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"Bruckner" Low Range Warm-Up No. 1 for CC Tuba

q = 72

Donald C. Little, Regents Professor of Tuba, donald.little@unt.edu
College of Music, University of North Texas, www.music.unt.edu

09.01.84


mf

    
3

  

     
3

       
3

  

     
3

       
3

  

     
3

       
3

  
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       
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 
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
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3
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
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3
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

"Bruckner" Low Range Warm-Up No. 2 for CC Tuba

q = 72

Donald C. Little, Regents Professor of Tuba, donald.little@unt.edu
College of Music, University of North Texas, www.music.unt.edu

09.01.84


mf

         3

                    3 3

                    3 3

                    3 3

                    3 3


                   3 3


         

         3 3





O MADONNA, A "Vocal" Warm-Up for Tuba
Donald C. Little, Regents Professor of Tuba, donald.little@unt.edu
College of Music, University of North Texas, www.music.unt.edu

 
Play freely and expressively like a prima donna vocalist.

mf      


      


 

 
            






 
            


 

 
            


 

 
            


 

 
            


 

              


 


            


 

              


 



              


 

              
 

              
 

              
 

              
 

              
 

              
 

              
 

    
   Experiment with these sequences by starting in different
     keys and/or octaves and moving up or down in range.

         
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Drill of the Week #7: Yodeling 

As a young tubist, I’d never heard of a lip-trill on the tuba until I read the performance 
notes in Abe Torchinsky’s “Tuba Players Orchestral Repertoire: Volume 2” concerning 
the Meistersinger Overture. It seems that this technique is often overlooked by tubists 
around the world. I don’t understand why...but here’s the solution.


The first thing to clarify for someone learning to lip-trill is that it’s not really about 
learning to “move your lips.” Rather, it has more to do with tongue position and speed 
of the airstream at the aperture. The easiest way to train this skill is by simplifying the 
process into vowel-sounds.


If you say the vowel “aaahhh” out loud, notice what the position of your tongue is. It’s 
generally pretty neutral in your mouth. Neither high or low, nor very far forward. Now 
say the vowel “eeeeee” out loud. You should immediately notice that the tongue has 
moved a good bit higher and forward towards the teeth. Now alternate rapidly between 
those two vowel-sounds out loud, as in “ah-ee-ah-ee-ah-ee-ah-ee” noticing how much 
the tongue moves. This is the key to mastering the lip-trill on tuba...pretty simple.


Now, to apply this to performing a lip trill, play a middle-upper register note, such as 
top line ‘A’ on a CC tuba. While sustaining the ‘A’, vary your tongue position between 
those two vowels and notice what the change from “ah” to “ee” does to the airstream. 
That’s right, it speeds it up because of the higher tongue position and resulting 
restriction. While doing this, you may very likely also “bump” the ‘A’ up to the ‘B’ right 
above it. If not, then make a slight adjustment to the tongue position on the “ee” 
sound, moving it forward closer to the back of the buzzing lips. This slight exaggeration 
of the “ee” should get that bump up to the ‘B’ with no further effort. And there you go, 
the first step in developing your lip-trill!


As you begin to learn this skill, slowly increase the speed by modulating the rhythm of 
the changing notes. First 8th notes, then triplets, then 16ths, then sextuplets, etc., etc. 
Keep in mind that this is simply learning to vary the tongue position by vowel change 
and NOT speeding up your “lips!!!” I find that most people can change vowels rapidly 
with little or no effort. That’s entirely the point of my approach to teaching the lip-trill. 
Simplicity.


If you encounter problems at first, experiment with placing the tip of the tongue more 
forward during the “ee” vowel. This usually helps. I’ve noticed that the tongue 
movement between vowels can even seem like a piston movement to a small degree.


*Finally, it’s important to notice my suggested fingerings for the upper notes “Ab, G, F#, 
F” since using these fingerings will keep you in the same partial system (assuming CC 
tuba) as the other notes in the study. This allows you to play a whole-step trill. 
However, if you use traditional fingerings on these notes, you can still perform the trill. 
It will just be wider than a whole-step.*














     




























     











 










     











 










     

























     











*2-3 *1-3 *2-3

 










     






 



*1-3 *1-2-3 *1-3

















     






 



*2-4 *1-4 *2-4

DRILL	OF	THE	WEEK	#7

Yodeling

Chris	Olka/trans.	Kimberly	Russ

*See	Introduction.																																																											©2021


















     





 



*2-4 *1-4 *2-4

 










     





 



*1-3
*1-2-3 *1-3















     










*2-3
*1-3 *2-3

 










     










 










     

























     










 










     










Yodeling



Drill of the Week #10: Jellyfish 

I’ve been working on this drill since the early 1990’s when I worked at Walt Disney 
World. Early on, my main focus was to get the drill up to the fastest tempo I could. No 
matter how much I worked on it, it never was as smooth as I wanted and I could only  
play it around the 200 beats per minute (bpm) tempo. It wasn’t until the early 2000’s 
when I was in the Seattle Symphony and had learned about how important the concept 
of visualization was along with a proper understanding of controlled airflow that I was 
able to break through that 200 bpm threshold.


The first thing to remember when working on this drill is that the main focus is 
developing flexibility. How many brass players do you hear playing various flexibility 
studies that sound “notchy” and forced? Most of them in my experience. This is 
because they are focused on forcing the change of notes by gross movement of the 
embouchure. In addition, they tend to micromanage the airstream by attempting to 
blow a different type and speed of air to every single note in the pattern. This was my 
problem early on and it will be a constant challenge to anyone working on this drill 
when getting into the faster tempi.


Next, remember to “pre-hear” the pitches of the pattern you are playing. I say this a lot 
in my teaching but it always bears repeating. HEAR WHAT YOU WANT TO PLAY 
FIRST!!! Depending on the tempo you are playing this, you may choose to focus on 
hearing the notes individually at slower tempi and gradually transitioning to mainly 
hearing the “1” and “5” intervals in the pattern as you progress into the extremely fast 
tempi. Don’t forget to simultaneously “pre-hear” the rhythm as well. Hearing the 
pitches will do you no good at the faster metronome settings if you aren’t also 
internalizing the rapid rhythm.


Finally, remember to support the lip-slurs with a steady, supported airstream. Resist the 
temptation to blow a different size and speed of air to each individual note in the 
pattern. This will result in a “jerky” airstream and produce note changes that sound 
notched rather than slurred. Instead, think of blowing the same type of air that you 
would if you were playing a series of tied whole-notes of the first note of each pattern. 
In other words, think of playing that first “C” as three whole-notes instead of three 
measures of eight-notes spread over an octave. This is the only way to produce truly 
smooth lip-slurs like this drill.


If you follow these two concepts while learning this drill, over time you will start moving 
the metronome up into the rapid tempi. However, as stated in the video, DO NOT 
practice this drill everyday. The reason I say this is that the more advanced players that 
can play these at the faster tempi will inevitably lose track of the focus on good habits 
in exchange for “chasing the metronome” and start resorting to bad habits and 
compromises. If you want to play this drill everyday, then at least avoid going to the 
fastest tempi every day. If you don’t play this drill more than once or twice a week, you 
may well find that the faster tempi will come easier! 
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Drill of the Week #12: Minor Doo Doo 

While seemingly a very simple study, you may find this to be one of the 
more challenging of my Drills. At it’s core, the main goal is to learn a new 
articulation syllable to aid in legato and soft playing. Simply put, you’re 
learning to incorporate the soft “D” syllable into your articulation tool box. 
For some reason, many brass players (primarily valved brass) only develop 
the “T” and “K” syllables and stop there. I speculate that this may be 
because those are the only ones mentioned in the Arban’s Studies. 
Regardless, because I also studied bass trombone in college and had 
early jazz influences by trombonists Carl Fontana and Frank Rosolino, the 
“doodle tongue” and virtuosic use of the “D” syllable left an indelible mark 
on my playing.


The mechanical explanation of the difference between “T, K, and D” in the 
oral cavity is the position of the tongue and the contact points in the 
mouth caused by the different syllables. The “T” is the predominantly used 
articulation for most playing and is characterized by contact with the tip of 
the tongue in the more forward parts of the mouth, depending on the 
supporting vowel sound being used (Teeh, Toh, Tooh.) The “K” which is 
generally used in tandem with the “T” in multiple tonguing passages is 
noticeably different, in that the wider, back part of the tongue makes 
contact with the upper rear of the oral cavity. These two syllables work 
beautifully in various combinations to produce the double and triple 
tongue articulation and are the foundation of modern brass playing.


However, the “D” syllable is distinguished by it’s “in-between” nature of 
using a medium amount of tongue surface contact, coupled with a 
position in the mouth that is neither too far forward nor too far back. 
Because of this quality, it does not make an ideal articulation for extremely 
pointed attacks, but excels in providing a softer perceptible beginning to 
notes.


When developing your “D” tongue in this drill, you’ll need to be mindful of 
a few things. The first being the use of a steady, supported airstream that 
the tongue can dip in and out of, rather than a series of puffs of air, 
chopped up by the tongue as a valve. Learn to accept that clear 
articulation (regardless of syllable) is a product of a healthy and steady 
airstream...not the muscular manipulation of the tongue!




The second major focus should be the use of firm corners of the 
embouchure to isolate the vibrating surfaces of the lips. Firm corners 
produce supple, vibrating lip tissue. If you don’t believe me, try buzzing 
your mouthpiece while puffing your cheeks! Good luck. The firm corners 
are even more important when playing at extremely soft dynamics, which 
this study highlights.


Finally, and I can’t say this enough...PRE-HEAR the notes you want to 
play!!! In the exact same way that you must hear the pitches in your head 
when singing, you must also hear them when playing. Without the input 
from your “inner ear,” your embouchure simply will not have the necessary 
information it requires to buzz on pitch. Nowhere is this more obvious than 
soft playing. When in doubt, adopt my Brass Playing Mantra...Sing it! Buzz 
it! Play it!


As you work on this, realize that this is one of the best investments in your 
playing you can make. Loud playing is impressive to brass players...soft 
brass playing is impressive to EVERYONE else. Prepare to be humbled by 
this Drill.
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