr oper f ingerings. P ay 

close at ten tion to in tona tion tendencies, par ticular ly 2-3, 1-3, 

and 1-2-3 combina tions. Mak e sure to adjust using pr oper 

techniques (e.g. 3rd valve slide, 4th v alve, hand posi tion ) 

7. Melody. Select one o f the simple melodies fr om Practice 

Materials . Pay par ticular a t ten tion to ac cur ate f ingerings, 

consisten t tone, and good phr asing. 
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A YouTube element has been excluded from this ver sion of the 

text. You can view it online her e: https:/ / pressbooks.palni. org/

brasstechniquesandpedagogy/?p=502 
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19. Guided Practice Lesson 2.1 

Objectives 

Studen ts will be able to: 

¥ apply common br ass characteristics including air suppor t and 

embouchur e from their R otation #1 instrumen ts to their 

Rotation #2 instrumen ts 

¥ establish pr oper postur e 

¥ contr ol deep breathing inhale 

¥ contr ol deep breathing e xhale 

¥ establish a standar d embouchur e for br ass playing 

¥ buzz a consisten t tone on the mouthpie ce 

¥ buzz a consisten t tone on the instrumen t 

Materials 

¥ Instrumen t 

¥ Metr onome 

Activities 

Note: Thr oughout this f irst pr actic e on your ne w instrumen t, focus 

on main taining good br ass fundamentals while obser ving the 

primar y dif ferences between your Rotation #1 and R otation #2 

instrumen ts. All br ass instrumen ts should use a r elaxed 

embouchur e, open postur e, and air-driv en tone. Particular issues 
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to pay at ten tion to ar e the amoun t o f air r equir ed to pr oduc e a 

full tone, the e xact plac ement o f the mouthpie ce, and unique 

characteristics o f postur e. Make sure to r eview the se tup vide o for 

your ne w instrumen t bef ore star ting y our f irst pr actic e 

1. Mouth piece buzzing 4 on, 4 o ff  Set the me tr onome at � =72. 

Focus on consisten t tone pr oduc tion o f a comf or table pi tch 

1. Do 4 repeti tions o f 4 on, 4 off 

2. Rest for 15 seconds 

3. Repeat steps 3, 4.1, and 4.2 three mor e times 

2. Long tones on the instrumen t Focus on pr oducing a 

consisten t tone on an y comf or table pi tch. Repeat 4 times. 

3. Vowel shaping exercise. Place your hands along the side o f 

your fac e and sing thr ough the v owels Eeee, Ahhh, Ohhh, and 

Oooo. Pay at ten tion to tongue plac ement, jaw plac ement, and 

oral cavity size. 

4. Lip Slur #1  If you have problems pr oducing the spe cif ic pi tch 

that is nota ted, choose the t wo adjacent par tials tha t ar e most 

comf or table f or you. Focus on pr oducing a smooth, c onsisten t 

tone and a stable pi tch on both par tials. Focus on mo ving 

between par tials using Ahhh and Ohhh c onsonan ts. 

5. Reverse Br oken Reming ton  When doing this e xercise, focus 

on making sur e each note full y speaks. While pi tch c entering is 

impor tant, even mor e impor tant rig ht no w is the clari ty wi th 

which the tone is pr oduc ed. Pay par ticular a t ten tion to not 

having the embouchur e be pinche d when mo ving to hig her 

par tials. 

6. Legato Articula tion Ð Full Scor e Set the me tr onome at � =90. 

Listen closel y to the ini tial a t tack in e ach measure. 

Additionall y, listen tha t ther e is an even at tack on e ach re-

articula ted note. Do not mo ve on to faster r hythms un til y ou 

can play slower r hythms wi th accur acy and consistenc y. 

7. Dexteri ty Ex ercise #2  Choose one key for this e xercise. Play 

no faster than y ou can play wi th accur acy. At f irst, isola te out 

each measure, making sur e that you have developed familiari ty 
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wi th these f ingerings. Then, c ombine all me asures together to 

play the en tir e exercise thr ough the sing le key. 
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20. Guided Practice Lesson 2.2 

Objectives 

Studen ts will be able to: 

¥ utiliz e proper f inger /slide te chnique on passages r equiring 

dexteri ty 

¥ main tain a consisten t tone acr oss the func tional r egister o f the 

instrumen t 

¥ move freely between adjacent par tials 

Materials 

¥ Instrumen t 

¥ Metr onome 

¥ Tuner 

Activities 

1. Mouth piece Sir ens Star t on a comf or table pi tch in the lo wer 

register . Glissando up and back to tha t orig inal pi tch in one 

breath. Focus on c onsisten t tone and smooth pi tch tr ansitions 

wi thout in terruption. R epeat 4 times. 

2. Long tones on the instrumen t Focus on pr oducing a 

consisten t tone on an y comf or table pi tch. Repeat 4 times. 

3. Lip Slur 2  Focus on pr oducing a smooth, c onsisten t tone and a 

stable pi tch on both par tials. Focus on mo ving between par tials 
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using Ahhh and Ohhh c onsonan ts. 

4. Br oken Reming ton  Set the tuner to pla y a drone on c oncert F 

(concert C for horn ). When perf orming, do not le ave the upper 

pi tch un til i t is stable and ma tche d wi th the dr one. Elimina te 

the r ests that ar e nota ted in this e xercise, but br eathe as 

necessary. 

5. Articula tion con tr ast exercise Set the me tr onome at � =90. 

Listen closel y to the ini tial a t tack in e ach measure. 

Additionall y, listen tha t ther e is an even at tack on e ach re-

articula ted note. Do not mo ve on to faster r hythms un til y ou 

can play slower r hythms wi th accur acy and consistenc y. 

6. Dexteri ty Ex ercise #1  Play thr ough each of the k eys of this 

exercise at a tempo wi th which y ou are comf or table. Pay close 

at ten tion to pi tch ac cur acy and the a t tack o f each note, using a 

clear and consisten t ar ticula tion. 
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21. Guided Practice Lesson 2.3 

Objectives 

Studen ts will be able to: 

¥ utiliz e proper f inger /slide te chnique on passages r equiring 

dexteri ty 

¥ main tain a consisten t tone acr oss the func tional r egister o f the 

instrumen t 

¥ move freely between adjacent par tials 

Materials 

¥ Instrumen t 

¥ Metr onome 

¥ Tuner 

Activities 

1. Mouth piece Sir ens Star t on a comf or table pi tch in the lo wer 

register . Glissando up and back to tha t orig inal pi tch in one 

breath. Focus on c onsisten t tone and smooth pi tch tr ansitions 

wi thout in terruption. R epeat 4 times. 

2. Long tones on the instrumen t Focus on pr oducing a 

consisten t tone on an y comf or table pi tch. Repeat 4 times. 

3. Lip Slur #3  Focus on pr oducing a smooth, c onsisten t tone and 

a stable pi tch on both par tials. Focus on mo ving between 
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par tials using Ahhh and Ohhh c onsonan ts. 

4. Br oken Reming ton  Set the tuner to pla y a drone on c oncert F 

(concert C for horn ). When perf orming, do not le ave the upper 

pi tch un til i t is stable and ma tche d wi th the dr one. Elimina te 

the r ests that ar e nota ted in this e xercise, but br eathe as 

necessary. 

5. Dexteri ty Ex ercise #1  Play thr ough each of the k eys of this 

exercise at a tempo wi th which y ou are comf or table. Pay close 

at ten tion to pi tch ac cur acy and the a t tack o f each note, using a 

clear and consisten t ar ticula tion. Alter the ar ticula tion f or each 

exercise by creating a pa t tern b y which to pla y in each key 

utiliz e slur, staccato, and lega to ar ticula tions. 

6. Dexteri ty Ex ercise #2  Choose four k eys to pr actic e. For each 

key, pay close at ten tion to c entering the pi tch as you tr ansition 

fr om dia tonic to chr omatic passages. 

7. Melody for pla ying test #2.  This should be a dif ferent pie ce 

than y ou used for Playing test #1. For this f irst pr actic e, focus 

on corr ect pi tch and good ar ticula tion te chnique. 

236  |  Guided Practic e Lesson 2.3

http://pressbooks.palni.org/brasstechniquesandpedagogy/wp-content/uploads/sites/4/2020/07/Broken-Remington-Full-Score.pdf
http://pressbooks.palni.org/brasstechniquesandpedagogy/wp-content/uploads/sites/4/2020/07/Dexterity-Exercise-1-Full-Score.pdf
http://pressbooks.palni.org/brasstechniquesandpedagogy/wp-content/uploads/sites/4/2020/07/Dexterity-Exercise-2-Full-Score.pdf


22. Guided Practice Lesson 2.4 

Objectives 

Studen ts will be able to: 

¥ utiliz e proper f inger /slide te chnique on passages r equiring 

dexteri ty 

¥ main tain a consisten t tone acr oss the func tional r egister o f the 

instrumen t 

¥ adjust pi tch to c orr ect in tona tion err ors 

¥ move freely between adjacent par tials 

Materials 

¥ Instrumen t 

¥ Metr onome 

¥ Tuner 

Activities 

1. Mouth piece Reming ton . Play long tones using the R emington 

series pat tern on the mouthpie ce. Emphasize the centering o f 

pi tch and c onsistenc y of tone. 

2. Pitch bending long tones  Star t in the middle o f your r egister , 

playing at a mp level. Focus on consisten t tone and pi tch 

thr oughout the long tone, using a tuner to che ck pi tch 

stabili ty. Once pitch is establishe d, relax the embouchur e and 
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slow the air , allowing the pi tch to bend f lat; then, r eturn to the 

orig inal pi tch, making sur e it r eturns in tune. Chr omatic ally 

move down fr om the open fundamen tal doing the same 

exercise on each pi tch. 

3. Lip Slur #3  Focus on pr oducing a smooth, c onsisten t tone and 

a stable pi tch on both par tials. Focus on mo ving between 

par tials using Ahhh and Ohhh c onsonan ts. Use the tuner to 

check pi tch on e ach par tial. 

4. Dexteri ty Ex ercise #1  Play thr ough each of the k eys of this 

exercise at a tempo wi th which y ou are comf or table. Pay close 

at ten tion to pi tch ac cur acy and the a t tack o f each note, using a 

clear and consisten t ar ticula tion. Alter the ar ticula tion f or each 

exercise by creating a pa t tern b y which to pla y in each key 

utiliz e slur, staccato, and lega to ar ticula tions. 

5. Dexteri ty Ex ercise #2  Choose four k eys to pr actic e that ar e 

dif ferent fr om GPL 2.3. For each key, pay close at ten tion to 

centering the pi tch as you tr ansition fr om dia tonic to 

chr omatic passages. 

6. Melody for p laying test #2.  This should be a dif ferent pie ce 

than y ou used for Playing test #1. For this f irst pr actic e, focus 

on corr ect pi tch and good ar ticula tion te chnique. 
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23. Guided Practice Lesson 2.5 

Objectives 

Studen ts will be able to: 

¥ perf orm a simple melod y using pr oper te chnique and 

demonstr ating c onsisten t tone, pi tch, and ar ticula tion 

¥ play basic melodic pa t terns wi th accur acy in f ingerings /slide 

positions 

Materials 

¥ Instrumen t 

¥ Metr onome 

¥ Tuner 

Activities 

1. Long Tones focusing on c enter ed pi tch and char acteristic 

tone. 

2. Lip Slur #3  Focus on pr oducing a smooth, c onsisten t tone and 

a stable pi tch on both par tials. Focus on mo ving between 

par tials using Ahhh and Ohhh c onsonan ts. Use the tuner to 

check pi tch on e ach par tial. 

3. Dexteri ty Ex ercise #1  Play thr ough each of the k eys of this 

exercise at a tempo wi th which y ou are comf or table. Pay close 

at ten tion to pi tch ac cur acy and the a t tack o f each note, using a 
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clear and consisten t ar ticula tion. Alter the ar ticula tion f or each 

exercise by creating a pa t tern b y which to pla y in each key 

utiliz e slur, staccato, and lega to ar ticula tions. 

4. Dexteri ty Ex ercise #2  Choose remaining f our k eys to pr actic e 

that ar e dif ferent fr om GPL 2.3 & 2.4. For each key, pay close 

at ten tion to c entering the pi tch as you tr ansition fr om dia tonic 

to chr omatic passages. 

5. Melody for p laying test #2.  This should be a dif ferent pie ce 

than y ou used for Playing test #1. For this f irst pr actic e, focus 

on corr ect pi tch and good ar ticula tion te chnique. 

6. Record playing test #2. 
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24. Guided Practice Lesson 3.1 

Guided Practic e Lesson 3.1  |  241



25. Guided Practice Lesson 3.2 
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26. Guided Practice Lesson 3.3 
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27. Guided Practice Lesson 3.4 

244  |  Guided Practic e Lesson 3.4



28. Guided Practice Lesson 3.5 
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29. Guided Practice Lesson 4.1 
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30. Guided Practice Lesson 4.2 
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31. Guided Practice Lesson 4.3 
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32. Guided Practice Lesson 4.4 
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33. Guided Practice Lesson 4.5 
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PART IV 

RESOURCES AND 
ACTIVITIES 
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Fingering Charts 

Trumpet Fingering Chart 

Horn Fingering Chart 

Trombone Fingering Chart 

Euphonium Fingering Chart 

Tuba Fingering Chart 
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Practice Materials 

Technical Exercises 

Mouthpie ce Sir ens 

Long Tones 

Broken Remington 

Reverse Broken Remington 

Lip Slurs 

Speak and Play 

Legato Ar ticula tion 

Contr asting Ar ticula tion 

Dexteri ty Exercise #1 

Dexteri ty Exercise #2 

 

Performance Pieces 

Arir ang (Traditional K orean Melody) 

God Save the Queen (Americ a) (Bri tish An them ) 

Horses Branle (French Renaissance Dance from Arbe auÕs 

Orchesogr aphie) 

La Negra (Traditional Mariachi M elody) 

Simple Gif ts (Traditional Americ an Shaker Song) 

Siyahamba (South Afric an Protest Song) 

Symphon y #1-Theme fr om M ovement III (Gustav Mahler ) 

Symphon y #9- Theme fr om M ovement II (Antonin Dv orak) 
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Recommended Equipment 

The follo wing lists ar e by no means comple te, and exclusion fr om 

these lists does not impl y an inf erior instrumen t. Rather , these are 

recommenda tions c ollected fr om exper t br ass players based on 

their o wn experienc es, meant to guide the music e ducator in 

advising their studen ts. These recommenda tions ar e intende d for 

beginning thr ough pr e-c olleg iate studen ts. 

In addi tion to ne w instrumen ts which ar e listed below, used 

instrumen ts made by Bach, Bundy, Conn, Getzen, Holton, King, and 

Yamaha have a long histor y of quali ty and dur abili ty. 

Trumpet 

� �� /2*-#10�

Beginner: 

Bach 300 series 

Yamaha YTR 2335 

Interme diate: 

Bach Str adivarius 

Yamaha 6000 /7000 series 

�,21&-'#!#0�

Beginner: 

Bach 5C, 7C 

Yamaha 16C4 
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Interme diate/Ad vanced: 

Bach 3C 

Shilke 11, 12 

Yamaha 11C4, 15 

Horn 

��� ,2 )#��,/+0��'"#�))6��01�/1� #%'++#/0�,+�",2 )#�&,/+0��

Conn 8D, 10D 

Holton Far kas 179, 180, 181 

Yamaha YHR 567, 667, 668 

�,21&-'#!#0�

Conn 5N, 5W, 7N, 7W 

Holton Farkas MDC, DC 

Yamaha 30C4, 31D4 

�21#0�

Denis Wick 

Humes & Berg 

Tom Cr own 
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Trombone 

� #+,/�� /,* ,+ #0�

Beginner 

Bach 200 

Bundy 1523 

Conn 

Yamaha YSL-354 

Interme diate/Ad vanced 

Bach 42B, 36B 

Conn 78H, 88H 

Yamaha YSL-684, YSL-820 (Xeno ) 

��0 0��/,* ,+ #0�

Bach 50B 

Conn 110H 

Yamaha YBL-613, YBL-622 

�,21&-'#!#0�

Beginner 

Bach 12C 

Schilke 47 

Interme diate/Ad vanced 

Bach 6 1/2AL, 5G 

Schilke 50, 51 

Bass Trombone 

Bach 1G 

Schilke 57 
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Euphonium 


� � �)3#��2-&,+'2*0�

Willson 2704 

Yamaha YEP-321, YEP-621 

�,*-#+0�1'+%��2-&,+'2*0�

Besson 967, 968 

Hirsbrunner 

Willson 2901 

Yamaha YEP-641 

�,21&-'#!#0�

Bach 6 1/2 AL 

Denis Wick 5AL, 6AL 

Shilke 50, 51 

Tuba 

�� �� 2 �0�

Besson 997 

Conn 5J 

Meinl-W eston 20 ( rotar y) 

258  |  Recommende d Equipmen t



Mir aphone 1864U (rotar y) 

Yamaha YBB-301 

�,21&-'#!#0�

Bach 18 

Conn 18 

Conn-H elleber g 1205 

Yamaha 18 

 

Mutes 

Tom Cr own 

Vincent Bach 

Denis Wick 

Humes & Berg 

Harmon 

Jo-Ral 
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Important Brass Terminology 

Instrument names 

English German Fr ench Italian 

Trumpe t Trompete tr ompet te tr omba 

Corne t Korne t t corne t ˆ piston corne t to 

Flugelhorn Bugle bugle f licorno 

Horn Horn cor corno 

Trombone Posaune tr ombone tr ombone 

Euphonium Baryton basse ˆ pistons bari tone 
saxhorn 

Tuba Basstuba tuba basse tuba di basson 

Brass Specific Terms 

English German Fr ench Italian 

wi th mute gedŠmpft avec sour dine con sor dino 

Hand stop 
(horn ) 

gestop ft mi t 
DŠmpfer bouchŽ chiuso 
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34. Additional Resources 

A general note should be made about one spe cif ic te xt tha t should 

f ind a home in e very instrumen tal music e ducatorÕs collection. The 

J.B. Arban Complete Conservatory Method is the standar d-be arer for 

all br ass techniques. W hile individual e xercises are frequentl y 

dispute d, this sing le text (orig inall y wri t ten f or trumpe t/c orne t but 

since edited for all br ass instrumen ts) contains a compr ehensive set 

of exercises for br ass players at all le vels. If you have one book in 

your c ollection, this is the sing le one to ha ve as it includes a li t tle bi t 

of everything f or every t ype of player. 

General 

Bachelder , Dan and Norman H unt, Guide to Teaching Brass, 6th 

ed.(Boston: M cGraw-H ill, 200 2). 

Bailey, Wayne, et al., Teaching Brass, 2nd ed. (Boston: McGraw-

Hill, 2008 ) 

Maxw ell, Steven.Teaching Low Brass. (Manhat tan, KS: New Prairie 

Press, 2018) (CC 4.0). ht tps:/ / newpr airiepr ess.org/ebooks /22 / 

Vining, D avid. Teaching Brass: A Guide for Students and Teachers 

(Flagstaff, AZ: Mountain Peak Music, 2010) 

Trumpet 

� #510�
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�#1&,"� ,,(0�

Ar ban, J.B. Complete Conservator y M ethod for Trumpet . (Carl 

Fischer , 1894/1936 /1982) 

Bousquet, N. Thirty Six Celebr ated Studies for Cornet . (Carl 

Fischer). 

Brandt, Vassily. Etudes for Trumpet . (MCA Music, 1965) 

Clarke. Technical Studies 

Concone, Giuseppe, Lyrical Studies f or Trumpet or H orn. (Brass 

Press, 1972). 

Getchell, Rober t, Fir st and Second Books of Practical Studies f or 

Cornet and Trumpet . (Belwin Mills, 1948 /19 72). 

Irons 27 Groups of Exercises 

Small, J.L. 27 Melodious and Rhythmic Exercises for Cornet or 

Trumpet . (Carl Fischer , 1928). 

Schlossberg Daily Drills & T echnical Studies for Trumpet and 

Trombone (Baron) 

Vizut ti, Allen,  Allen Vizzutti Trumpet M ethods, Books 1-3 (Alfr ed, 

1991) 

Horn 

� #510�

Farkas, Philip.  The Art of Br ass Playing (Rochester , NY, Wind Music, 

1989) 
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�#1&,"� ,,(0�

Concone, Giuseppe, Lyrical Studies f or Trumpet or H orn. (Brass 

Press, 1972). 

Getchell, Rober t. Fir st and Second Books of Practical Studies f or 

Horn . 

Koppr asch 60 Selected Studies for Horn  (Fischer) 

Lit tle  Embouchur e Builders for Horn 

Maxime-Alphonse  Deux cent Etudes Nouvelles (LeDuc) 

Pot tag-Andr aud 335 Selected Melodious Progressive and Technical 

Studies for French Horn  (Southern Music Compan y) 

Tuckw ell Fifty First Ex ercises for Horn 

Trombone 

� #510�

Kleinheimer , Edward, The Art of Tr ombone Playing (Evanston, IL, 

Summ y-B ir chard, 1963) 

Wick, Denis.  Trombone Technique (London, O xford UP, 1973) 

Vernon, Char lie A Singing Appr oach to the Trombone (Atlan ta Brass 

Society Press, 1985) 

Yeo, Douglas, ÒDouglas Yeo FAQ: Bass Trombone Valve Systems,Ó 

last modif ied 2013, ht tp:/ / www.yeodoug.com/r esources/fa q/

faq_te xt /v alves.html 

�#1&,"� ,,(0�

Arban, J. B. Complete Method for Tr ombone. 

Bordogni-R ochut,  Melodious Etudes, Books I-III  (Fischer) 
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Cimer a 170 Studies 

Cimer a 79 Studies 

Clarke Technical Studies (Fischer) 

Koppr asch 60 Selected Studies for Tr ombone (Fischer) 

Schlossberg Daily Drills & T echnical Studies for Trumpet and 

Trombone (Baron) 

Euphonium 

� #510�

Bowman, Brian,  Practical H ints on Playing the Baritone (E uphonium ) 

(Melville, NY: Belwin-Mills, 1983 ). 

Werden, David, ÒThe Thr ee- and Four -Valve Compensating 

System,Ó last modified 2020, ht tp:/ / www.dwerden.com/eu-

articles-c omp.cfm 

�#1&,"� ,,(0�

Arban/Randall  Complete Method 

Brasch The Euphonium and F our Valve Brasses (Brasch) 

Clarke Technical Studies 

Bordogni /R ochut  Melodious Etudes 
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Tuba 

� #510�

Frederiksen, B rian  Arnold Jacobs: Song and Wind  (Windsong, 1996) 

�#1&,"� ,,(0�

Arban, J. B. The Arban-Bell Tuba M ethod, (Colin ) 

Blazhevich  70 Studies for BB-f lat Tuba, Volumes I & II 

Bordogni  43 Bel Canto Studies for Tuba 

Jacobs Low Register Studies 

Kuehn 60 Musical Studies for Tuba, Books 1 & 2 (Southern Music 

Company) 
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