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Contact Information

If you have any questions concerning your audition materials, please contact one of the
Oregon Crusaders Brass Staff* that are listed below:

Mike McConnell

Brass Caption Head

mcconnell514@gmail.com

Daniel Galloway

Educational Coordinator

scvanguard72@gmail.com

Dr. Aaron Witek

Brass Pedagogy Consultant

ajwitek@gmail.com

Ronnie Pruitt

Brass Instructor

rmpruitt65@yahoo.com

Elizabeth Lentz

Brass Instructor

elizabeth.lentz@ymail.com

Cassandra Ellswood

Brass Instructor

cassandra.ellswood@gmail.com

Lorhan Tiger

Brass Instructor

lorhantiger@icloud.com

Dr. Ray Vasquez

Brass Instructor

trptjock@aol.com

Barron Maskew

Brass Instructor

barron@maskew.net

*Additional Brass Staff TBD.
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Audition Guidelines and Recommendations
Audition Guidelines
Each prospective member of the 2019 Oregon Crusaders Brass Section should prepare the following for a
successful audition. If you are preparing a video audition, your video MUST include the following:

Prepared Etudes (technical and lyrical)
•
•
•

Prepare the excerpts found in the brass manual.
Play them on the instrument that you are most comfortable with.
You may perform your prepared etude on a French horn, trombone, or concert tuba, but you will be
required to play a mellophone, baritone, or marching tuba as part of your audition process.

Prepared Exercises
•
•

It’s important that you come to your audition prepared to play any exercise from the brass packet.
The exercises to be prepared will vary for each camp, will be announced in advance, and will be
selected by the brass staff.

Music Evaluation
Your music audition will take place in a classroom where you will be playing for the brass caption head and
possibly an additional member of the brass staff. There will be a warm-up room nearby for you to warm up.
During the audition you will be asked to play your prepared etudes and prepared exercises, be asked a few
questions, and then return to rehearsal. Everyone will know their status with the corps by the time camp
concludes for the weekend.

Visual Evaluation
Your visual aptitude will be evaluated during the weekend by members of the Oregon Crusaders visual staff.
This will likely happen in a group setting during the visual block, but some people may be pulled out
individually to get more specific feedback. We understand that everyone comes from a different visual
background, and that you may not be familiar with the Oregon Crusaders marching technique prior to your
arrival. You will be taught everything that you need to know for your visual audition by the visual staff at
camp.
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Audition Recommendations
Be Prepared
Preparation is the key to success. The success of your performance at the audition will be directly related to
your level of preparation of the audition materials. Find a practice routine that works for you and stick to it.
You may also want to record yourself with some type of electronic device. Take notes. The recorder never
lies! Listening to it critically will allow you to perfect your performance over time. YOU will always be your
best critic! If this habit continues throughout the winter camps, you will be amazed with your growth as a
musician.
Play for as many people as possible. Your band directors, peers, and family are all great people to play for. If
possible, meet with a private lesson teacher on a regular basis prior to your audition. Their suggestions and
criticism can also be incredibly beneficial. Make sure that you get lots of rest before coming to the audition, as
things will be very busy at the camp.

Tips for Dealing with Performance Anxiety and Nervousness
The first thing you must understand is that being nervous is normal. It’s a natural part of the audition
process, and by fighting it, you might make actually it worse. Once you understand that, it becomes easier to
“embrace” your nervousness and channel that energy in a positive way
One of the best things you can do to calm your nerves is to take several slow, deep breaths before entering
the audition room. Let go of your emotions with each breath. If at all possible, “practice” dealing with these
nervous feelings by placing yourself in high-pressure situations. Visualize yourself in the audition room,
perform in front of as many people as possible, and record yourself often. When recording, allow yourself
only one take and examine the quality of the result you produce.
It’s important to “visualize” yourself playing at your very best ability. It’s likely that you may play something
during your audition that will not go quite as well as you would have liked. When nerves are present, mistakes
happen. Professional musicians, however, rarely ever react to these mistakes. Never stop or dwell on these
mistakes, DO NOT apologize for any part of your audition, and NEVER make excuses.

The Audition Room
Before you enter the audition room, keep in mind that you are auditioning at all times during the weekend.
Not only do we want to hear how well you sound individually, but we also want to see your work ethic in the
horn arc. Keep in mind that your audition does not end after one camp! Your preparation, improvement,
attitude, attendance, section ranking, marching ability, and physical condition will be the determining factors
for awarding a spot in the Oregon Crusaders brass section. Before you enter the room, be certain that:
•
•
•
•
•

You have all paperwork, including your personal calendar with you
Your bell is facing off to one side of the people listening to you
You always ask questions if you are confused about something that you are asked to play
You take a slow, deep breath before you play
You play at your highest ability
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Brass Video Audition Process
2019 OREGON CRUSADERS

Each prospective member of the 2019 Oregon Crusaders Brass Ensemble must prepare the following for a
successful video audition. Your video audition should include:
1.
2.
3.
4.
5.

A brief introduction that includes your past experience.
The two excerpts, both Lyrical and Technical, from the Brass Manual.
The Goldman Articulation Exercise from the Brass Manual (Articulation #2)
A chromatic scale in triplets that demonstrates your full range.
Any other prepared excerpt that you would like to perform (optional)

Your video audition has no upper limit to the amount of music to be performed, but it should be performed
at your highest ability. Demonstrate your playing proficiency as you would in a live audition.
Once you have made your video, upload the video to YouTube. Make sure that the privacy settings are set to
UNLISTED. For further information on how to change the privacy settings, see the following web address:
https://support.google.com/youtube/answer/157177?hl=en
Once you have successfully uploaded the video and changed the privacy settings to UNLISTED, paste the
web address of the video in an email and send to brass@oregoncrusaders.org, with “OC19 VIDEO
AUDITION” in the subject line.
Please include the following information in the email that accompanies your audition:
•
•
•
•
•
•

Full Name
Date of birth
Street address
Phone number
Section for which you are auditioning
Previous marching experience

In addition, please answer the following questions:
1. Are you involved with any organization that could limit your camp attendance with the Oregon
Crusaders?
2. Are there any personal conflicts that could prevent you from participating in spring training of the
summer tour? (ie: weddings, graduation, etc.)
3. What is the earliest date that you can move in for Spring Training?
4. Have you had any injuries or surgeries in the past 2 years that would limit your physical activity in any
way? (ie: knee problems, back problems, etc.)
Thank you,
The Oregon Crusaders Brass Staff
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Camp Checklist
In addition to clothing, toiletries, and sleeping equipment, each member of the Oregon Crusaders brass
section is expected to bring the following materials to ALL CAMP REHEARSALS and ALL SUMMER
REHEARSALS:
ALL AUDITION FORMS: These forms include the Member Ride Share Request form, Medical forms, the
Concussion Education form, Sports Physical, and School Early Release letter.
REGISTRATION FEE: Registration fees are $150 for all 2-day audition events and callbacks, $100 for 1day audition events, and $100 for video auditions.
OREGON CRUSADERS 2019 BRASS PACKET: This can be downloaded as a PDF from the Oregon
Crusaders audition page.
A COPY OF YOUR REQUIRED AUDITION ETUDE: This may be found in the brass packet, but is
also posted online at www.oregoncrusaders.org/audition
YOUR INSTRUMENT AND MOUTHPIECE: See ‘Equipment’ in the Table of Contents for further
details.
TUNER / METRONOME: All members of the Oregon Crusaders brass section must own a
tuner/metronome. We recommend the Korg TM-50 or TM-60. A cellphone app is NOT acceptable during
rehearsals. The Tonal Energy app, however, is an excellent resource for practice and preparation. The Kong
TM-60 metronome can be purchased on Amazon at https://amzn.to/2BAtYU8.
BERP (Buzz Extension and Resistance Piece): BERPS can be purchased at camp for $17.
BREATHING TUBES: PVC Ball Valve style breathing tubes come in various sizes, are used for breathing
gym exercises, and can be purchased at camp for $2. See Equipment for more details.
MUSIC STAND: Please bring your own folding music stand (with your name clearly labeled) to all camp
brass and musical ensemble rehearsals.
THREE-RING BINDER: All members must have a WHITE 1-inch 3-ring binder (with plastic sheet
protectors). The Avery brand “Heavy Duty” binders are highly recommended, as are the “durable” version of
the sheet protectors. Make sure to clearly mark your name and section on the front cover. In the binder,
make sure to include:
•
•
•

Brass Packet
All show and supplemental music
Music handouts

Purchase your Avery “Heavy Duty” binders at Walmart, or through Amazon at https://amzn.to/2RdSrbv.
MECHANICAL PENCIL: It is extremely important to have a pencil on hand at all times (audition camps
and summer tour). Notes should be taken at every rehearsal, especially when rehearsing with the arrangers.
Write EVERYTHING down! The more details you document; the more details you will remember!
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GLOVES (white cotton): Gloves must be worn at all times while holding an Oregon Crusaders owned
instrument. You will go through many pairs of gloves during the course of the season. It is important that
you own several pairs of gloves, they remain in good condition, and are replaced as necessary. Gloves that are
too dirty or have developed holes are NOT acceptable. The gloves that we use at the Oregon Crusaders are
“Wrist Length Cotton Gloves.” These may be purchased from the corps at the cost of $3 per pair, or $5 for
two pairs. Alternatively, gloves be ordered online from the Band Shoppe at https://bit.ly/2CAFSPx.
BLACK TOWEL: The black towel is used to protect your instrument when placed on hard surfaces,
especially when outdoors. Your Oregon Crusaders owned instrument is in one of three places at all times: in
your hand, placed in its stack on the ground, or in its case. The black towel is used to protect your instrument
when it is placed on hard surfaces, especially when rehearsing outdoors. For trumpets, mellophones, and
baritones, and euphoniums, it should be a hand towel. Tubas will need a body towel. The REQUIRED towel
is a Walmart brand “Mainstays” towel.
BASEBALL CAP: Brass section members will need at least 1 hat. Hats are required when rehearsing
outdoors, as they shade your face, eyes, and chops from the damage caused by the sun. Hats are optional
when rehearsing indoors.
TENNIS SHOES / CROSS TRAINERS: You will be moving at all rehearsals. Thus, athletic shoes are
required at all times. Sandals, shower shoes, flip flops, bare feet, etc. are never acceptable.
CLOTHING: You must wear clothing that will allow you to perform athletic movement at camp.
Recommended dress includes sweats, shorts, t-shirts, etc. NO JEANS!! As stated earlier, movement will
occur at all rehearsals.
WATER JUGS: Each brass team member is required to own their own personal water jug beginning at their
first callback camp. The required water jug for the Oregon Crusaders is a RED Coleman 1-Gallon Jug, which
can be purchased on Amazon at https://amzn.to/2R7vLKj.
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Equipment
Instrumentation
The Oregon Crusaders 2019 brass section will consist of 76 contracted members. The instrumentation of its
horn line will include 24 trumpets, 16 mellophones, 16 baritones, 8 euphoniums, and 12 tubas. Each of these
spots are available on any given year, and no one is guaranteed a spot, regardless of their amount of
experience. Each returning member of the brass section must demonstrate a level of development in their
playing that shows continual growth in order to be considered for membership.
The corps has a full line of System Blue instruments, but due to the number of candidates auditioning, there
may not be enough instruments to go around. For this reason, please bring your own marching instrument if
you have access to one. You have the option to audition on any brass instrument of your choice, but staff will
need to hear you on a bell-front marching instrument during rehearsal. Though you may bring your concert
instrument to play for your audition, no French horns or trombones will be allowed in horn arc. Concert
tubas are acceptable if there are not enough marching tubas for each player.

Guidelines for Specific Instruments
Trumpet: Please bring your own instrument to at least the first 2-3 audition camps. The corps’ trumpets will
never be available to check out during the winter months. Corps instruments will, however, be available to
check out after you have attended 3 camps, but ONLY if your financial account is current. Please bring your
own trumpet mouthpiece to each audition camp and to spring training.
Horn/Mellophone: If at all possible, please bring your own mellophone to at least the first 2-3 audition
camps. Corps instruments will be available to check out after you have attended 3 camps, but ONLY if your
financial account is current. You are welcome to perform the prepared part of your audition on a concert
horn provided that you bring your own instrument, but you will also be asked to audition on a mellophone as
part of the audition process. Please bring your own mellophone mouthpiece to all camps and to spring
training.
Baritone/Euphonium: If at all possible, please bring a marching baritone to at least the first 2-3 camps.
Corps instruments will be available to check out after you have attended at least 3 camps, but ONLY if your
financial account is current. You are welcome to audition on your concert euphonium or trombone, but you
must bring your own instrument to camp. You will be asked to perform on a marching instrument during the
audition process. The Oregon Crusaders brass staff reserves the right to determine who will play Baritone or
Euphonium. Please bring your own large bore mouthpiece with you to all camps and to spring training.
Tuba: We understand the challenge of transporting a tuba to camp, however, the corps only owns 12
marching tubas and these instruments may not be available at each audition site. If at all possible, please bring
a marching tuba to at least the first 2-3 camps. Corps instruments will be available to check out after you have
attended at least 3 camps, but ONLY if your financial account is current. You are welcome to audition on a
concert tuba, but you must bring your own instrument. You will, however, be asked to perform on a
marching tuba at some point during the audition process. Please bring your own tuba mouthpiece to all
camps and to spring training.
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Mouthpiece Selection
In order to achieve the most cohesive uniformity of sound within the brass section, the Oregon Crusaders
usually require you to purchase a specific mouthpiece to use while playing in the corps. That being said, you
are NOT required to purchase this mouthpiece for the audition. You MUST, however, purchase the specified
mouthpiece if you are contracted as a member of the brass section.
The following mouthpieces have been selected for each section. Exceptions will only be made if approved by
the brass caption head and your section technicians.
www.karlhammonddesign.com
Trumpet:

Hammond 5 ML

Mellophone:

Hammond 6 MP

Baritone:

Hammond 11 ML Large Bore

Euphonium:

Hammond 11 ML Large Bore

Tuba:

Hammond 30 XL

Buzz Extension and Resistance Piece (BERP)
All brass section members are required to possess a BERP. The Oregon
Crusaders will have BERPs available for purchase at a discounted price when
you check in at the camp.

Breathing Tube
All brass section members are required to possess a Breathing Tube. The
Oregon Crusaders will have Breathing Tubes available for purchase at a
discounted price when you check in at camp, but you may also purchase your
own breathing tube online at www.pvcpipesupplies.com. We use “PVC
Compact Ball Valve White Socket” breathing tubes of the following sizes:
•
•

1/2 inch for Trumpet and Mellophone
3/4 inch for Baritone and Tuba
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Hornline Etiquette
The Four Types of Rehearsals
•
•
•
•

Visual Rehearsal
Brass Rehearsal
Sub-Sectional Rehearsal
Full Ensemble Rehearsal

Etiquette for Visual Rehearsal
•
•

•
•
•
•
•
•
•
•
•
•
•
•
•

Directions from the staff to performers will be relayed from the Box to the Drum Major and Field,
and then reiterated by the Drum Major to the Field
We use a Check/Adjust Process between reps:
o Posture is maintained and horns stay up throughout (check everything)
o “Check” = look around and take in information
o “Adjust” = Physically move to correct any errors)
Members should have minimal to NO speaking on the field
Sections and individuals should raise their left hands while being addressed
Clean your own house (no junior techs)
Run to and from water during breaks. Be the first section on the field that is set afterward
No one sits down on the field unless instructed to do so
Air and Valve reps should always utilize full air
Hats should be worn correctly (with the visor over your face) at all times
The Horn Sergeant will tell you when it’s okay to remove hats for evening rehearsals
Rehearsal gloves should always be in good condition, and should remain mostly white
Fanny packs should always contain your dot book and a mechanical pencil
Each section should store their backpacks in certain area for organization. All straps must face the
same direction
Each section’s water jugs should be in line, but not touching
Towels are used on grass and concrete, but not turf

Etiquette for Brass Rehearsal
•
•
•

•

Set Up always occurs 5 minutes before the block starts. This includes full brass rehearsal or sectionals
even if there isn’t an arc/circle setting – BE EARLY.)
Set Up means ready to go for the staff. The goal is to be ready to rehearse before the staff arrives.
“Ready” includes:
o WHITE gloves on
o BLACK towel over your shoulder
o Water jug in front of you
o Backpack correctly set
o Music in WHITE binder with plastic sheet protectors until deemed not needed.
If the arc is adjusted during Set Up, do not move your belongings until after the signal to relax
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•
•
•
•
•

Water breaks should only occur when given permission
Towels DO NOT get slapped onto the ground
When being spoken to, acknowledge the staff by raising your left hand
Water should never be emptied from your instrument while at Carry or Playing Position
NO talking

Etiquette for Brass Sub-Sectional Rehearsal
•
•
•
•

Same etiquette as Full Brass Rehearsal with minor changes
Raise your hand if you make a musical mistake or mental error
Go to the Singing/Fingering position if another subsection is working on something else
“Relax” = do something to better yourself

Etiquette for Full Ensemble Rehearsal
•
•

Same etiquette as Brass Rehearsal and Visual Rehearsal
The expectation is that you rehearse silently so that the staff does not need to declare a rehearsal
silent

Protocol for Ripples
•

•
•
•
•
•
•
•

While Singing – Instruments go across the chest so you can press the valves down while you sing.
Instruments will go to Trail if the staff instructs you to do so. Tubas should always lower your
instruments down to the ground. Once done, the Tubas should place their right arm across the chest.
The right hand placed upon the left forearm to simulate the valves.
When a Singing exercise calls for a “Model Group” – The model group should play the starting
pitches before everyone ripples to the singing position.
While Mouthpiece Buzzing – Go to trail from standby (mouthpieces should be held at the shank
with left hand while the right hand takes the horn to trail)
Selection requires a horn move – Go to carry.
Selection does not require a horn move – Go to playing position
Exercise that requires Clapping rhythms – Put the horn down
If the staff need to speak, finish Set Up, and then wait for instructions at the Standby position.
Instruments should be placed on the towel when told to “Bring it In.” Walk with a purpose.

Key Words
All In
Air and Valve
Singing
Mouthpiece Buzzing
All In

Air and Valve
Singing
Mouthpiece Buzzing
Up to Carry
All the way up

Time on Own (for practicing, not water breaks)
Down and Back Up (placing horns down or up)
8 and In (does not include a prep)
Normal Count Off (includes prep)
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Visual Responsibilities
Posture
Posture is an exceptionally important element of both marching and playing. To be efficient with your
posture, your body should be in a natural and upright position. While playing a brass instrument, it is
important to keep your body weight evenly distributed between both feet. Your upper body weight should be
lifted from the waist so that it does not lean on the lower part of your back. Doing so will train you to think
more critically about the separation of upper and lower body. By lifting your weight off of your hips, you
create more room in your upper body to take in relaxed air. This also helps prevent the demands of marching
and maneuvering from effecting the quality of your sound.
In addition to the hips and back, the position of the shoulders should be back, down, and relaxed in order to
keep tension out of the chest and throat. The angle of your instrument’s bell should be 10 degrees above
parallel at all times. The body should never feel tense, as any improper posture can cause injuries that may
negatively impact the quality of your brass playing.
In regard to holding a brass instrument, your hands and wrists should remain relaxed at all times. Correct
finger technique consists of fingertips that rest upon the top of the valve caps, effectively making a C-shape
with the right hand. This technique will allow you to push the valves straight down and avoid bent valve
stems. The valve casing should be perpendicular to the ground, and the palms of your hands should be away
from the horn in a way that allows you to create a straight line from the knuckle, along the top of the
forearm, to the elbow.

The Hindu Exercise
The “Hindu” is our visual program’s posture exercise. Since everyone has a different body type, and we all
stand differently, the Hindu is an excellent way to create uniform look throughout the corps. By breaking
down one’s individual posture and then re-building it in a way that looks uniform, the Hindu helps increase
one’s body awareness. It does this by creating muscle memory, allowing you to learn the physical sensation of
proper posture.
The Hindu is also important because the improved posture allows you to play better, since your body
becomes more balanced and stable. It also makes you look better. When each point of alignment is realized,
you’ll be able to stand as tall as possible, creating a much better performance experience.
There are 6 points of alignment in the Hindu exercise:
1.
2.
3.
4.
5.
6.

Ears
Shoulders
Ribcage
Hips
Knees
Ankles

The desired Hindu posture aligns these six points vertically in a straight line. When each point of alignment
references the ankle as its base, your Hindu posture becomes realized.
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Exercise Breakdown
When we start the Hindu we’ll begin from what we will call the “set position.” At the “set position” your feet
will be slightly outside shoulder width, your middle finger will be on the seam of your pants, and you will
need to find a focal point with your eyes. Your focal point should be in front of your face just above the
horizon. Do not look at the ground or up toward the sky/ceiling. Your eyes are a very important part of your
body language, and you need to focus solely on your focal point. This will communicate focus and
determination.
The Hindu is done in 4 count phrases:
Counts 1-4: Head to Chest - At the end of these 4 counts your chin should touch your chest and you should
feel a stretch at the back of your neck.
Counts 5-8: Shoulders (back, back and up, forward and up, forward and down) - At the end of these 4 counts
you should feel a stretch in your shoulder blades. Your wrists should be crossed over each other. Your chin
should still be touching your chest.
Counts 9-12: Upper Back/Ribcage – During these 4 counts you roll your vertebrae forward from your
shoulders down to the bottom of your ribcage. At this point you should feel a “good hurt” just below your
shoulder blades. Wrists are crossed, chin is to your chest. You are not looking around.
Counts 13-16: Lower Back – During these 4 counts you should relax your lower back. You should be hanging
over your waist. Your chin will lose contact with your chest and your wrists should become uncrossed. Be
relaxed.
Counts 17-20: Relax the Hips – At this point you will be relaxed and hanging. Knees should be bent. Head
and arms should be hanging. Relax your tongue within your mouth. Breathe deeply. With each breath feel
your lower back expand. With each exhalation fall toward the ground and relax more.

Exercise Stack Up
Counts 1-4: Straighten Legs – Your knee point should straighten onto your base point and your hips will align
onto your knee point.
Counts 5-8: Lower back on the hips; knees on the ankle point.
Counts 9-12: Ribcage onto lower back; hips and knees on the ankle point.
Counts 13-16: Roll your shoulders forward and up, back and up, and then back and down. The middle finger
should align with the seam of your pants. Your shoulders will become aligned onto your ribcage.
Counts 17-20: Bring your head back up. This will align your ear above your shoulders. Find your focal point
and stare at it.
Counts 21-24: Bring your feet together, with your heels and toes touching. DO NOT FIDGET! This creates
muscle memory.
Counts 25-28: Rise up onto your platforms and gain maximum height. Ankles together.
14
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Counts 29-36: Reach toward the sky in 8 counts. On count 4 your arms horizontal. This will lift your rib cage
off of your lower back/trunk area. Arms move up in a half circle, fully extending out through your fingertips.
Counts 37-44: Bring your arms down for 8 counts, leaving the rib cage raised and relaxed. Arms move down
in a half circle, fully extending out through your fingertips.
Counts 45-48: Lower yourself down onto your heels and seek to maintain the same height you had when you
were on your platforms. Seek to stretch your spine towards the ceiling.
Counts 49-52: Raise your horn to playing position.

Mark Time
The Mark Time will be used in all music rehearsals where we do not march drill. The mark time we utilize at
the Oregon Crusaders is a lifted mark time. This means that the full foot leaves the ground between pulses.
There are several reasons for this:
1. When the full foot lands on the beat it provides a tangible connection to pulse for both the individual
performer and ensemble. This is especially true during the preparatory counts for our exercises and
during Air and Valve reps.
2. A lifted mark time quickly makes it apparent to the performer that the upper body MUST be lifted
away from the hips. If excessive lower body movement is allowed to transfer to the upper body,
playing one’s instrument will be much more difficult.
3. We move and play. Confronting this reality with a mark time that closely resembles movement
challenges we face on the field better prepares the individual and ensemble for success when that
demand is presented.
4. It’s an obvious tool for evaluation. The full foot mark time more clearly illustrates to instructors
where individual and section feet are in relation to the pulse. If individuals are allowing their weight
to rest on their hips, it will be evident in a player’s sound, and visually demonstrated by excessive
motion in the upper body.

The Lifted Mark Time Technique
The technique of the lifted mark time is relatively simple:
1. Begin in the standard open first position. The feet should be in a “V” shape with the heels touching
and the toes at 11 and 1 O’clock. The ankles, knees, hips, ribcage, shoulders and ears should all be in
alignment with one another.
2. Lift the left foot off the ground. A slight bend of the knee allows for the foot, leg, and hip to
naturally work together.
3. The left foot descends to the ground, landing with both the heel and ball of the foot on the beat. The
moment it hits, the right foot lifts in the same manner as the left and then descends flat, landing on
the beat.
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Going a little deeper
•
•
•
•
•
•
•
•
•
•

The initiation of the mark time will be one count
The foot comes up ONE inch. That’s all you need and it’s all we want.
When the foot lifts and the knee bends to allow for it, you’ll notice that the heel naturally comes up a
split second before the ball of the foot. This is good.
When the foot lands, the ball and heel should be placed on the ground at the same time.
The foot hits the ground “on” the beat.
The foot should be at the top of its travel “off” the beat.
The motion of the foot should be deliberate, without being forceful.
You may notice a side-to-side sway with this technique. This is natural, but do not accentuate it.
Lift your upper body up off the hips to lessen the sway as well as mitigate shock or bound being
transferred from the lower body to the upper body.
The success of the brass ensemble will be determined by how well you play and move. The sooner
you begin adding movement to your playing, the better off you and your section will become.

The Lifted Mark Time will be addressed throughout the winter. To prepare for your first camp, begin
practicing the exercises in this book with the lifted mark time as soon as possible.

Step-Outs
In the drum corps activity, you will find that almost all timing and technique problems related to music and
drill often occur during the first two counts of a phrase. Step-outs are essentially mini-drill moves to help us
fix these timing issues, as well as another form of combining your music responsibilities with your visual
responsibilities.
Step-outs are easy: Take two steps in ANY direction (left foot, then the right foot) at the beginning of a set or
musical phrase. Over the next two counts, you will return to your original position and continue marking
time. You should vary the direction and step size taken so that you can work on all aspects of your marching
technique while playing. Using a close approximation of your actual step size during horn arc will make your
job on the field that much easier.
Here’s a breakdown of proper step-out technique:
1.
2.
3.
4.
5.
6.

Count 1 – Left foot (full step)
Count 2 – Right foot (full step, point the toe, lightly “stab” with the platform)
Count 3 – Left foot re-plants (in place, in time)
Count 4 – Right foot back to the point of origin
Count 5 – Left foot back into Right foot (in time – both feet are now together)
Count 6 – Continue marking time in place, in time

High Mark Time
The High Mark Time is used to develop several skills that are critical to our music and visual programs. The
purpose of this exercise is to explore its execution in regard to balance, timing, the separation of upper and
lower body, the control of one’s body weight, and to ensure that we move evenly through time and space.
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The exercise may be done with a variety of count structures to allow for the optimal understanding of its
performance and function, and begins in a closed-first position with the instrument at a carry or playing
position.
The following goals are critical for the High Mark Time’s execution:
•
•
•
•

Timing – time must be equal across all beats, and verified using visual checkpoints.
Posture – the six points of alignment must be maintained as described in the “Hindu” exercise
Balance – balance must exist between active and passive body parts, demonstrating a skilled control
through the body parts via separation and malleability.
Evenness – a skilled control of separation and malleability of the body parts through time and space

“Fours”
This variation of the exercise proceeds in groupings of 4 counts. The leg/foot lifts up off of the ground
during the first four counts, and is lowered back down over the next four. Each leg creates an 8-count phrase
with the following checkpoints:
1. Counts 1 + 2: “Up and Off” – The foot lifts off of the ground similar to a roll step. The heel lifts
first, followed by the platform, at which point thus entire foot is leaves the ground on count 2. The
foot should be pointed toward the ground by count 2.
2. Counts 3-4: Vocalize counts 3 and 4. The entire leg travels in an upward motion, with the ankle
traveling alongside the stable leg. The traveling foot remains pointed. Only the knee is broken from
the six points of alignment. A slight variation of these counts includes a sixteenth note “4 e + a”
vocalization of the direction change
3. Counts 5-7: Begin by saying “Down” on count 5. The entire leg now travels in a downward motion,
with the ankle traveling alongside the stable leg. The foot is still pointed, and the knee is remains
broken from the six points of alignment.
4. Counts 8 +: “Touch-Roll” – The platform touches on the ground on count 8 (“Touch”), and the
foot rolls down to the heel on “and”. Roll down to a close-first position with the heels and toes
together unless called to a halt.
Continue to repeat steps 1-4 until called to a halt.

“Ones”
This variation of the exercise is similar to the motion in “Fours,” but now each leg moves in a 1-count
phrase. The checkpoints are as follows:
1. Initiation: The left leg will initiate on count 8 of the 8-beat preparatory count-off. The leg will then
travel in an upward direction to the peak position on the “and” of 8. Make certain that the ankle
moves in alignment with the stable leg, and that the left foot is pointed. The ankle will travel along
the performer’s stable leg, and all but the knee must remain within the 6-points of alignment
described in the Hindu exercise.
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2. Count 1: The left leg returns to the ground. An emphasis must be placed upon the weight being of
the body being over the platform (“shoelaces”). Although technically a “roll” step to the ground, this
movement occurs too quickly to define its count structure.
3. Count 1 +: The right leg travels to its the peak position. Make certain that the ankle moves in
alignment with the stable leg, and that the right foot is pointed. The ankle will once again travel along
the performer’s stable leg, similar to the left leg.
4. Count 2: The right leg returns onto the ground, similar to the left.
Continue to repeat steps 1-4 until called to a halt.

Health/Fitness
Just a quick word about health and fitness: Spending a summer on the road with the Oregon Crusaders will
be physically demanding. It has been proven that drum corps members perform with physical effort that is
equal to professional athletes, and in order to remain safe, it is imperative that all members are physically fit.
Every successful professional athlete has a very strict off-season fitness plan, and you should think of yourself
in the same way. Please prepare yourself for the endurance, strength and flexibility demands by beginning a
cardiovascular regimen to ensure that you are capable at performing at a high level physically. These types of
exercises may include running, cycling, swimming, and weight lifting. It is recommended that you seek out a
personal trainer to assist you with creating a physical fitness plan. Remember, the stronger you are, the
stronger we will be.
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Fundamentals of Musicianship
Modeling and Matching
One of the most important skills that a musician can develop is the ability to match with other players. At the
fundamental level, musicians in an ensemble need to focus on matching their pitch and quality of sound. A
more advanced stage of this concept involves matching dynamics, articulation, style, and musicality. We will
regularly use individual players as models in order to achieve consistency in performance.

Singing, Clapping & Counting
Regardless of your chosen instrument, you are only going to sound as good as the aural model in your mind.
Singing, clapping, and counting allow you to improve upon that model. By isolating musical passages in this
fashion, it is possible to improve the perform quality on our instruments.

Establishing & Maintaining Pulse
At its most fundamental level, music must be in time. It doesn’t matter what sounds are coming out of our
horns if we do not move through time together. It will be our goal to make sure that we not only establish
and maintain tempo as a musical ensemble, but that we will also identify individual and ensemble tendencies
in order to raise awareness in the performers.

Achieving Tempo Consistency
Despite what people may people will tell you, no one has perfect time. It is essential that we use a metronome
at every rehearsal throughout the season, as it will give us the best chance at being successful as an ensemble.
In addition to using a metronome during rehearsal, we will also ask you to prepare assignments at specific
metronome markings that may be tested in rehearsal.

Establishing a Counting System
As a brass ensemble we will be counting almost every rhythm we intend to play during the summer. Doing
this will facilitate rhythmic accuracy and transfer to learning. Although there are several counting systems that
all serve the same purpose, we need to decide upon one and stick with it throughout the season. For this
reason, we have chosen to use the following:
•
•
•
•

Quarter notes: 1, 2, 3, 4, etc.
Eighth notes: 1+, 2+, etc.
Triplets: 1-trip-let, 2-trip-let, etc.
Sixteenth notes: 1e+a, 2e+a, etc.
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Understanding Basic Rhythmic Tendencies
Human beings are imperfect by design. Certain tendencies are inherent that make performing rhythms
accurately difficult. Other tendencies are developed via bad habits that have either been taught to us or have
crept into our playing. As with just about anything, understanding these tendencies is half of the solution.
Here are some of the most basic ones that plague nearly every musician and ensemble, both amateur and
professional.
White Notes: The tendency is to “lose time” in anything that we play that is slow and simple. We
tend to become unengaged in the music when it is simple; therefore we as musicians tend to lose
time in these situations. The solution is simple: Be aware of this and stay involved in the music at all
times.
Black Notes: The tendency in anything that is difficult in music is to panic. When we panic we tend
to rush. Anything with fast rhythmic figures or even sixteenth notes at a slow tempo have a tendency
to be rushed. Care practice is key. A basic understanding of note groupings will help alleviate this
problem.
Note Groupings: Specific note groupings have specific tendencies that accompany them.
Throughout the season we will be talking about them as they arise, as well as possible solutions when
facing them in performance.

Dynamic Contrast & Volume
In order to communicate effectively with our audience there must be moments of contrast within the show.
The most effective way to do this is with our volume, both loud and soft.
Power and volume are trademarks of any great brass ensemble. The key to playing loud is relaxation. An ugly,
“spread” tone is often the result of too much tension in the airway and forced breathing. You must stay
“open” to maximize the amount of air involved during the inhalation to produce a large and flowing “fff”
exhale. The corners of the mouth must be kept firm to support the large volume of air pouring through the
aperture. Visualize the lips wrapping around the air stream when playing at fuller dynamic levels. Great care
should be taken through the building of volume over a given period of time.
Dynamic Marking Number
We must also focus on playing at the extreme soft dynamics. This is done
ppp
1
by applying all of the same techniques we would use during loud volumes.
pp
2
The best ensembles are not only able to play well at loud volumes; they can
p
3
also play at soft dynamic levels with fully-supported sounds. This type of
mp
4
dynamic contrast makes the show more meaningful, and also maintains the
mf
5
interest of the audience. Keep in mind that every note should sound exactly
mf+
6
the same regardless its volume.
f
7
f+
8
Since dynamics are typically indicated with variations of the Italian words
ff
9
forte and piano, we have decided to achieve greater consistency in our
fff
10
approach through the use a numerical schema to represent dynamics.
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Balance and Blend
Creating balance and blend within an ensemble begins with individual musicians creating characteristic tone
qualities on their instruments. While it may seem like an obvious prerequisite, producing a characteristic tone
requires the mastery of certain fundamental skills, including a correct embouchure and a clear understanding
of how to breathe efficiently with complete relaxation. Once mastered, individuals can learn to match and
balance with others in their section, across sections, and finally throughout the entire ensemble.
There are several criteria for achieving great balance and blend:
•
•
•
•
•

Proper Air Support
Focused Embouchure
Perfect Intonation
Awareness of the Moving Line
Balance within your Trio, Section, and the Ensemble

Aside from the fundamental skills mentioned above, one of the most essential criteria for achieving great
balance and blend within an ensemble is perfect intonation. You should constantly ask yourself “Am I in tune
with the ensemble?” First, listen to the intonation in your section, then branch out to other section, and
finally listen to the intonation of the entire ensemble. It’s important to note that if one note in a chord is
played out of tune, then the chord’s balance cannot be properly achieved.
It is also essential to know which sections have the moving line in a given passage, and who has the melody.
This can be achieved by keeping your ears aware of the parts being played around you. Always keep in mind
that you should listen down to the bass voice. If you are supporting a moving line, ask yourself “Am I playing
louder than that line?”
The final criteria for achieving proper balance and blend is a combination of maintaining balance from player
to player, and encouraging each musician in the ensemble to play like a soloist, as every part in the ensemble
is unique in its own way. Knowing when to support a given line, to create balance within that line, or to
project an important line with a fully supported sound is essential to achieving proper balance and blend.
Ask yourself “Am I playing within the other sounds, balancing my sound against it with a rich, supported,
full-bodied tone?”
Balance and Blend require the performers to listen closely with critical ears. For efficiency, we have broken
down this critical listening into the 4 levels required to perform as a balanced brass section:
Level 1 – Self
In this first level of critical listening, the members of the ensemble should focus on the tonal color,
rhythmic accuracy, pitch, intonation, volume, and style that they are producing as individuals. This
self-awareness is important for higher-level playing. Level 1 listening encourages you to ask yourself
“Do I sound good?”
Level 2 – Trios
In this level of critical listening, the members of the ensemble should focus on the sounds that are
produced with respect to the trio that they are a part of. In this level, individuals should concern
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themselves with the tonal color, rhythmic accuracy, pitch, intonation, volume, and style that they are
producing in relation to the players next to them.
Level 3 – Section
In this level of critical listening, the members of the ensemble should focus on how they fit with
regard to the other members in each respective section. At this level, individuals should concern
themselves with the tonal color, rhythmic accuracy, pitch, intonation, volume, and style that they are
producing in relation to the players on the same instrument.
Level 4 – Ensemble
In this level of critical listening, the members of the ensemble will be listening across the ensemble to
see how they fit into the larger picture. To be more specific, players will need to listen to see if other
sections have the same musical line as they do, and then evaluate how well they are balancing and
blending with those other sections. From time to time, the staff will also describe this process as “ear
mapping.”

Technique
While playing technical passages, it’s recommended that you press the valves down with authority while
keeping a relaxed feel in the wrists and fingers. Make sure not lose control of the valve on its way back up.
The fingers should remain rounded and it is the finger tips that should press the valve straight up and down.
If the valves are pressed at an angle, they may stick, making technical passages unplayable.

Pitch and Intonation
All brass instruments have various inherent intonation deficiencies. As a brass ensemble, we must be aware of
what deficiencies exist, and what we can do to correct them in our playing. We build our system of tuning
through the matching of overtones, which are by definition, never out of tune. Overtones will ring when the
pitches coming out of the horns are in tune. As all of the voices become more in tune with each other, entire
chords can be heard ringing above the brass ensemble.
In addition to working with a tuner every day, it’s possible to improve the tuning of your playing by singing,
mouthpiece buzzing, and various relative pitch exercises that will help you develop your ear for tuning chords
and unison notes. As mentioned in the Equipment chapter, we want you to invest in a Korg TM-60 tuner.
Start practicing with it on a regular basis.

Equal Temperament
Equal temperament is a musical temperament, or a system of tuning, in which the interval between every pair
of adjacent notes has the same ratio. In other words, its perceived distance from one note to its nearest
neighbor is identical. In equal temperament, the interval between notes is found by dividing the octave into
12 equal steps that are a half step apart.
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Pythagorean Tuning & Just Intonation
Pythagorean Tuning is a system of musical tuning in which the frequency ratios of all intervals are based on
the ratio 3:2. This ratio, also known as the “pure” or “just” perfect fifth, is chosen because it is one of the
most consonant and easiest intervals to tune with the ear.
Just intonation is not a temperament, since its intonation based on the physics of the overtone series.
Whenever you play a note, a number of notes sound in addition to the fundamental that you produce. For
example, if you play C2, you are also hearing C3 G3 C4 E4 G4 and so on. Just intonation occurs when you
derive all notes of a given major scale using Pythagorean tuning, but preserve the resonance of these intervals
as the harmony changes.
One major distinction between Pythagorean Tuning and Just Intonation is that Just Intonation’s fundamental
is moveable, and may be applied to each interval or chord in a composition.

Lower Valve Combinations
All brass instruments are constructed inherently out of tune. In theory, the second, first, and third valve
should lower the pitch the open tube by one, two, and three semitones, respectively. While the use of singlevalve combinations presents no problem in the function of a brass instrument, a problem does arise when
valves are combined to provide a length of tubing. The combined length of these lower valve combinations is
slightly shorter than the length required for perfect intonation. If all three of the valves were manufactured to
produce correct intonation for these single-valve tones, then the resulting tone produced by using all three
valves in combination would be sharp by more than a quarter-step.
In order to solve this problem, many manufacturers now produce valves that produce a slightly-flatter pitch
when pressed. Even with these adjusted valve lengths, there are still sizable intonation problems in the lowest
three valve combinations. This is precisely why various rings and brackets are fitted to the third valve slide on
brass instruments to permit it to be moved by the player’s hand. It is also why many manufacturers now
produce a fourth valve (similar to playing 1 and 3). In providing an additional low range, this valve
compensates for the most common out-of-tune notes.
The ability for a player to use their air to compensate for faulty notes varies greatly between the high and low
brass instruments. This difficulty arises from the fact that it is more difficult to force a column of air to
vibrate at a frequency other than the one produced as the air column becomes longer. While the trigger may
be a considered a luxury on the trumpet, the proper tuning of the valve slides or the use of a 4th valve on a
low brass instrument is essential.
As a simple rule, the longer the valve combination, the sharper the instrument becomes.

The 5th Partial
Tuning a brass instrument is much more involved than pulling out or pushing in a few slides. The most
common difficulty for many performers stems from their tendency to allow the physical nature of their
instruments to determine their intonation, rather than attempting to correct the intonation themselves. While
most notes simply require a subtle adjustment of the embouchure, air pressure, or placement of the jaw,
others require correction by some mechanic means.
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While the second, fourth, and eighth partials (octaves) correspond almost exactly with the equal-tempered
scale, others do not. The third and sixth partials (perfect fifths) are slightly sharp, the fifth partial is noticeably
flat, and the seventh partial is extremely flat to the point where it is rarely used.
Since the fifth partial is an open note, it makes sense that the intonation tendencies associated with it would
also apply to every possible valve combination in the series. In order to overcome the flat nature of these
notes, many players advocate for the use of a lower valve combination on the 6th partial instead.
“It is not whether the instrument is built in tune, but if it can be played in tune.”
Overtone Series – Trumpet & Mellophone

5th Partial – Trumpet & Mellophone
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Chord Adjustments in Just Intonation
The following adjustments are based upon the root of the chord (in this case, “C”), which is an
equal-tempered pitch. The adjustments (given in cents) indicate the difference necessary for
that note to be in tune with the chord (as opposed to the given equal-tempered pitch).
The adjustments are applicable to all chords, regardless of starting pitch.

*Note that some intervals have multiple adjustments, dependent upon their function in a chord.
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Tuning Tendency Chart
The following tuning tendency charts are designed to help you understanding the tuning tendencies of your
instrument. Every brass section member should fill out the chart completely.

26
OREGON CRUSADERS 2019 BRASS MANUAL

The Breathing Gym
While performing the Breathing Gym exercises, you should concern yourself with filling your lungs
completely while maintaining total relaxation. The focus during the inhale should be on the proper use of the
diaphragm. This outward expansion of the diaphragm is easiest to see at the stomach, but may also be felt in
at the sides, as well as in the back. Once the lung capacity is full, the focus should then switch toward
releasing all of the air, as the lungs will start to store carbon dioxide that decreases the player’s total capacity.
As you do these exercises, make sure that you take in as much air as possible, and that you release all of your
air through the horn with a low tongue position that produces dark, engulfing tone, as well as a timbre that
corresponds to the instrument played. Concentrate on taking ALL of the counts to perform each portion of
the exercise. Doing so will eliminate any dead time between the inhalation and exhalation, prevent you from
“capping the breath,” and will train you to use the greatest efficiency with regard to the air you use while
playing.
These exercises should be done both with and without the instrument. In both cases, your focus should be
on producing a proper air stream that is free of tension, as it will allow for a more effective use of your air.
Aim to imitate the way that you play in a performance situation. Simply playing through the exercises without
regard to their application is not effective, and may result in the formation of bad habits.
The Breathing Gym is designed to give musicians control and efficiency of breath by developing the
following proper breathing habits:
•
•
•
•

Improves tone and stamina
Promoting calmer, quieter, and more focused rehearsals
Internalizing and improving group rhythm
Improving the confidence and security to ensemble attacks and releases

The Breathing Gym consists of four types of exercises:
•
•
•
•

Stretches
Flow Studies
Therapies
Strength and Flexibility

Stretches
A state of relaxation is a very important aspect of great ensemble brass playing. Since members enter
rehearsal in various states of mind, it is important that we formulate a common physical and emotional point
of reference when we begin a rehearsal.
Stretching loosens the muscles in the areas around the lungs and mid-section, allowing for better flexibility of
the breathing muscles.
Begin each warm up with one or more of these stretches:
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Neck Stretch
Roll the head to the left, forward, right, back, and then in reverse. This will help assume that the neck muscles
are loose enough and will not impede the airflow during the breathing process.

Shoulder Rolls
Roll the shoulders forward and back, and then pull them straight up (as if trying to touch your ears). Hold
them in that position for approximately 3 seconds, and then allow them to drop.

Arm Circles
Hold the arms out to your sides, and begin making small circles with them. Gradually increase the size of the
circles to create a larger range of movement. After several repetitions, reverse the direction of the arm circles.
After several repetitions, the player should feel more relaxed.

Trunk Twists
Spread your feet slightly so they are beneath your shoulders. Raise your hands to shoulder level, and gently
twist back and forth. Raise your hands and repeat several times.

Flop Over
Bend at your hips. Breathe deeply, and let your head and arms drop closer to the floor with each exhale. Your
upper body may rise slightly during each inhalation. This exercise makes you aware of the rise and fall of
many of your body parts that are used in deep breathing.

Two-Way Stretch
Reach for the sky with your hands above your head. Reach as high as you can. At the same time, push down
into the floor with your heels. This stretch works best when exaggerating both the upward and downward
movement.

Wrist Grab
Put your arms behind your back, and grab your right wrist with your left hand. Gently pull your right wrist to
the left. At the same time, lean your head to the left. Take four deep breaths, and move your wrist and head
further to the left each time. Next, take four more deep breaths, and then lean your upper body further to the
left each time. Once full, sigh loudly when exhaling. Each exhale makes the stretch deeper.
Repeat the exercise on the opposite side.
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Elbow Grab
This exercise is a slight variation of the Wrist Grab. Put your left elbow behind your head, and grab it with
your right hand. Gently pull your elbow to the right. Take four deep breaths, moving your elbow further to
the right each time. Next, take four more deep breaths, and lean your upper body further to the right each
time. Sigh loudly when exhaling. Each exhale makes the stretch deeper.
Repeat the exercise on the opposite side.

Whole Body Stretch
Interlock your fingers behind your back. Breathe deeply. As you inhale, tighten your shoulder blades. As you
exhale, loosen your shoulder blades. Next, keep your fingers together behind your back and bend over at the
hips; your hands will naturally rise behind your body. Breathe deeply, and with each exhale let your head
drop closer to the floor.

Breathing Gym Flow Studies
The Flow Studies exercises simulate breathing patterns used in singing and playing brass instruments. The
goal of these exercises is to move air without any resistance tension, and often very quickly or over longer
periods of time.
The following suggestions apply to each Flow Studies exercise in this chapter:
•
•
•
•
•
•
•
•

The shape of the mouth should be “Oh” or “Whoa.”
Effort should be made to breathe evenly over the entire count structure.
The air should move at all times. The change in direction should be as smooth as possible. Don’t cap
the breath.
The change of air from “in to out” coincides articulations, and from “out to in” with releases.
You should remain as relaxed as possible.
You may use your arms to mirror your breathing. Raise the arms to your sides during the inhale, and
lower them during the exhale.
You may also use “Blade” to listen for a full, resonant sound during the inhale.
Never use a poor oral shape, or all of these exercises will be for nothing.

Monitoring Air Flow with Blade
In order to know if we are inhaling correctly, we sometimes use a vertical hand position called “Blade” that
places your left hand perpendicular to your lips with the index finger resting against the center of your
aperture. When using “Blade” you should listen for a full, resonant sound during the inhale. If the sound is
shallow or weak then we you are not moving enough air, or the air is not moving fast enough.
Blade allows us to monitor the volume and velocity or the air to develop a rich, resonant sound during the
inhale.
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During the exhale that follows, place the palm of your hand 6 to 12 inches away from your mouth to ensure
that a smooth and even exhale is occurring.

Breathing Gym Flow Study Exercises
Sun Goddesses
Start with your arms in a relaxed position at your sides, and begin by breathing in for 5 counts and then out
for 5 counts. During the inhale, gradually raise your arms up and out to the sides until they reach directly
above your head. Then lower your arms back down during the exhale. Increase the number of counts for
both the inhale and exhale on each successive repetition, effectively slowing your breathing. It is reasonable to
strive for a 30-60 count respiration at the very highest levels of control and virtuosity.
This exercise is important because it simulates proper breathing for brass players. The arm motion is added
because it helps to give a greater feeling of rib cage lift and expansion during the inhale, and of contraction
during the exhale.
The Sun Goddess exercise will often incorporate the use breathing tubes, as they effectively remove your
ability to control the size of your aperture. Removing this option for creating resistance in your airflow
requires you to engage your core muscles to conserve your air during the inhale and exhale.

Dynamic Awareness
This exercise provides an opportunity for demonstrating what it “feels” like to move air as it relates to
changes in dynamics. Inhale until you are comfortably full, then simulate different dynamics by going through
the following motions:
•
•
•

“Bow & Arrow” = fortissimo air
“Toss the Dart” = mezzo-forte air
“Float a Paper Airplane” = pianissimo air

Shorten the Inhale
This exercise simulates the airflow of extremely loud dynamics and reinforces the quarter-note breath. Begin
by inhaling for 4 counts and then exhaling for 4 counts. Repeat three times, and then breathe in for 3 counts
and out for 4 counts. Continue to subtract counts from the inhale until you are breathing in for 1 and out for
4. Increase the “1 and 4” pattern as comfort allows. It’s reasonable to add one repetition a day until the
pattern can be done for a minute without severe dizziness or discomfort.
4 in – 4 out (4x)
3 in – 4 out (4x)
2 in – 4 out (4x)
1 in – 4 out (many times)
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A slight variation of this exercise adds one count to the exhale for each count that is subtracted from the
inhale. Doing this will help simulate the airflow of softer dynamics.

Shorten the Exhale
This exercise creates strength in the abdominal muscles, and necessitates a very large opening through which
to move the air. Begin by inhaling for 4 counts and then exhaling for 4 counts. Repeat three times, and then
breathe in for 4 counts and out for 3 counts. Continue to subtract counts from the exhale until you are
breathing in for 4 and out for 1. Increase the “4 and 1” pattern as comfort allows. Add one repetition each
day until the pattern can be done for a minute without severe dizziness or discomfort.
Make sure that the amount of air exhaled remains the same regardless of the number of counts.
4 in – 4 out (4x)
4 in – 3 out (4x)
4 in – 2 out (4x)
4 in – 1 out (many times)
A slight variation of this exercise adds one count to the inhale for each count that is subtracted from the
exhale.

4-3-2-1 (Shorten the Inhale and Exhale)
Those who practice the 4-3-2-1 exercise regularly develop a resistance to hyperventilation. 4-3-2-1 is as much
a mental toughness exercise as it is a strength one. It is difficult to remain relaxed and calm during this
exercise, especially as the dizziness sets in. Relax into the discomfort.
Begin by inhaling for 4 counts and then exhaling for 4 counts. Repeat three times, and then breathe in for 3
counts and out for 3 counts. Continue to subtract counts from the exhale until you are breathing in for 1 and
out for 1. Increase the “1 and 1” pattern as comfort allows. Add one repetition each day until the pattern can
be done for a minute without severe dizziness or discomfort.
4 in – 4 out (4x)
3 in – 3 out (4x)
2 in – 2 out (4x)
1 in – 1 out (many times)
A slight variation of the 4-3-2-1 exercise is shown below:
4 in – 4 out (4x)
3 in – 3 out (4x)
2 in – 2 out (4x)
1 in – 1 out (many times)
Eighth-note in – Eight-note out (8x)
1 in – 1 out (4x)
Sixteenth-note in – Sixteenth-note out (16x)
4 in – 4 out (4x)
8 in – 8 out (4x)
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Therapy Exercises
Inhale Therapy
This exercise creates extreme resistance and suction at the mouth by placing the back of the hand in the way
of taking a proper inhalation. You should begin by exhaling all of your air until you are comfortably empty.
Then, place the back of the hand at the mouth to create resistance/suction. Quickly remove your hand. You
should hear a “pop” and a rush of air into the lungs. Doing this will allow for a quick, deep inhale.
This exercise stimulates abdominal activity through resistance training. By forcing the abdominal muscles to
work harder, you develop a better awareness of them during normal breathing.
You should feel a slight strain the throat and the abdomen during suction, and your focus should be centered
on the inhalation that occurs immediately after the removal of your hand. Your breath should remain open
and resistance free.
Inhale Therapy should be repeated 4-6 times. Some slight variations to the exercise include:
•
•
•

Expanding in 2 areas: During suction attempt to expand in the lower front of your abdomen for 2
counts, and then try to expand in the lower back for the next 2 counts.
Expanding in 4 areas: Take the same approach to suction as expanding in 2 areas, but then add
expansion in the lower front of your abdomen for the next 2 counts, and conclude with the upper
back for the final 2 counts.
Slight Leak: While keeping the back of your hand over your mouth, let the air leak in slightly. Inhale
to full for 3 seconds while under pressure.

Exhale Therapy
Exhale therapy is isometric compression training for the abdominal muscles, which promotes smoother
airflow on the exhale.
You should begin the exercise by inhaling smoothly for 4 counts until you are comfortably full. Then suspend
the air for 4 counts. Then blow out half of your capacity forcefully on a “dAh” vocalization. Stop for one
count. Finally, blow out the remaining air and engage the core muscles tightly.
When suspending the air, don’t hold your breath as if you are under water. Make sure to keep the mouth and
airway completely open.
A slight variation of this exercise involves breathing in for a full 16 counts – slowly, evenly, and smoothly.
Suspend the air for the full 4 counts, and then explode all air out of the lungs in 1 huge chunk while
vocalizing with the throat and compressing the abdominal muscles.

32
OREGON CRUSADERS 2019 BRASS MANUAL

Oral Therapy
The Oral Therapy exercise promotes space and free-moving air within the oral cavity and air passageway.
Using the musical notation shown below, inhale and exhale using an “Oh” vowel shape with the mouth.
Perform this entire exercise from top to bottom without stopping.

Strength and Flexibility
The purpose of the following exercises is to increase both your strength and flexibility by working the
abdominal muscles as the air moves in both directions. The abdominal muscles are stretched during the
inhale and compressed during the exhale.

In 5, HOLD/SIP, Out 5
Inhale for five counts until you are comfortably full. Then suspend the air for 15 counts, but sip air every few
seconds to cap off your capacity. Then breathe out completely over 5 counts. Do three repetitions of this
exercise to work on becoming more full and empty each time.
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Power Breathing
Start by exhaling all of your air. As you begin this exercise with an exhalation, place the palms of your hands
firmly together in front of you. When you the inhale, the arms should move out to the sides of the body.
Then, breathe in for 1 count and breathe out for 1 count. Start with 4 repetitions, working your way up to 10.

Throw the Ball
The purpose of the Throw the Ball exercise is to allow the muscles that enclose the lungs to act as a natural
“bellows” effect with your mental focus at the lips. The exhalation of this exercise is combined into one
motion, which increases the workout of the abdominal muscles.
Begin by breathing to your fullest capacity in 1 count, and then top off your capacity with two additional sips.
Now exhale in one motion until completely empty, making sure to sure to engage your core muscles in the
process.
It is helpful to imagine “winding up to throw a ball during the inhale, and then throwing it during the exhale.”
Make sure to sizzle your air once empty to work on the compression of the lungs.

Remember the LAW OF ACCOMMODATION
What is difficult today will become easier if practiced. Work these exercises just past the point of ease and
slightly into discomfort without overexertion.
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Fundamentals of Breathing
Great breath control is vital toward playing a wind instrument well. There are many components involved
with taking a proper breath, and many books and articles have been written on this particular subject. We
would ask that you work smart and consistently in order to achieve positive results.
All air exercises should be performed with the instrument in the correct playing position while using the
correct embouchure. As the air is blown through the instrument, it is beneficial to use different valve
combinations.
To achieve clarity through simplicity, we would prefer that you keep the following concepts in mind while
breathing:
•
•
•
•
•

Keep good posture: Do not allow for any tension within the respiratory system. Do not allow the
shoulders to lift. Any movement of the shoulders should be induced by the expansion of the chest.
Fill up: Try to expand the entire thoracic quadrant. The dynamic level should not dictate the amount
of air to be taken in. Every breath should be as large as possible.
Stay tension free: Utilize only the muscles that are needed to complete the task. Make sure all other
muscles are at rest.
Air Support Helps with Endurance: Proper air support is 90% of your approach to endurance. When
the air is not working properly, the lips must work harder to compensate. This will put a strain on the
lips and subsequently, the sound, causing your tone to suffer.
Timing of the breath: Let the breathing become part of the musical rhythm.

Inhalation
In order to maximize your control on any brass instrument, make sure that you breathe deeply into your
lungs. Breathing deeply requires the use of the diaphragm, a strong donut-shaped muscle under the ribs. As
the diaphragm pulls downward, it creates room for the expansion of the lower back, abdomen, and ribs, and
torso. Try not to isolate each part of the thoracic quadrant (abdomen and chest), but rather, full up
simultaneously throughout the quadrant. Bring the air in and allow the body to react naturally.
When you inhale, make sure that you only breathe in to the point where the body feels relaxed and full of air.
Never take in so much air that you go past the state of relaxation, as it builds undue tension into your sound.
Maintaining a state of relaxation during the inhale requires that the shoulders and the upper back be free of
tension so that the breathing passage is never constricted. Make sure that you stay relaxed and breathe with a
sense of ease, keeping the throat open so there is no resistance or audible friction. The only sound
accompanying the inhale should be a very soft “hoe.”

Exhalation
During exhalation there should be a feeling of total release in the upper body. The exhalation should never be
forced, and the air should have a warm, natural sound and texture. As the air is released through the horn, it
should reflect the timbre of that particular instrument. An exhalation that is free of tension should sound
relatively silent and completely unrestricted, regardless of the volume of air that travels through the horn.
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Never exhale beyond your natural resting point, and don’t try to squeeze the last bit of air out of your lungs,
as this constriction of the diaphragm will created added tension in the airway. Simply take a fresh inhale when
you feel are half full. Maintaining a constant in-and-out sensation will result in stronger air-support that will
produce a beautiful tone and stable pitch.

Anticipating Changes in Volume, Range, and Pitch
Mastering the volume and velocity of your air will enhance your performance abilities. Your approach to
breathing exercises should have different volume levels as well as different ranges.
In regard to the volume of the sound that is produced, there should be a difference in the amount of air that
is used for each dynamic level:
•
•

Louder notes require more air and a slightly larger aperture
Softer notes require less air and a slightly smaller aperture

There should also be a difference in the velocity of the air based upon the register that is being played:
•
•
•

Faster air for higher notes, which requires a high tongue position
Slower air for lower notes, which requires a low tongue position
Your air needs to travel at the right velocity and volume to ensure good pitch control.

Timing of the Breath
Breathe and play. THE TIMING STARTS WITH THE BREATH! In other words, if we are to play together
on beat 1, we all need to take a full breath on beat 4.
Whenever an attack is early, it can usually be traced back to an improper or poorly-timed breath. Late attacks
typically result from “capped breaths” (stopped air between in and out) or poor timing of the feet. The
performer must ALWAYS breathe and play with her or her feet to stay in time with the ensemble.
The timing of the breath is of the utmost importance. The breath will occur one count before the attack of
the note. The “one-count breath before the attack” rule does not bend when the tempo changes, although
occasionally a 2-count breath is necessary during fast tempos. Failure to utilize this technique will result in
significant timing problems.

Releases
All releases should by approached through the initiation of a short inhalation. A note that is followed by
silence should never be cut off through use of the tongue or a contraction of the throat. Simply breathing
inward at a predetermined time will create a clean, defined release whose tone will ring for a moment even
after the air has been stopped. Strive to make the note ring!
When attempting to produce a clean release, do not:
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•
•
•

Close the jaw upon the release
Close your throat by choking the air with your glottis
Use your tongue to stop a note, as this can be detected 100 yards away

A uniform timing of the breath that follows the note will ensure uniform timing of the release throughout the
entire ensemble.

Capping the Breath
Visualize your lungs as a giant bellows that is constantly expanding and contracting. The inhale and exhale
exist as one movement, and the air should either be moving into or out of the system; it should NEVER stop
while you are playing. Capping the breath occurs when the air is stopped after inhalation, generally by the
muscles in parts of the neck, chest, and abdomen. Doing so will create tension in the throat and may effect
the attack of the resulting pitch because of the sudden burst of air when tension is released.
The most important thing to understand about capping the breath is that the air flow is controlled by the
same pressure-volume relationships that you use any time you squeeze toothpaste from a tube, or move air in
and out of an inflatable plastic system. Like a balloon that you would blow up at a birthday party, your lungs
“want” to collapse due to the inherent elasticity of the system. This means that you need to use
energy/muscles to fill them up, but emptying them out will happen naturally.
Here are some suggestions to prevent Capping of the Breath:
•
•
•
•
•

Breathe evenly over all of the counts
Keep your air constantly moving
The air should be steady, consistent, and smooth
Strive for a smooth change of direction between the inhale and the exhale (this will help perfect your
attacks) and from the exhale to the inhale (for releases).
Time your breath so that it can become part of the musical rhythm. If the attack is on beat 1, breathe
on count 4. If the tempo is fast, breathe through beats 3 and 4 in order to play on count 1.

Stagger Breathing Technique
During longer sustained phrases it is crucial for wind players to stagger breathe with the musicians close to
them. When breathing, a musician should sneak out (with a diminuendo) and sneak back in (with a crescendo to
match). Failure to sneak out and sneak back in will create bumps in the sound, which will be perceived as holes
or seams in the music by the listener. When you breathe within a phrase, the breath should be coordinated
with other members of your section so that performers playing similar parts are not breathing during the
same spot in the music. These breaths should also include a step-out to let the other members of your section
know that you are breathing.

Keep in mind that in the context of a musical phrase, the method of stagger breathing happens much faster
than illustrated.
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Stagger Breathing as an Individual Performer
When listening to sustained chords from a brass ensemble, you’ll notice that the best ensembles sustain their
chords without any holes in the sound. This wall of sound is created when each individual performer in the
brass ensembles follows this simple process:
•
•
•
•
•
•
•
•
•
•
•

Know when you are going to breathe and commit to it. You must commit to the breath even if you
are not running out of air.
Don’t breathe at the same time as the person next to you. Two or more people in the same proximity
breathing at the same time creates holes in the sound.
Fade out using a rapid, 1-beat decrescendo
Don’t allow the pitch to drift out of tune
Don’t allow your tongue to change
Breathe
Use one beat to take in a full breath
The breath should immediately follow the decrescendo; Do not allow gaps between the end of the
decrescendo and the full breath in
Fade back in using a rapid, two-beat crescendo from niente – no gaps should exist between the end
of the breath and the beginning of the crescendo
Do not rearticulate the front of the note – Use a “Hah” articulation
Be in-tune and in-tone all the way through the crescendo

Stagger Breathing in an Ensemble Setting
In order for an ensemble to create a seamless sound, it must create an impenetrable wall of air or tone. The
basic rules of stagger breathing in an ensemble setting include:
•
•
•
•
•
•

Never breathe on a bar line
Never breathe between phrases
When you take a breath, take a full breath
When you breathe, leave notes out rather than playing a partial note
Do not breathe when the person next to you takes a breath
Sneak in and sneak out
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Singing
The voice is our natural instrument, and singing is a wonderful tool for developing tone quality and
intonation. Many musicians find themselves able to sing with greater dexterity and control than they do with
their instruments. Because of this, singing is a beneficial tool for modeling music.
The brass section will sing often, and the brass staff will take a very serious approach to its technique. This
attention to detail is important because the resonance and breath support necessary for success at singing are
very similar to brass playing.
Here are some suggestions for improving your individual voice:
•
•
•
•
•
•
•
•

Initially sing on the syllable “dAH,”
Incorporate other vowel shapes to simulate performance in various other registers
Strive for a consistent, resonant sound on every note
Keep the throat open.
Use the same approach to air support as you do while playing.
Check a piano or tuner for accuracy of pitch
Think of the note names and the intervals while singing
Close the cartilage of the left ear while singing to help center your pitch

Here are some guidelines for improving ensemble pitch and resonance:
•
•
•
•
•

Always listen and match pitch prior at the start of each exercise.
The hold the instrument across your chest at a 45-degree angle
Finger the notes on the instrument while singing.
Tubas may place the instruments at standby and go through valve combinations on their left
forearm.
Always check pitch after finishing an exercise.
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Buzzing on the Mouthpiece
Buzzing on the mouthpiece has many benefits if done in a systematic manner and with an observant
approach. Since brass instruments simply act as acoustic amplifiers of the vibrations produced by the
mouthpiece, it makes perfect sense that, by improving the quality of the buzz, you will naturally begin to
improve the quality of your sound.
The benefits of mouthpiece buzzing are numerous. Since the mouthpiece offers less resistance than the
instrument, buzzing helps accustom the player to using more air. If this increase in airflow is combined with
very little pressure against the embouchure, the resulting buzz will allow the lips to relax and vibrate more
freely, producing a more resonant sound. A consistent approach to buzzing also encourages the player to be
more reliant on his or her ear to place the pitches accurately, just as singer would. In addition to improving
one’s aural skills, buzzing also aids in developing the most consistent and efficient mouthpiece placement.
Finally, mouthpiece buzzing allows the player to explore new and more refined tonal concepts through the
reinforcement of physical habits that are easier to produce without the fatigue associated with the
instrument’s resistance.
The first notes that we play every day will typically be on the mouthpiece. Since the mouthpiece, embouchure,
and air support combine to create the true instrument, much attention will be devoted to how the overall
quality of this sound is produced. Since the quality of the sound that is produced by the mouthpiece directly
correlates to one’s tone quality when the mouthpiece is added to the instrument, developing a dark and
resonant sound on the mouthpiece should be a prime concern for all brass players.

Holding the Mouthpiece
The mouthpiece should be held with your left hand, palm facing out, with the shank of the mouthpiece in
between your middle and ring finger. Doing so will encourage you to use very little pressure against your
embouchure.

Pressure
“Don’t use too much pressure” and “Use as little pressure as possible” are phrases that young musicians
typically hear throughout their development. These phrases are a bit vague, and require further investigation.
A good rule of thumb to follow when setting the embouchure is to use precisely enough pressure around the
aperture to seal in the air. This technique, if achieved with success, will allow the lips to vibrate freely. In
addition to the pressure of the mouthpiece against the embouchure, make certain that the corners are
engaged, and that each tone produced always has excellent breath support. If each of these components are
maximized to their full potential, a dark, open “Oh” sound will result.
In contrast, if too much pressure is used, this will stifle the vibrations of the lips and possibly lead to bruising.
The looser the lips are within the confines of the cup, the more they will vibrate. The more efficiently the lips
vibrate, the better the sound. Any improvements to the sound that you make on your mouthpiece will directly
transfer to the quality of the sound that you produce on your instrument.
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“Hah” Attacks on the Mouthpiece
The use of a “Hah” when buzzing on the mouthpiece is an excellent technique to make sure that your airflow
is working efficiently. Doing so will allow you to eliminate your tongue from the start of the tone so that you
may concentrate on your airflow and lip vibrations. It’s important to note that the first point of resistance in
your sound occurs when the air encounters your lips. Removing the tongue as a variable during a “Hah”
attack allows you to fine tune the initiation of the sound. When a well-supported stream of air initiates the
vibrations of the lips, a focused, resonant sound will be produced.

“Dah” Attacks on the Mouthpiece
“Dah” attacks on the mouthpiece introduce the tongue to the start of your tone. If the air initiates the sound,
then the tongue defines the sound. If the vibrations of the lips rely upon the quality of air you air, the tongue
does as well. When articulating with a “Dah” syllable, make sure that the air is moving both constantly and
consistently. The air leads the way, and the tongue is along for the ride. Such an articulation should be
executed with no explosion in the attack. Each player should strive for less tongue in the sound with the goal
of producing more tone. Aim to achieve 90% air in your attack and 10% tongue. The air stream sets the buzz
into action, not the other way around.

Slotting vs. Sliding
When approaching flexibility exercises on the mouthpiece, it’s important to realize that doing so is as much a
study in aural skills as it is in buzzing. In order to target the exact pitch, one must be able to hear the note
ahead of time with absolute certainty. Slotting is the ability to travel from the one pitch center to the next
without any sound in between. If you imagine falling off of a steep cliff when moving from one note to the
next, you may have a better understanding of the motion you are trying to recreate in your playing. Sliding is
the opposite approach where a player moves from one note to the next very slowly. This is similar to what a
trombone player may sound like when executing a glissando. This is the approach that we’re trying to stay
away from in our flexibility exercises on the mouthpiece.
“Note to note” … “Pitch center to pitch center.”

To Slide or Not to Slide
Sliding in an ensemble setting is problematic because it will cause intonation problems as everyone tries to
“jockey” for position on the correct pitch. Sliding also creates inconsistencies in timing because players arrive
at the desired pitch at different times. When 70+ members of the brass section are trying to play together, it is
essential that we “nail” every pitch without sliding.
We DO recommend practicing sliding on your own, or during a warm down, because it’s a helpful technique
for attaining absolute flexibility by allowing the corners of the mouth to relax.
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Slotting Large Intervals
Many of you may be wondering how it’s possible to play large intervals on the mouthpiece without sliding.
The answer is AIR VELOCITY and TONGUE POSITION.
In other words, if a player’s air moves at 50 mph for a middle “C,” it should move at 100 mph for a high “C.”
Every pitch should have a specific air velocity that will help you find the pitch-center rapidly and efficiently.
This marriage between air velocity and tongue position has its roots in fluid dynamics. If you imagine the
shape of your mouth being an inverted cone with the large end at the back of the throat, and the small end at
the tip of your tongue, it makes sense that by manipulating the size and shape of the tongue to, a player will
be able increase or decrease the velocity of their air altering the shape of their mouth.

Bumps in the Road
If a player uses too much air and not enough voicing with the back of the tongue, the resulting performance
will sound bumpy. The natural tendency for young musicians is to rely too heavily on the volume of their air,
rather than the shape of their oral cavity when transitioning between notes. The ultimate goal is an effortless
arrival at each new pitch. Doing so will require you to listen carefully to your sound and practice smooth
transitions between the notes.
Sometimes it’s as simple as reminding oneself to push the low notes and float the high notes within a musical
line. Great care must be taken, however, to maintain consistent breath support throughout each phrase. The
natural tendency of the low register is to be unsupported when slurring from a high note, and the upper
register tends to be played with an unfocused sound when slurring upward from a lower note. When the
breath support does not remain consistent when transitioning to the lower register, the resulting note will
sound flat. If the tongue position does not rise slightly when transitioning to the upper register, the resulting
note will require a greater volume of air to vibrate the lips at the correct frequency, and may sound somewhat
unfocused.
Bumps in the sound may also be caused by too much movement of the jaw when transitioning between
registers. Be careful not to open the jaw too widely when slurring to the lower register. If the jaw opens
enough to disrupt the formation of the embouchure, the balance of air to buzz in the sound may be offset.
An aperture that opens too widely will contain too much air in the sound.

Buzz Extension Resistance Piece (BERP)
The Buzz Extension and Resistance Piece (BERP) is an essential tool used in the development of tone and
embouchure. It makes buzzing efficient and relevant by recreating the resistance of the instrument while
allowing you to finger along with the pitch that you’re buzzing. This allows the BERP to expose issues of
tone production with regard to you buzz before this sound is amplified by the rest of the instrument.
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The BERP is more beneficial than buzzing on the mouthpiece alone for several reasons:
•
•
•
•
•
•
•
•

Focuses the air before a practice session or performance
Allows the performer to find center after a long practice session
Encourages practicing mouthpiece buzzing at the same angle as you perform
Resistance dial prevents the sound from becoming too open while buzzing
Clip-on design allows you to go back and forth between the instrument very quickly
High beneficial for ear training
Allows for a connection between buzzing the correct pitch and its corresponding valve combination
Allows a high level of while buzzing resistance during movement rehearsals.

Basic embouchure rules that can be applied to all brass players
•
•
•
•
•
•

The corners of the mouth must to be firm and strong with a comfortable set
The mouthpiece should be placed as close to perpendicular on the lips as possible – not too
upstream or downstream
Both lips should have enough flesh on the mouthpiece to allow for a full, robust buzz
Always bring the mouthpiece to the same place on your lips
The jaw should always be open – especially in the lower register
The teeth are apart

Mouthpiece buzzing enhances
•
•
•
•

Tone production - An unstable or a poor buzz will result in a poor sound. The time spent on
improving the quality of your buzz will significantly improve the efficiency of tone production on the
instrument.
Accuracy of pitch - Without the aid of the instrument, it becomes more of a challenge to reproduce
any specific note. Therefore, you need to “hear” the pitch in order to play it.
Range extension - Exploring the limits of the upper register alone on the mouthpiece will improve
the upper register when the instrument is added. Any pitch you can produce on the mouthpiece is a
pitch you will be able to reproduce on your instrument.
Endurance - By improving the quality of your buzz, as well as the mastery of your breath, you will
notice improvement in your stamina.
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Leadpipe Buzzing and the Maggio System
Leadpipe Buzzing
Leadpipe buzzing or “Foghorn” is an approach to mouthpiece buzzing that extends the length of the
mouthpiece’s shank by adding the instrument’s leadpipe. Leadpipe Buzzing exercises involve removing one
end of the main tuning slide and initiating your sound using the remaining tubing.

The Maggio System
The Maggio System is a method of brass playing that stresses the use of relaxed and deep breathing, an open
throat, centered embouchure, and a narrow aperture that results from slightly puckered lips. Developed as the
result of the struggles that Louis Maggio encountered after a tragic accident that shredded his lips and
knocked out several of his front teeth, the Maggio System was devised as a totally new concept of brass
playing that allowed him to play better than ever, despite the physical limitations of his embouchure.
The Maggio system states that a brass player’s throat should continuously remain open. One way to achieve
this feeling of relaxation in the throat involves tilting the head back to look up at the ceiling, effectively
opening the larynx. As one tilts their head back into playing position, it is important to preserve this feeling of
the open throat. It is an open throat, Maggio insists, that makes it possible to control the airstream with one’s
tongue position in various registers on a brass instrument. By controlling the air stream with the tongue, it is
possible to avoid having to press on the lips with the mouthpiece, allowing for a free and natural shape.
Another characteristic of Maggio’s method is that it gathers the lips around the mouth, rather than stretching
them into a smile. This allows for an increased area of upper lip tissue to be drawn down between the teeth,
rather than being pursed up against them. This excessive puckering of the lips in the mouthpiece is what
allows high notes to sound with ease, increasing both one’s range and endurance. This concept is perhaps
best illustrated by Maggio’s monkey, a picture of a chimp that has its aperture wide open. You can see all of
the muscles of the face aiming inward toward the corners of the aperture. That’s where the real strength is.
These muscles control the velocity of the air that comes out of the aperture.

Initiating the Leadpipe Buzz
Now that the pedagogical concepts have been explained, here is the proper way to initiate a buzz using the
leadpipe:
1. Begin by taking a full breath, forming a relaxed embouchure, and exhaling a steady stream of air
against the palm of your hand.
2. Take a full breath, form an embouchure using a mouthpiece visualizer, and exhale the same steady
stream of air. Do not initiate a buzz.
3. Take a full breath, form an embouchure using your mouthpiece, and exhale the same steady stream
of air. Practice taking the mouthpiece away from your lips mid-stream to verify that there is no
tension, and that you are not changing your approach. Do not initiate a buzz.
4. Using the same approach as before, gently add the leadpipe to the mouthpiece. A full, resonant
sound will be produced the moment the mouthpiece enters the receiver of the leadpipe.
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What’s Happening?
The acoustical properties of the leadpipe create a feedback loop in the form of a pressure wave. This sets the
lips into motion, and the tissue you see in the visualizer is what vibrates. The lips vibrate due to a
combination of the pressure in the body, the atmospheric pressure that surrounds you, the constriction of the
leadpipe, and the shape of the mouthpiece. They all come together to make this magical physics
phenomenon, which is a standing sound wave. The mouthpiece itself isn’t long enough to create a standing
sound wave, but the leadpipe is.
The aim of leadpipe buzzing is to produce a resilient quality of sound that is full of low overtones on the
leadpipe. By opening up the aperture, you are effectively relaxing the sound. Since doing this encourages you
to produce resonance from the body, it allows you to diagnose whether your sound is pinched, tight, or thin.
Leadpipe buzzing is an effective way to engrain or reprogram your brain. Rather than starting with a very
tight buzz and slowly trying to open your sound up, leadpipe buzzing allows you to resonate from the very
first note. As Arnold Jacobs liked to say, anyone can sound like a professional. You just need to encourage it.

Maintaining the Correct Reference Pitch
When attempting you play a buzz on the leadpipe, it’s important that you define a reference pitch. Once
you’ve discovered the correct reference pitch for your instrument, attempt to reproduce that pitch on the
leadpipe over and over again until you feel loose. This may take 8-10 times.
If you are unable able to produce the correct pitch, it is likely due to embouchure and/or air support:
•
•

Pitch too low? – Tighten up by allowing the top lip to meet the bottom. Speed up your air.
Pitch too High? – Loosen up the lips a bit, but continue to engage the corners.

Bringing the Lips into Focus
Leadpipe buzzing is important because it brings the lips into focus. It’s a great warm-up because it relaxes the
muscles and gets you ready to play. It also helps you develop your mind’s ear, meaning that it reinforces the
fact that that your body is the primary instrument.
The following guidelines apply to leadpipe buzzing:
•
•
•
•
•
•
•

Use breath attacks throughout.
Define the pitch you will play – Every make and model of instrument will be different.
Try to match your pitch every time you come back to it.
Work to minimize any “shaking” in the sound (keep everything steady).
Work to minimize any “air-in-the-sound” with regard to your tone quality (eliminate the fuzz).
No pressure should be placed upon the embouchure.
Use as much air as possible. Aim to play at a forte dynamic level at all times.
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Long Tones
Physics of the Instrument
Whenever a valve is pressed or a slide is extended on a
brass instrument, it increases in length, eliciting a need
for more air from the performer. It’s helpful to increase
the air speed slightly as this occurs, as this will not only
assist with tone production, but will also stabilize pitch.
The air velocity must be continuously compensated for
during these changes in the length of the instrument.
For every valve that is depressed or slide that is moved,
the air flow must be managed accordingly.

Benefits Long Tones
There are several benefits of practicing long tones every day. In addition to mouthpiece work and leadpipe
buzzing, long tones allow the muscles in the face to loosen up, which allows you to become more
comfortable with your instrument. Long tones also help with the efficiency of your lip vibrations, and the
management of your air flow, increasing your stamina and endurance. There is no denying that if performed
properly, long tones will improve your overall sound.
Long tones are an opportunity to concentrate solely on your tone quality, breath support, and intonation. By
eliminating the distractions associated with more complicated musical passages, you can focus on playing in
tone with your section and throughout the ensemble. Long tones are also essential for establishing a proper
balance and blend within the ensemble. Doing so will require each player to be listen for intonation, intensity,
balance, as well as the quality of their sound.
Here are some details with regard to the proper approach to Long Tones:
•
•
•
•
•

Be extremely meticulous about the production of each pitch (pitch center, tone quality, and air
speed).
Approach each individual note like it’s the only note to be played.
Be meticulous not only about the quality of the front of the note, but on the back end as well.
Be conscious of how you leave one note to arrive at the next.
Make sure that the end of the note does not suffer in order to produce the next tone. This will work
not only on the purity of each tone, but also on solidifying proper lip vibrations.

Benefits of Pedal Tones
Pedal tones are an important aspect of the brass program and should be a part of every brass player’s daily
ritual. A pedal tone, which gets its name from the foot pedals of a pipe organ, is the term used to describe the
harmonic series’ fundamental tone on a brass instrument.
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The effective use of pedals in your practice routine will:
•
•
•
•
•
•

Soothe your embouchure
Provide greater command of your instrument
Aid your attack confidence
Develop better lip vibration
Create a bigger sound in all registers
Develop endurance

Playing Pedal Tones for Relaxation
When playing pedal tones for relaxation, the idea is keep the embouchure loose. This approach gives the
embouchure and lips a gentle massage, stimulating the blood flow. Care should be taken, however, to not
blow too hard, as this can damage the lips. To produce the very lowest pedal tones, the lower lip must move
out of the way.

Playing Pedal Tones for Strength
When playing pedal tones for strength, the most important consideration is to play with a proper
embouchure. This is a gradual process that will take time to master. The best way to approach this is to start
by playing a Lip Bend exercise on the 2nd partial. This is quite difficult, unless one has very soft lips. After
mastering the 2nd partial, next step is bend it downwards, still with a proper embouchure. This takes strength,
and the corners will start to burn. The lower one gets, the stronger one has to be. The Fundamental is the
final frontier. The nice thing about playing pedals this way is that it builds strength as it massages the center,
creating a combination of a relaxation and strengthening effect.
As you continue to bend lower, listen carefully to the pitch, especially on F, E, Eb, D, and Db. These notes
do not actually exist and you need to “push” them down as you play them. Once you hit pedal C and
downward to F#, the notes will be flat. This occurs because notes below the fundamental are not in the
overtone series of your instrument.
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Long Tones #1

Long Tones #2

Long Tones #3
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Pitch Bending
“The correct bend is produced by bending the air column one half-step with the lip while being sure to give good air support. When
one returns to the original pitch the sound should have improved and the air speed should appear to have increased. The result
should be a more colorful sound with better focus.” - Roy Poper’s Guide to the Brasswind Methods of James Stamp.
Pitch Bending is the manipulation of a pitch (usually down) without the aid of the valves. To lip the notes
down correctly, one must keep the corners set and use the aperture to bend the pitch down. Puckering the
lips slightly while still maintaining a consistent tone helps do this. The pitch change is also accomplished by
opening up the oral cavity and throat, moving the jaw slightly down and forward, and by some slight
relaxation of the embouchure. Strive to match the tone quality of the “bent” note to that of the “real” one Be
sure that the lowered pitch is supported with the same amount and intensity of air as the starting note.
If performed correctly, the bent pitch will sound almost as if it were fingered.

Discovering your Resonance
Pitch Bending is relatively simple and yields great results in opening up the sound in the middle and lower
registers. You simply play long tones, bend then down a half step, and then ascend very slowly to the original
pitch. On the way back up to the starting pitch the main objective is to come up as slow as possible and listen
very intently to the sound. Through listening you will find the part of the note that is the most resonant. This
exercise helps you find the fat core sound to each note. In other words, the horn has a sweet spot where you
get the most amount of tone for the least amount of work.
At first you may not be able to differentiate between the sounds created while bending the pitch. With
practice, however, you will be able to hear finer distinctions within these tonal characteristics.

Finding the Core of your Sound
When you find the resonant “fat center” to a note, you are not only finding that particular note’s sweet spot,
you are also finding the core which connects all notes by varying your air speed. This is the key to great
flexibility. The core of your sound is somewhat of like a wind tunnel. Once you line up flush with the tunnel
every note is right there in front of you. Everything travels out in a straight line through the core of your
sound. Once you can feel this for yourself, you realize that even the greatest feats of flexibility require a
relatively small amount of movement.

Increasing your Air Speed through the Bend
When descending in pitch there can be a tendency to back off on the air. The correct approach, however, is
to speed the air up, or its energy, through the bend. Another way to view this is to imagine the lower pitch
being further away than the starting note. This may seem counterintuitive since lower notes require slower
airspeeds, but the opposite approach prevents you from losing support while descending. When the acoustics
of the horn are fight back, you must have a supported airstream to blow the horn into submission. This
forward motion of the air is critical for efficient brass playing.
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Finding the Most Comfortable Mouthpiece Placement
Pitch bends allow for the player to find a more comfortable mouthpiece placement on their teeth. Part of
finding this “sweet spot” is allowing your body to let the mouthpiece ride higher on your upper teeth and
opening the jaw a bit more. Practicing lip bends in this way also promotes the use of a “pucker” embouchure.
Through diligent work on bending pitches (particularly through the gradual expansion of the registers you do
them in), you encourage the muscles of the face to position themselves forward toward the mouthpiece. This
creates a cushion for the air to move through allows the mouthpiece “ride” the air. Doing this encourages the
muscles to move toward he mouthpiece rather than trying to cram the mouthpiece through your teeth.
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Pitch Bend Exercises
The purpose of these Pitch Bend exercises is to "bend" the particular pitch, and then return to the same pitch
with a fuller sound. Use the following exercises to facilitate this technique. Begin by playing the pitch, then
gradually "bend" the pitch in a flat (downwards) direction. Use your air, jaw and lips to do this.
•
•
•

Air – Blow the air stream downwards into the cup of the mouthpiece with a slightly faster speed. Do
not let the sound "break" into a different partial.
Jaw – Let the jaw gradually widen (separate the molars) to help facilitate the pitch bend.
Lips – Soften them slightly to help the pitch "bend" to its desired area.

This may take a few attempts to obtain the desired results, but, with practice, they will improve and help you
find a strong and focused "center" to your tone.

Pitch Bend #1
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Pitch Bend #2
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Flow Studies
Vincent Cichowicz’s collection of Flow Studies has become a staple of modern brass pedagogy. Utilizing a
progressive and musical approach, these exercises build a solid and healthy foundation for the process of
respiration (flow) that represents the cornerstone of mature tone production. These exercises are meant to
strengthen phrasing, maintain tonal color, and aid in developing range.
The simplicity of the approach to these exercises lies with the fact that one should only move forward to each
subsequent line once the goal of functionally correct tone production has been achieved in the current one.
The reason why these exercises are not “easy” arises from the natural tendency for performers to be
impatient, moving forward each day without establishing the proper foundation.
Cichowicz would often say that “We can give the students the tools, but it is up to them to make these ideas
their own.” Here is some practical advice as you are working through the Flow Studies:

Resonant and Even Sounds
When practicing flow studies, you should strive to create the most resonant and even sound possible. This
even sound occurs when all notes produced are equal in tone, volume, and energy. The primary goal, of
course, is positive airflow without any unnecessary pulsing. If the sound does not transition efficiently from
note to note, it may be helpful to:
•
•
•
•

Make sure that all note changes are smooth and seamless. Maintain airflow between the notes and
utilize precise valve changes.
Sing and buzz the exercises while playing at the piano
Flutter-tongue the exercise to keep your air moving. The flutter should never stop.
Play with the water key open. The added resistance will help you use both the correct volume and
velocity of air.

Make Every Breath Like Your First Breath
Many players develop the ability to take a good breath and start a flow study well. However, by the third or
fourth phrase, they’ve forgotten the underlying principle of the flow studies: each subsequent breath should
be as free as the first. If you suspect that a breath has suffered, immediately exhale the tight air and take the
breath once again with a good release. This is the quickest way to ensure that you do not practice with tension
in your playing.
The goal is to complete each phrase in one breath. For more extended phrases, if a breath is necessary, only
breathe during the descending line

Releases
If you are unable to recover at the next breath point it’s important to stop and go back to the last place you
had a good release, and work from there. Again, the goal should not to be to make it from the top of the page
to the bottom without stopping, but instead make every breath feel like the first breath and play freely
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throughout. If this is your focus you might surprise yourself and get to the end of the page with minimal
fatigue and effort.

Endurance
About 90% of endurance is efficiency. If you suspect that your breathing is compromised, you’ll end up
relying too heavily on the muscles in your lips. Always attempt to play without any tension. Although we
cannot see the muscles heal in our lips, the muscle do need to rebuild and rejuvenate daily.

Dynamics
The concepts behind the Flow Studies are more important than the printed notes and dynamics. The flow
studies should initially be played with a healthy dynamic. At first this may seem too loud, but as you become
more comfortable, allow yourself to begin to explore the softer dynamics. In the initial stages, however, the
performer should work to create a constant and unchanging sound with no dynamic range.
“It’s helpful to imagine driving a car with your foot on the gas and brakes at the same time. The brake is the tension in your
throat, and the gas is the airflow. You don’t want your throat resisting your airflow. When you first take your foot off the brakes,
the sound that comes out would be loud. Loud would be the result of freedom, but not the goal. Some students misinterpret this
concept and feel the only way to play free is to play loud, and still have tension. The goal is to keep the airflow unrestricted, and
then ease off the gas to play the softer dynamics.” – Vincent Cichowicz, Flow Studies: Volume 1
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Lip Slurs and Flexibility
Flexibility
Flexibility with regard to brass playing may be defined as anything that is not a stepwise motion. We
commonly work on flexibility by playing natural lip slurs and interval studies. Lip slurs not only help one
move more fluidly and effortlessly throughout the entire range of the instrument, but they also help build
endurance, embouchure strength, develop proper tongue position control, increase accuracy, and improve the
consistency of one’s air flow.
In order to have achieve greater flexibility, one must develop practice routines that are geared toward
improving the elasticity of the embouchure on a daily basis. Combining a consistent air stream with an
adaptive tongue position is a great place to start.
In order to work on improving your tongue position, try whistling from a low pitch to a higher one. Pay
careful attention to what your air, tongue and lips are doing. Ideally the velocity of the air should stay fast and
consistent. The tongue raises as you ascend, and the lips assist by focusing the aperture around the air stream.
This technique parallels how we develop flexibility on brass instruments.
There are several ways to work on one’s flexibility:
•
•
•
•
•
•

Sing
Whistle
Buzz with and without glissandos
Play on the horn at a slow tempo, making sure that your pitch does not foreshadow the change of
the notes.
Flutter tongue the exercises. Do not let the flutter stop.
Play with the water key open. This will make the slots smaller and make you play with the correct air.

Each of these approaches to flexibility work on a separate aspect of one’s musical development: aural skills,
tongue position, air support, etc. Irrespective of the process, the ability to move fluidly from partial to partial
while maintaining accurate pitch is essential is an essential skill to all brass players. Exercises that incorporate
flexibility should not be thought of merely that is practiced in order to develop a skill, but rather as a musical
phrase. Each musical line should have purpose, movement, and arrive at a destination.
Here are some guidelines to think about when practicing lip flexibility:

Slurring in the Upward Direction
In order to successfully slur in the upward direction, increase the air speed while
raising the back of the tongue. This motion will decrease the size of the aperture as
the tissue within the confines of the cup of the mouthpiece becomes taut. This
motion will help facility an effortless sound as you move through the partials.
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Slurring in the Downward Direction
In order to successful slur in the downward direction, lower the back of the tongue
and increase the volume of air. This motion will increase the size of the aperture as
the tissue inside the cup of the mouthpiece becomes more relaxed. This creates less
tension within the cup and allows the lips to vibrate generously, producing an
unforced sound throughout the entire register of the instrument.

Helpful Hints to Achieve Greater Flexibility
Be sure to keep the corners of the mouth firm. Lip slurs should occur mostly within the confines of the cup,
with as little movement of the corners as possible. The use of different vowel syllables when attempting large
intervals will also help pinpoint your air velocity.
The following guidelines exist for one’s tongue position with regard to the register being played:
•
•
•

Lower Register = “Ooh”
Middle Register = “Aww”
Upper Register = “Ehh”

When working on flexibility exercises, be certain not to “telegraph” the direction of the lip slur. Stay on the
pitch until the last possible moment. Leaving a pitch too soon will deteriorate the back end of the note,
resulting in an immature sound. As discussed in the mouthpiece buzzing chapter, it is important to avoid
sliding from one pitch to the next; slot from “pitch center to pitch center” or from “note to note.”
Remember that your tone quality, as well as your tonal focus, are the priority when playing flexibility
exercises. If the coordination breaks down between your air, tongue, and aperture, the resulting obstruction
will hinder your success. When the coordination between these three elements are in sync, the result is an
unforced, mature sound with effortless technique. The better you can center each individual pitch, the quicker
you will improve and enhance your fundamentals.
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Lip Slur #1

Lip Slur #2
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Lip Slur #3
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Lip Slur #4

Lip Slur #5
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Lip Slur #6

Lip Slur #7

Lip Slur #8
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Lip Slur #9

Lip Slur #10
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Lip Slur #11
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Lip Slur #12
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Articulation
Articulation is best described as a musical technique that pronounces a note by interrupting the air column
with your tongue. The method of tonguing on a brass instrument follows many of the same principles as
slurring, meaning that the airflow remains consistent and that there are no explosions at the beginnings of
each note.

Vocalization
There are many ways to articulate a note, and each may be appropriate given the situation, but in most cases
we will use a uniform approach to articulation. This approach will be referred to as “Breathe – dAH,” or
more accurately as “Woh – tOH.” “Woh” refers to the sound and shape of the oral cavity during inhalation,
while “tOH” refers to the sound and shape of the oral cavity during exhalation. That being said, every note
should be started with the vocalization “dAH” in mind. This will allow the tongue to contact the gums above
and behind the upper teeth. Be sure to immediately drop the tongue straight down into a relaxed position to
release the air. The breath and the initial drop of the tongue should be one continuous motion.

The Role of Airflow
Each player should strive for less tongue in the sound by focusing on providing more tone. Close to 90% of
an attack consists of the air, with the remaining 10% being the tongue.
Imagine a garden hose with the water flowing consistently. Now, imagine passing your hand through the
water stream as fast as possible. As the hand passes through the stream of water, the hand interrupts the
stream, but the stream stays at a constant flow. There’s no one at the faucet turning the water on and off. The
flow of the water is constant.
The same principles apply to articulation. When the tongue contacts the gums, the air ignores this fact that
continues to flow constantly. Furthermore, the tongue should not be an audible focus of the music. The air
stream sets the buzz into action; not the tongue!

Avoiding Tension in the Sound while Articulating
When a person is pulsing (turning the water up and down) without keeping a constant airflow, it is impossible
to get consistent and clean articulations. Starting a phrase slurred, and then introducing the tongue, is a
practical way to ensure that the articulation does not stop the airflow. If there is a change in the timbre or
color of the sound between the slurred and articulated passages, this will be a sign that the airflow has
become restricted. The last note of the slur needs to be long to ensure that a pulse does not start the
articulated passage.
Strive for the following points when articulating:
•
•

Each note should begin with the same sound.
All tongue movements are relaxed, quick, and up-and-down (do not move back and forth)
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•
•
•
•

The tongue should touch the same spot inside the mouth each time (although when accenting the
tongue may touch higher in your mouth than in the lower register)
The tongue should touch with the same strength for each note within a given style
The air stream should be focused toward the center, and strong enough to support the tongue’s
natural movement.
The embouchure should never move while tonguing.

The Anatomy of a Note
Unless notated differently, all notes should be thought of as being rectangular in shape. In order for a note to
be rectangular, it should have a clear and defined beginning, a uniform and consistent middle, and an
organized ending. Musically speaking, each note consists of an articulation that starts the note, a body that
defines its middle, and a release that ends the note.
Points to consider when aiming for a uniform and consistent body of a note:
•
•
•
•

The formation of the embouchure and the placement of the mouthpiece must be correct
The face and body should remain calm and relaxed.
The vowel sound (the shape of the oral cavity inside the mouth) should remain constant
The air is responsible for creating the vibrations and must remain steady, constant, and smooth
through the duration of a given note.

Releases
All releases should be approached through the initiation of a short inhalation. A note that is followed by
silence should never be cut off through use of the tongue or a contraction of the throat. Simply breathing
inward at a predetermined time will create a clean, defined release whose tone will ring for a moment even
after the air has been stopped. Strive to make the note ring!

Legato Tonguing
When tonguing notes in a legato style, the air is unbroken, and the tongue plays each note like a soft
paintbrush. Make sure that the tongue moving fast, and do not “chew” the notes.

Staccato Tonguing
Staccato means separated or detached, not short. To produce a good staccato, keep the air stream supported
and create perfect blocks of sound. Each block should match the one that preceded it. It is important to note
68
OREGON CRUSADERS 2019 BRASS MANUAL

that the tongue starts each note, but it does not finish it. Remember that every articulation should be open
ended. “DIT” articulations should be avoided, as they can be heard from 100 yards away.

Marcato Tonguing
Marcato is a style that lies between staccato and legato. It is best explained as a sustained staccato with a small
separation between the notes.

Style Guidelines
Connected (Legato)
The notes touch and there is no decay.
Long Lifted (Legato Accented)
The notes touch and there is a slight decay.
Lifted
There is a slight decay and a small space.
Detached (Staccato)
The note length is ½ the note it is attached to.
Accented
The front of the note is slightly louder, the
notes touch, and there is a slight decay.
Lifted Accent
The front of the note is slightly louder, there is
a slight decay, and a small space.
Roof-Top Accent
The front of the note is slightly louder, there is
no decay, and the note length is ½ the note it
is attached to.
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Articulation #1

Articulation #2
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Articulation #3

Articulation #4
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Double Tonguing
Double tonguing makes use of the area of the tongue at the front of your mouth as well as the back of your
throat. This back and forth action of the tongue is what allows rapid tonguing. When discussing the front and
the back of the mouth, it is important to note that it is the front and back of the tonguing that is moving up
and down, rather than forward and backward. Visualize your tongue acting similar to a teeter-totter moving
up and down.

“Dah”
It's impossible to develop good double tonguing habits without first addressing single tonguing. We will use
the “Dah” syllable as our preferred single-tongue articulation. As you prepared to play each notes, try to
visualize what is happening inside your mouth:
1. The tip of your tongue first rests on the ridge just behind your upper teeth.
2. Increase air pressure
3. Drop the tip of the tongue downward
The force of this expelled air then passes between your lips and initiates the buzz.

“Gah”
The next note in double tonguing requires the release the air with the back of the tongue as we pronounce
the syllable “Gah.” Notice now that the tip of your tongue is low in the front of your mouth as the “Gah” is
sounded. “Dah” starts with the tip of your tongue and “Gah” begins with the release of air in the back of
your throat. Repeat these two syllables a few times to get the feel of where the air is released.

Preliminary exercises
Since the "Gah" syllable is new, it is important to become comfortable with pronouncing it. The following
exercises away from the trumpet may be helpful:
•

•

Loudly whisper "Gah" over and over noticing where your tongue touches. Try to bring the point of
contact with the roof of your mouth as far forward as possible. Try to use the same amount of air as
when you are playing your trumpet.
Whisper "Gah" into the mouthpiece while forming a trumpet embouchure and using lots of air.
Eventually let the lips come together and buzz a pitch. Do not worry about tone quality at first. This
may take several attempts before you are comfortable buzzing and using the "Gah" syllable at the
same time.

It’s important to note that there are no "miracle" that will help you learn to double tongue overnight. But
with a little concentrated practice each day you will be able to double tongue in no time.
The following exercises will improve one's single-tongue accuracy and speed, as well as developing double
tonguing:
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Double Tonguing #1

Double Tonguing #2
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Double Tonguing #3

Double Tonguing #4
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Bopping
What is Bopping ?
Bopping is an articulation technique used to isolate the timing of a rhythmic passage. When using this
technique, the beginning of individually tongued notes should be played very short and light. The end of the
short notes should be left open-ended and not stopped with the tongue. You should attempt to play as soft as
possible when bopping. Your objective is to listen for the other players and to play in time with them. Do not
change volumes or play any accented notes while bopping.
Once again, the sole purpose of bopping is to isolate the timing of a rhythmic passage.
Example A (full duration)

Example B (bopping)

If the musical phrase contains any slurs, then all but the last note of the slurred pattern should be played for
its full duration. The final slurred note of the grouping should be played short.
Example C (full duration)

Example D (bopping)
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Chord Progressions
Chord progressions are an essential part of every brass player’s daily routine. As you play through these
progressions, be aware of the notes that are changing around you. For example, if you play the same note in
two different chords, you almost always have to do something different to the note to keep it in tune:
Here are some guidelines for playing chord progressions:
•
•
•

Recognize what part of the chord you are playing. Is it the root, fifth, or the third?
Listen with “big ears.” Know all of the parts and how your part fits into the ensemble
Crescendo the moving lines (especially the descending passages)

Chord Progression #1
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Responsibilities Between Camps
Contracts
At the Oregon Crusaders we offer contracts for our marching members. These contracts are a binding
agreement between you and the corps. This agreement guarantees your membership in the Oregon Crusaders
Drum & Bugle Corps as long as you maintain your end of the agreement, which means
•
•
•

Attend all camps
Be current on all assignments
Remain current on all financial responsibilities

Please note: Contracts can be rescinded at any point if the staff and/or administration see fit. Appropriate
measures will be taken. If you choose to quit, you might be forfeiting all of your money payments to the
drum corps.

Fees / Tuition
Your account status will have a direct impact on your membership in the corps. Without fees and tuition, we
would not be able to operate as a drum corps. Fees make up a significant portion of the total funds needed to
run a world class drum and bugle corps. If you expect to march, you must keep your finances up to date.

Musical Responsibilities
The brass staff will give you specific musical responsibilities to have prepared by the next camp. There will be
section Facebook and/or Google Classroom video assignments to be uploaded. These are required to be
completed on time, will be graded, factored into the depth chart, and must done at the highest level.

Visual Responsibilities
The visual staff will give you specific visual responsibilities to have prepared by the next camp. There may be
visual videos that will need to be emailed or put on a Facebook or Google Classroom page. These are
required, must be completed on time, and done at the highest level.

Physical Responsibilities
The corps’ athletic trainer and visual staff will give you specific physical responsibilities to have completed by
camp. Being in shape is required to participate in the Oregon Crusaders brass section. You must not only be
fit, but you must be strong. Focus on your core and leg muscles. Running is a great place to start, but you
must also do exercises that strengthen your legs and core.
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Communication Responsibilities
Communication is the key to your success between camps. You must communicate with your section leader,
section instructor, caption head, and the Oregon Crusaders office. If you need to miss any part of camp, you
must tell each of those people. Contact information for the Oregon Crusaders brass staff is included in the
brass packet.

Oregon Crusaders Office Responsibility
You must be up to date with all of your forms and payments. If there is an issue with any of the
documentation or payments, you must communicate with the office staff. Over communicating with the
office is better than not communicating at all.

TOO BUSY TO COMPLETE ASSIGNMENTS?
No, you are not.
All assignments are required, and if not completed at a high level your spot may be taken away.
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Mellophone Audition Excerpt
Oregon Crusaders 2019
Excerpt #1 – Technical
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Mellophone Audition Excerpt
Oregon Crusaders 2019

Excerpt #2 – Lyrical
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Music Performance Audition Form
Page 1
First Name: ________________________ Last Name: ______________________
Primary Instrument: _________________ Marching Instrument: _______________
Age: __________

Email: ___________________

Cell #: __________________

Please list any previous performance opportunities. Include years you participated in marching band, drum corps, and
any additional information you would like to add.

Please list any and all conflicts with spring training (be honest and thorough):

What your rating means:
8 - 10
Performer exhibits musical training of the highest level. Musical principals are consistently clear and fully refined at all
tempos. Breakdowns in tone and technique are rare and minor, with recovery quick and accurate. Pulse is precise.
Posture and hand position are proper and uniform. They body appears natural and relaxed, even when challenged by
skills of an extraordinary nature. Performer demonstrates the ability to quickly process and apply instructions.
Confidence is demonstrated at all times. Performers receiving a 1 or 1- rating have the best chance to successfully
complete the musical responsibilities of the Oregon Crusaders Drum and Bugle Corps.
5-7
Performer exhibits a good level of musical training. Musical principles are apparent and well-refined at most tempos.
Breakdowns in tone, technique, posture, or pulse appear occasionally, and usually happen when challenged by skills of a
greater magnitude. Recovery is apparent, but is not immediate or completely accurate. Posture and hand position are
usually correct. Performer’s ability to process and apply instructions with confidence and accuracy is inconsistent. With
training, performers receiving a 2+, 2, or 2- rating may successfully complete the musical responsibilities of the Oregon
Crusaders Drum and Bugle Corps, but might be placed in an alternate role due to the amount of available marching
positions.
1-4
Performer displays only beginning levels of musical training. Principles of musical training are generally unclear and lack
refinement and musicality. Breakdowns in technique and pulse occur frequently, with recovery slow and inaccurate.
Tone is unsteady; articulation and flexibility need attention. Performer displays an inadequate ability to quickly process
and apply instructions. For performers receiving a 3 rating, membership in the Oregon Crusaders Drum and Bugle
Corps is unlikely without great improvement.
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Music Performance Audition Form
Page 2
Application of breathing principles & quality of sound:

1

2

3

4

5

6

7

8

9

10

Quality of articulation, flexibility, and flow:

1

2

3

4

5

6

7

8

9

10

Accuracy of rhythm, pitch, and pulse at all tempos:

1

2

3

4

5

6

7

8

9

10

General musicianship, phrasing, and sensitivity:

1

2

3

4

5

6

7

8

9

10

Ability to process and apply information and instructions:

1

2

3

4

5

6

7

8

9

10

Rating Guidelines: Generally, the five categories are averaged to determine the final rating. This is a basic guideline,
not a hard rule. This evaluation process is subjective, so careful consideration and good judgement among the brass staff
is paramount. The overall rating should serve as an accurate reflection of the member’s quality of musical training.
Your rating:

________________

Breathing:

Body Alignment / Hand Position:

Flexibility & Flow:

inadequate/inappropriate breath
shallow, high pitch, regional breath
no sense of flow
tension in chest, neck, or face
forced breath
inconsistent/unsupported airstream

hips forward
shoulder/hip alignment off
arm neck/shoulder tension
chin/head low
core not engaged
palms against the horn

inconsistent airstream
balloons of sound
issues at the ends of phrases
unfinished phrases
over-manipulation of oral cavity

Embouchure:

Information Processing:

embouchure is off center
embouchure is tight or constricted
corners are not firm
facial tension
unnecessary movement in embouchure

concentration lapses
break during long phrases
inadequate processing
recovery is slow or inaccurate
errors lead to more errors
broke from exercise

Pitch, Rhythm, & Pulse:

Quality of Sound / Intonation:

Articulation:

poor timing of feet
foot timing is unclear
tempo varies
rhythmic inaccuracies
pitch inconsistencies
pulse is inconsistent

uncharacteristic sound
tension in sound
unsteady tone
lack of flow
pitch inconsistencies
ranges/dynamics effect tone/pitch

tongue is heavy
too much tongue
airstream is inconsistent
articulation is tight/constricted
tone/pitch changes on articulation
articulation is fuzzy or unclear
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