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Posture 

To be most efficient when playing and marching, the body should be in an upright position with 
all five points of alignment inline (ears, shoulders, hips, knees and ankles).  Improper posture 
will hinder your instrument playing and can cause back injury.  When playing your instrument, 
your weight should be evenly distributed on both feet; your upper body weight should be lifted 
up from your waist (NOT leaning on the lower part of your back); your shoulders should be 
relaxed.  Brass instrument bell angles should remain 10 degrees above parallel. 

The basic rules that apply to all hand positions for all instruments is that the hands are 
relaxed.  Brass players should use their finger tips on the valves, keep valve casings 
perpendicular to the ground (except for the tubas and trombones), and writs straight.  

 It is important that you begin to think about SEPARATION OF UPPER AND LOWER BODY.  Lifting 
your weight off of your hips creates more room in your upper body to take in MORE AIR. It also 
helps to prevent marching or moving from affecting your sound.  

Air Technique 

Air should always be relaxed and NEVER forced.  There should never be tension in the neck or 
shoulders. In order to achieve this feeling there are some exercises that can aid in helping us 
achieve this relaxed feel.  Neck rolls, shoulder rolls, arm circles upper body stretches all can 
be used to help us achieve a relaxed state in the areas that affect our airflow.  

Air is always moving, either going into your body or coming out.  NEVER allow your air to stop 
movement or what is called capping.  This happens when a person inhales and then stops their 
air before starting the exhale.  When this happens many problems occur such as tension, timing 
issues, explosion of exhale to name a few.  

When breathing in there should not be any sound and the air should feel cold at the back of the 
throat.  When using your air you must remain relaxed.  Your shoulders and upper back should 
remain relaxed and down during the use of your air.  This will help you maintain the proper 
openings in your throat and breathing passages.   

To create a seamless sound we use a technique called stagger breathing. It is really quite 
simple in regards to technique and implementation. If done correctly you can create a sound 
that seems unending and seamless. Below are some basic techniques to help you create perfect 
stagger breathing: 

1. Don’t breathe on bar lines 
2. Don’t breathe between phrases 

3. Always take a complete full breath 
4. Take notes out to breathe instead playing partial notes. The ONLY exception would be during 

long tones. 
5. NEVER breathe when the person next to you takes a breath 

6. Sneak out, Sneak In. To achieve this technique get softer before you breathe and when you 
come back in start softer and crescendo back to the ensembles defined volume. 

A few things to think about when creating proper releases: 

1. NEVER close or move the face/jaw when releasing the note 
2. NEVER stop the air by closing the throat 

3. NEVER use the tongue to stop the air or note 
4. NEVER change the shape of the mouth during any note or release a clean, square release 

point will ring for a moment even after the air has been released. Strive to make the note ring! 



Singing 

All instruments produce sound that imitates the human voice. Singing is an important tool for 
developing great ensemble tone quality and intonation. The band will sing frequently, and we 
will have a very serious approach to the technique of singing. The resonance and breath 
support necessary for singing are quite similar to proper instrument playing. When singing, we 
use the “radio announcer” voice, the voice that seems to project a great distance. 

Here are some guidelines for all singing exercises: 

• The throat should be open. 
• The face should be relaxed. 

• The mouth shape should be oval like – the longer part of the oval from nose to chin. 
• The same approach to breathing, air support, and direction of air with your wind instrument, 

applies to singing. 
• Everyone should always be listening to match the pitch. 
• We will use different vowel sounds, including humming. 

• We will train you to use audiation, and often check the pitch before, during, and after 
singing. 

• We will work on and be able to sing every exercise in the technique book, chorales and show 
music. 

Long Tones 

There are several benefits from playing long tones everyday.  Along with mouthpieces work, 
this allows the muscles in your face to loosen up and helps you to become comfortable with 
instrument.  Primarily, this is an opportunity for the player to concentrate solely on tone 
quality, breath support, and intonation. Without the distraction of rhythms and notes, the 
player can focus on playing in tone with his or her section and throughout the ensemble.  Long 
tones are essential toward establishing a solid center of pitch for the warm-up. Balance and 
blend are key factors to this portion of the warm-up.  Players should be listening for 
intonation, blend of tone, intensity, as well as quality of sound. 

Rules in Ensemble Breathing: 
• Subdivide in your head 
• Always move your feet in time 
• Use a full count to breathe 
• Full deep breaths (never shallow breaths) 



• Support to the release 
• Release by taking a short breath in (reverse the air) 
• Air is going In or Out, one motion – never “cap” or pause the air 

Articulation  

Articulation is created without explosions on the beginning of the notes.  Our band program 
uses a “dAh” articulation, which allows for exceptional clarity on all articulations. Take notice 
of the lower case d and the upper case A.  Our articulation requires much less tongue than 
people think and every performer should strive for less tongue and more focus in the sound to 
provide more tone. 90% of an attack is air and the other 10% is tongue and you must remember 
THE AIR STREAM ALWAYS CREATES THE SOUND/TONE, NEVER THE TONGUE.  

It is important that we create a consistent style of articulation at all times so that we can 
sound exactly the same at all times throughout the ensemble. The adjudicator community can 
detect the smallest variations in style and articulation and it is our job to eliminate these 
inconsistencies. Below is a chart that can help you understand what we are looking in terms of 
articulation and contains most of the articulations we will see in our musical book. 

LEGATO TONGUING  
When tonguing in a legato style, the air is virtually unbroken as the tongue plays each note like 
a soft paintbrush. Be mindful to keep the tongue moving fast – do not “chew” the notes.  

STACCATO TONGUING  
Remember, staccato does not always mean short. It means separated or detached. To produce a 
good staccato, keep the air stream supported and create perfect blocks of sound: each block 
identically matching the one that preceded it.  Make sure that the tongue starts every note, 
but does not finish it. Otherwise, a “DIT” articulation will result. Remember to keep a staccato 
round and open-ended.  

STYLE EXERCISES  
When we isolate a particular style, the performer can maximize their practice time by utilizing 
style exercises. Rhythmic integrity is a primary focus with style exercises and then we can 
focus on correct interpretation of the musical intent. Then we add note duration and 
articulation to clarify the intent of the music.  

Perform the following exercise on the pitch designated by the instructor. 

Default Pitch is Concert F 
 



Articulation Visualization  

  
Bopping 

Bopping is a technique that is used to improve timing and perfect uniform articulation and tone 
production. Bopping is executed by reducing every note down to a staccato eighth note.  

Additional rules to bopping are as follows: 
1. Everything is performed at the dynamic of mp (mezzo-piano).  
2. Slurred passages are played full duration to the end of the slur.  
3. Tied notes are not to be played. 
4. Make sure the throat is open and relaxed. 
5. No “Dit” articulation should be heard. 
6. Only “dAAh” sounds. 
7. Keep all notes open-ended 



Volume  

Power and quantity of sound are trademarks of great ensembles.  This type of playing requires 
a constant monitoring of the player’s quality and intonation.  The key to playing loud is 
relaxation.  An ugly, “spread” tone is often the result of tension 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 embouchure must stay set to support the large volume of 
air pouring through the aperture.  Great care should be taken through the building of volume 
over a given period of time.  Playing loud with a round, beautiful sound is a goal that will 
require great concentration over a long period of time.   

Another point of concern is “pp” passages of music.  We must focus on playing at the extreme 
soft dynamics required.  We do this by applying all of the same techniques we would use during 
extreme loud volumes.   

The best ensembles cannot only play at extreme loud volumes; they can also play at soft 
dynamic levels with full supported sounds.  Again, every note will sound exactly the same just 
speak at different volumes.   

A great comparison will be like turning up or down the volume knob on a stereo.  Below is a 
chart that can be used to help us identify volumes in our music book.  We will use this as a 
guide to exploring the dynamic range of our band.  Keep in mind that dynamics are subjective 
and can change depending on the location of the performer on the field and the needs of the 
musical book. 

Balance and Blend 

The first step toward achieving great balance and blend is perfect intonation.  If one note in a 
chord is played out of tune, then balance cannot be achieved properly. The second step is to 
always know who has the moving line, and who has the melody.  This is achieved by keeping 
your ears aware of the parts being played around you.  The third step is a combination of 
balance, support, and playing in a manner befitting a soloist.  Each part in an ensemble is 
unique in its own way.  We as good musicians know when to support a given line, create 

Dynamic Markings Numbe
r

Definition

pp <1 The softest volume you can play with a 
fully supported sound

p 1

mp 2

mf 3 Default dynamic, the loudest possible 
volume that you can play without any edge 

in the sound

f 4

ff 5

fff >5 The most extreme volume you play while 
still getting a great sound.



balance within that line, or project an important line with a full supported sound.  When trying 
to achieve good balance and blend: Ask yourself, “Am I in tune with the ensemble?” First 
listen to intonation in your section and then branch out to other sections, always keeping 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?”  Finally, ask yourself, “Am I playing within the 
other sounds, balancing my sound against it with a rich, supported, full bodied tone?”  
Balance and Blend requires the performer to listen very closely.  There are 3 levels of listening 
required if you are to become a greatly balanced brass section: 

LEVEL ONE LISTENING focuses on the sounds, volume, style, etc of his or herself. Self- 
awareness is an important key toward higher level playing. 

LEVEL TWO LISTENING focuses on the sounds, volume, style, etc of the other members in each 
respective section.  

LEVEL THREE LISTENING focuses on the sounds, volume, style, etc of all instruments in the 
ensemble. 


