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IMPORTANT REHEARSAL MATERIALS

MOUTHPIECE (Brass): Double and triple check that you have a mouthpiece ready to go
before every rehearsal.

REEDS (Woodwinds): Please have 2-3 working reeds in your case at all times. Rotate these
reeds each day so they wear evenly.

THREE-RING BINDER: All woodwind, brass, and percussion members are required to have a
I-inch three-ring binder with sheet protectors. All your music and this Cookbook will live here,
protected from the rain and wind. This will be used at EVERY REHEARSAL.

PENCIL: It is extremely important that every band member have a pencil ready at all times.
Notes are taken at every rehearsal. Writt EVERYTHING down! The more details you write in
your music and dot books, the more you will remember and the more successful you will be.

GLOVES (Brass): Gloves must be worn when handling brass instruments during rehearsal. This
is to keep sweat from corroding the metal and preserving our instruments for as long as possible.

HAT: You must wear a hat to shade your face, eyes, and lips from the sun. Sunglasses are also
highly suggested but not required.

TENNIS SHOES / TRAINERS: You will be moving at all rehearsals Thus, tennis shoes are
required at all times. Sandals, shower shoes, flip-flops, Vans, Converse, bare feet, etc are never
acceptable.

ATHLETIC CLOTHING: You must wear clothing that will allow you to perform excessive
movement such as sweats, shorts, t-shirts, etc. NO JEANS!!! Again, you will be moving at ALL
rehearsals.

WATER JUGS: The approved water jug is a Coleman 1-Gallon Jug. No standard water bottles
or half-gallon jugs. You WILL be drinking this much water per day.
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Saxophone Key Diagram -

(This Saxophone Key Diagram is applicable to all saxophones.)

high E

0%,
= O

low A (bari sax only)

[

: _ O Gl/Ab
low Ci/Db
high E O lowB

low Bb
side C high Ff

saersrs () D O
chromatic Fﬁ/((b O |

Di/Eb

low C

WARNING!

It is illegal to photocopy or reproduce the Saxophone Key Diagram and Fingering
Charts. Individual Saxophone Key Diagram and Fingering Charts are available for
purchase from your favorite music dealer for use with your students. Please refer to
the back cover of this manual for further information. .

Individual Saxophone Key Diagram and Fingering Charts
Kjos Edition Numbers: Alto Saxophone - W33XE, Tenor Saxophone - W33XB
Baritone Saxophone - W33XR .

IQ'OS Neil A. Kjos Music Company
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daxophone 1rill ringering Chart
(This chart is applicable to all saxophones.)

Low A Bari Sax only
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Finger adjustments will tend to cause changes in timbre.

Pitch Tendencies and Adjustments
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AIR TECHNIQUE ' .
Great breath control is an.Important key to maximizing one's abliity to play a woodwind
instrument. Keep the following concepts in mind while playing: ~

TIMING OF THE BREATH
is of the utmost importance. The breath will occur a FULL BEAT before
ate whether the "full beat” is jnterpreted as a full quarter
to utilize this technigue will result In significant
loy a 2 gount breath. A 2-Count breath will be

The timing of the breath
the attack of the note. Tempo will dict
breath, dotted quarter note, or half.note. Failure
timing problems. At certain tempos, we may emp
utilized oh an as-needed basis.

. TAKE IN MORE AIR :
_ To achieve maximum breath control,-breathe deeply into the lungs. As the diaphragm (the
strong, doughnut shaped, involuntary muscle under the ribs) pulls downward, room Is created for
the expansion of the lower back, abdomen, and ribs. The chest should then expand, once the

capacity of the lower torso is reached. One should inhale to the point where the body feels

relaxed and full of air.

STAY RELAXED »
the shoulders and the upper back must not be tense so that the

To maintain a state of relaxation,
breathing passage is never constricted while inhaling or exhaling. Keep the tongus in the form of
a letter °E”, arched towards the roof of your mouth while breathing in. There will be sound that -

accompanies the breathing in; it is vital to keep the body relaxed through the entire process. °
When breathing out, visualize blowing out a candie at long distance.

Contrary to brass, there wfll be cold air felt when breathing in and breathing out.

AIR IS IN or OUT .
either going In or out. Be mindful not to "cap” the breath.

Air NEVER stops while playing. Alris ,
halation. Visualize the lungs as giant bellows that

Capping occurs when the air is stopped after in
are conslantly expanding and contracting.
' o RELEASE POINTS ' -
. Releases should be approached through the initiation of a short inhalation. Using a contraction of
the throat and Jaw should never be used to release a note, Using the tongue lo sfop a.note will -
rarely-happen, unless the music calls for an articulation with a tongue-stop, Simply breathing
inward on a predetermined count will create a defined release. A uniform timing of the breath will
ensure uniform timing of the releass throughout-the entire ensemble. Co
: STAGGER BREATHE . : :
nd, we utilize a technique called stagger breathing. By staggering the
points of breathing throughout the ansemble, we can create an impenetrable wall of air or tone.
When performing air exercises with the instrument, it must be in the correct playing position.

while using the correct playing embouchure. o

To create a seamless sou

~* MAKE YOUR BEST SOUND * ALWAYS LOOK YOUR BEST * IT ONLY COUNTS ON THE MOVE- .



There Is a difference in the amount of air when the player changes volumes:

More alr for the louder notes
Less air for the softer notes

.Alr exercises should have differént volume levels as well as different ranges. A key pointis to
always have CONSISTENT, MOVING air.

Breathe and play. One’s internal subdivision (mental metronome), the breath, and the beginning
of the note are all one through-line. . TIMING STARTS WITH THE SUBDIVISION AND
THE BREATH! In other words, if we are fo play fogether on beat one, we all need to take a
breath on beat four; the accuracy of the timing on beat four will be unified if every member of the
ensemble s subdividing in their head before {and while) they breathe. '

Whenever an attack is early, it can usually.be traced‘baqk to improper or poorl? timed breathing.
Late attacks typically result from “capped breaths" (stopped air between in and out) or poor -
timing. The performer must ALWAY'S breathe and play with his‘or her. feet to stay in time with

the snsemble.

DO NOT:

o Close the jaw upon the felease o
o' Choke the alr with your giottls (closing your throat) , :
» Use your tongue to stop a note (individuals who use the tongue (o release are detectable

by anyone who listens)

A"dean'release will ring for a -mome'nt even afler the air has been released. Strive to make the

note ring!

MAKE YOUR éEST SOUND: * ALWAYS LOOK YOUR BEST " IT ONLY GOUNTS ON THE MOVE |
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BREATHING EXERCISES _

While performing the following exercises, the player should be concerned with filling up his or her
" lungs completely while maintaining relaxation. In nonnal everyday situations, humans use about

20-25% of thelr lung capacity, In playing a wind instrument, we strive to push thattowards 90%.

The proper breath should allow an outward expansion of the midsection of the body. This is easlest
io see In the. stomach area, but the ‘expansion should also be feit in the side as well as the back.
Once the lung capacity is full, the focus should switch toward releasing all the air out. It Is important
to completely empty the lungs, because the lungs will start to store carbon dioxide, If the air is not

ide will build up and begin to decrease the player's lung

released to its natural point, carbon dioxide
tension, dizziness, and exhaustion,-

capacity ~ causing unnecessary stress,

take in as much air as possible, and release ALL of the air through
TIAL. You should concentrate on taking ALL of the counts to
perform each portion of the exercise. If four counts are given to take in air, the_player should take
all counts 1o do o, then turn the air around, moving it out, This will take away any dead time that
breathing process. This will give

is similar to holding your breath. There should be no hitch in the |

the player the greatest efficiency with regards to the .use of air when playing. .

When you begin these exercises,
the horn; again, THIS 1S ESSEN

These exercises should be done with and without the instrument. In both cases, relaxation is a key
factor towards producing a proper air-stream, the avoidance of tension will allow for 2 more effective
use of the air-stream. It is important with all the exercises that you try to Imitate the way you play
in a performance situation as closely as possible. Simply playing through the exercises without a

thought of application’is not efchtwe and will form bad hablts.

kinds of breathing exercises andfechniques that we will utilize throughoui the

Thete are many
ing and the Breathing Gymm). All exercises will develop and

spring, suramer, and fall (such as sizzl
improve your air support. '

MAKE YOUR BEST SOUND * ALWAYS LOOK YOUR BEST " (T ONLY COUNTS ON "THE MOVE.
7 : ;



SINGING |

Al instruments produce sound that imitates the human voice. Singing is an important tool for

déveloping great ensemble tone quality and infonation. The woodwind sdotion will sing frequently,
rious approach to the technique of singing. The resonance and breath

and we will have a very se| :
support necessary for singing are quite similar to proper brass playing. When singing, we use the

“radio announcer” voice, the voice that seems to project a great distance.
Here are some guldelines for all singing exercises. .

s The throat should be open.

» The face should be relaxed.

s The mouth shape should be ova
chin, : , .

« - The same approach {6 breathing, air support, and direction of air with your wind
instrument, applies to singing. '

o Everyone should always be fistening to match the pitch, -

We will use different vowel sounds, inciuding humming. ‘
¢ We will train you to use audiation, and ofteri check the pitch before, during, and after

singing. ‘ - . |
» We will work on and be able to sing every exercise In the technique-book, chorsles.
and show music. . . )

| Hike — the longer part of the oval from nose to

GOING TO .1 (POINT ONE) . .
The concept of “going to .1 (point one)” was designed to prevent decay at the end of a note

due lack of air support. Take a look at the example below — the “9-count tone”. The amount of

space between mezzo-forle {5.0) and forls (6.0) Is 1.0. If there were & crescendo assigned to this
long tone, then the numerical vaiue would be 5.0 to 6,0 (indicated by the gray zone). However, -
the nuferical value would be .1 (indicated by the blackzone). This

since there Is no crescendo,
creates consistent support to the end of the note without decay (falling to 4.9 or less).
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MAKE YOUR BEST SOUND * ALWAYS LOOK YOUR BEST * IT ONLY GOUNTS-ON THE MOVE

8



LONG TONES .
There are several benefits from playing long tones every day. It allows the muscies in your face fo
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 onplaying in tone with his or her
section and throughout the ensembie. Lorig tones are essential toward establishing a solld center
of pitch for the warm-up. Balance and blend are key, factors to this portion of thé warm-up. Players
should be listening for intonation, blend of tone, Intensity, as well as quality of sound.
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Rules in Ensemble Breathing:
e. 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)
Alr is going in or Out, one motion ~ never “cap” or pause the air

o @ ¢ o o »

MAKE YOUR BEST SOUND * ALWAYS LOOK YOUR BEST * IT ONLY COUNTS ON THE MOVE
9 : : '



FLOW STUDIES L
Hill fundamentals package. This exercise wil

The flow studies are another staple in the Science
aliow the member to focus.on creating the most smooth and charscteristic sound possible: Based
egin with small intervals and progress i larger

on the exercises of Vincent Cichowicz, these lines b
Intervals, allowing the performer to create a block sound that Is even throughout all registers.

The exercise can be tra,nspbéed' down to work on l(;wer register playing. In addition, by adding
notes to the middle of each line, the upper register can be expanded. 3 ,

The petformer should strive fo create the most resonent and even sound possible. This even sound
occurs when all notes produced are equal in tone, volume, and energy. Dynamics can also be
‘added to the exercise to place additional responsibilities on the player. However, in the initial
stages, the performer should work to create a constant and unchanging sound with no dynamic

‘change.

MAKE YOUR BEST SOUND * ALWAYS LOOK YOUR BEST * ITONLY COUNTS ON THE MOVE
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L. Stretching and Breathing
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2 Habits of a Successful Musician - Baritone Saxophone

5. Attack Pattern
Insert the following notes.
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6. Air Attacks
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7. Concert Bb Scale/marcato
8. Concert Fb Scale/legato
9. Concert Ab Scale/staccato
10. Concert F Scale/slurred

11. Lip Slur Exercises
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11b. Triplets

11c. and 11g, Eighths
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Habits of a Successful Musician - Baritone Saxophone
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12. Five Step Scale Study

Note: Articulations should vary daily.

Habits of a Successful Musician - Baritone Saxophone
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Baritone Saxophone Vermillion

Goals: Resonate sound on every note, Smooth note changes

1. Keep the face still _
2. keep the same syllable for every note

3. Keep the same tone color on every note
Hint: Make the moving parts feel and sound like the sustained notes
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Goals: Consistent Articulation, Consistent tone (resonance)
1. tongue in the same place with the same strength

2. use the same "dah" syllable on every note

3. make all notes resonate like the half note
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Baritone Saxophone Vermillion
‘ii ‘Goals: Resonate sound on every note, Smooth note changes
1. Keep the face still 0
2. keep the same syllable for every note()
3. Keep the same tone color on every note
Hint: Make the moving parts-feetand soumt-ieedthe sustained notes
~ Lo v
#(1 - 1 | — 1 s [®] - o =
s F 1 1 1 I I I 1 |
\TQ_JV = I 1 Y ' | | 1
Fﬁ_ 1 ~ _r'= = e —— (@] ] e} e —
1 i | I | | | | | ' ca | =
A\a® I I U 1 1 ! 1 1 I 1 —
] ‘ \
| L " |
s Tt
S e
o — |
21
Q A B o > 45
(os———5 1 Vi — = *.—F i vt o ‘;LF = =
b 7 | — | - | i T ] " : 1 ] | 1==3% 1 1 | [ |
2 1 S - - ] = J
T rrarer P P REery = P
B 2 1 | S— | _L-l;-l_ - ; I | I | 1 |
U 1 [ S —— = = I — T
e r ol oP oF o
e !, - £ l e S
S s e s ‘ —— |

Goals: Consistent Articulation, Consistent tone (resonance)
1. tongue in the same place with the same strengtht 1L

2. use the same "dah" syllable on every note

3. make all notes resonate like the half note
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LESSON 13: MAJOR SCALES

1. Whole steps and half steps can be
combined to create major scales.

~ 2. Look at the C major scale shown on
the piano keyboard to the right.
Notice the following characteristics
of the scale.

¢ There are eight notes in the scale. WWHWWW H
The first note and the last note
(1 and 8) have the same letter name and are an octave apart. The first note gives the scale its name.

¢ The scale is made entirely of whole steps ( L1 ) with the exception of two half steps (' ) which
appear between notes 3-and 4 and again between notes 7 and 8.

* The letter names are placed in alphabetical order. Each letter name from the musical alphabet is used
only once (with the exception of 1 and 8 which is doubled).

" . 3. If you were to play the scale shown above you would hear the distinct sound of a major scale.

4. A major scale can be played using any key on the piano as a starting note if the requirements listed above
are met. Special attention must be given to the specific pattern of whole and half steps.

whole step | [ whole step | [half step| | whole step | | whole step | jwhole,step | [haf step|

5. Look at the F to F pattern below. It meets all of the requirements for a major scale, but one. The pattern
~ of whole steps and half steps is incorrect. The distance from A to B is a whole step. In order to maintain the
_ major scale pattern, B must be lowered to Bb. .

1 2 5 6 7 8
C|/|D|E
R ki [ — e
N w w H W w W H
6. Look at the G major scale below. F must be raised to F} for the required major scale pattern.
- 1 2 3 4 5 6 7 8
G| |A||B||C | [F§| |G
| N Y N RV 711 I\
w W H w W w H

7. Scales can be written ascend!ng (going up) and descending (gomg down), Descendmg scales are easy to
write. Write the ascending scale and reverse the order of notes (8, 7, 6, 5, 4, 3, 2, 1).

..5‘ .
Ay T

9
m

—

' - PROCEDURE FOR WRITING MAJOR SCALES lSﬂP METHOD)
* 'Write the basic alphabet pattern for the scale requested.

b A A A A A & & R il Al

¢ Be sure to begin and end with the same !etter name. (If the scale begins on Eb, it must alsoend on £b)

* Check the step pattern one note at a time adding sharps or flats as- necessary to maintain the l
major scale pattern. (There will never be a mixture of sharps and flats in a major scale.) |
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Alto & Bari Sax Scales 11-12
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Vermillion

Serione SR 10 112 F Technical Studies q

1. Tonic/Dominant 7th Arpegio
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Natural Minor - play the notes in the key signature
Harmonic Minor - raise the 7th scale degree going up and down
Melodic Minor - raise the 6th and 7th going up, revert to key signature going down

23 6. Natural/Harmonic/Melodic Minor
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7. Melodic Minor Scale in Thirds
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8. Fully Diminished 7th Arpeggfo
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9. Major and Melodic Minor Scale
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Baritone Saxophone 10 -12 Bb Technical Studies |

1. Tonic/Dominant 7th Arpegio
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Natural Minor - play the notes in the key signature
Harmonic Minor - raise the 7th scale degree going up and down

23 6. Natural/Harmonic/Melodic Minor
[ ————

Melodic Minor - raise the 6th and 7th going up, revert to key signature going down|
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Vermillion

pertone Saxophone 1) _12 Eb Technical Studies “

1. Tonic/Dominant 7th Arpegio
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Natural Minor -  play the notes in the key signature
Harmonic Minor - raise the 7th scale degree going up and down
Melodic Minor - raise the 6th and 7th going up, revert to key signature going down
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Baritone Sf‘x°ph°“e 10 -12 Ab Technical Studies

1. Tonic/Dominant 7th Arpegio

Vermillion
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Natural Minor-  play the notes in the key signature
Harmonic Minor - raise the 7th scale degree going up and down
Melodic Minor - ' raise the 6th and 7th going up, revert to key signature going down
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STAGGER BREATHING o
When listening to long sustained chords from a woodwind snsemble, you will notice that the best
ensembles sustain these’ chords without holes in the sound. This “wall of sound” is created by
utilizing a technigue called stagger breathing.” Essentially the wall of sound is created by each
performer in the woodwind ensemble following this simple process: ‘ :

o breathe & commit to the breathing.

1.Know when you are going ¢
i, Youmust commit to the breath even if you are not running out of air.

2.bon’t breathe at the §am’e time as the person(s) next to you.

i.” 2 or more people in the same proximity breathing at the same time
creates holes iri the sound. : )

3.Fade out. ) L
; i A rapid, one beat decrescendo,

fi. Don’t allow the pitch to drift out of tune.
ii. Don't allow your tone to change.

4.Breathe. o
7. One-beat to take in a full breath. . ) ‘
ii. The breath shouid immediately foliow the dscrescendo; no gaps betweern

" the end of the decrescendo and the full breath in.

5, Fade back in. . :
: "I A rapid, one beat crescendo from a nisnte — no gaps between the end of

the breath and the beginning of the crescendo.
il. Do not reaftictilate the front of the note — “ah” articulation.
Jii. Be in-tune and in-tone all thé way through the crescendo

-STAGGER BREATHING - High Wirds

"Stagger Breathing” 5 - - :
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~ MAKE YOUR BESY SOUND * ALWAYS LOOK YOUR BEST * IT ONLY COUNTS ON THE MOVE
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FLOW STUDIES - Eb Woodwinds
Flow Studies - Eb Saxophone
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MAKE YOUR BEST SOUND * ALWAYS LOOK YOUR BEST * IT ONLY COUNTS ON THE MOVE
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ARTICULATION & STYLE

The relationship and balarice between the tongue and the air stream is the key 1o proper
articulation. It is important to understand that the fongue cannot aiticulate properly If there Is not

enough alr support. It is also important to know that the clarity of the articulation-sholid not be

hindered by tempo, technique, note length, volume, or range.

Arﬁcuiaﬁori should be executed with no explosion In the attack. Every note should be started with
ihe sound "dAh” in mind (notice the lowercase d and the uppercase A). Each player should strive
for less tongue in the sound and focus 6n providing more torie. Remember, THE AIR

. STREAM SETS THE VIBRATION INTO ACTION, NOT THE TONGUE!

Articulation is the front of the note. Style is the back of the note.

With the exercise below; you should practice not only with staccalo, but alse with legato, accent,
- accent legato, accent staccato, and marcato. )

Always step ouf on the first note
Every double-bar line is a step out
N N Down 3 half steps (1&2) and back up
Finish the exercises by halting feet and sustalning concert Bb

$ Staccato Eighth Notes - -
. . - i N (I

MAKE YOUR BEST SOUND * ALWAYS LOOK YOUR BEST * IT ONLY COUNTS ON THE MOVE
17 “ :



ARTICULATION VISUALIZATION

STYLE ~ NOTE SYMBOL . VISUALIZATION
Connected r
{Legato)

def. — There is no decay and the notes touch

l.ong Lifted - =
~ (Legato - r
 Accented) -

def, — There is a slight decay and the notes touch

Lifted {'

Detached B
(Staccato)

slight decay and the notes touch

def, — beginning of the fidte Is slightly louder, slight decay.and a small space

——>

Roof-Top Accent

MAKE YOUR BEST SOUND * ALWAYS LOOK YOUR BEST * 1T ONLY, COUNTS ON THE MOVE

18

7



ld

uore]S UOIB[NONIY

e &= ) < < < < - <
= = ! e = g o L —
- —+— t——1—+ - ——+— s et 71—
| | TR I I | i Sy | "
| | R =11t i 1
—— = o) = ﬂ“&m o h I
”W_.. P i | W_
| il AAAAn # - - = =
]
[ & > P e
i oo < L Mnn_ = . :: & o o o n..-nw HJEJJQ[
| < < < < - = = =
. N . t i
= 44 e e e T F—
<< < < n - - - -
. . . < < < < SR (o
Eeea == === = E====——r="
- e —— | e ) s ! - |
L LS ] T ) [ | A = ) I I R | L/ S -
i L)
| || R e | L (@
o T PP 5 A —
= S — — t ~ = IP|I||FWL;Q
I —— T AAAA
1 | I S I | I || . ®
==L | R R S | | Y W i | I—1 T wllcgl
= o= : ST s— oAt
LS & S pes oo ¢ ¢ s
1 1 << << - - == ° v
- < < < < - - -
R = £ eeeq — freea o pres - N )
"____w “n__._ “ﬁ_— __“._ o i
v
N S O | —lt
1 4+ === 1T S —
= Lk Ul#_._- : S R | — _wv_‘» | T — |
" w,: ||Hmd| ]wqﬂ: L83 v
9 9 b ¢ 8w °
)
7 £y
= ——1— S P = i e I — )
] i 1 —F —1 T L S| L . o
O ltlj mj + & 4 & o P = o N
< < < < T E W
§)3ua] o408 Y3u9] 9,56 Ke29p yum pSuay 04001 W3ud] 94,001 on-06=p

eqny,

(O g) suonreg

suoydojapy

9¢ ur yodwni],

Xeg auojueq

Xeg I0Us],

Xeg o)y

jouLIe[) ssegq

4 Ul J9ULE[D)

g

2100§



1%

P ~
PoY = P— 9o | | o o s o o o o © [ 8] [ ¥il &
s SECEEm= o e o e ES S g
T I ! i ) B A e e | ) e i i 7
[| | EGN A [ | L. 1}
S=ctr = S S S s
87 8 8 : St [2EEEE¥EEE 1 <
||||I..\A A A A A llllllll
i —_— —— s o B o ) e O e s (@
| I | I : R IR, P iy Lo ) | T I Y S 1 | s | Y oY O | | At
=" _ _ o : ot s g
e o ¢ ¢ o o = = = i - © = O |FesasvTIw q —1r
— |\\A < < <L < | e e e e e e
[ &) ) - m - |
8 3 8 — St — 1333 IIIIS 7
Jﬂlllllll.\A < L L L v e e e e e </
< << << .. = S L b B
S e poeessse o i i i i i i v g s i L3
=t N T O e s s ey ) I At e W T B S 2 e ¥ 4
1 S S S e e S — — ~— i~~~ S S —— do AL
— U
f : _ H———— 1_'_IJ __ | S e S I hﬁﬂ
] | | I | I I S T [ b LLLI.__L_LLL o LLLL.&LL“_-. T
(8] (8] E ........ [§] — TSy ye e e, A nwn_ N.E
<< <<= v
i e ———— | P — N s e Pt ﬁﬁw
I 1 | e N T I I i N
1 1 [ Ty
S > o = 51 [ & §ef L L0 I d
o S 2 & =S A8 O [*eseesss a o soeadwseey of 40
,:...I|.|..||1\A < < < < | e e e e TN
s P N P I e O I [ R
< olp e Preesee S ° 111111.3; o Frefrees 24 (e
e o o s e e e 1 o o o (55
F.d
v
0
I 1 T 1 e e B , | R T | | W | RN oy O N A S | FaExy
] 1 1} i ol T | E | . - T = | T R I e T B LY* ¥
< e ey pEREERERET ] uT )y (Weeeeey g o4
,I.rl.llul.lll\A < < < < | e e e e e 4w
0
Fatwy
L T ]
I | T | T e — - ) S S Y A | | N AL ) SN L - 4
| 1 ! | L | o ) TS P N | S I N (S NN (N | L .d
o o vovveeee o ssssddes A4 mmmmmmm—ﬁlj oq |V~
o O TP P w000 " v eoeosoaes £l
< i < < <
Uone[nNOIY 4

eqny,

og

OIS

1dy4g

xX$'d

XS'L

XS Y

0d

P



(88

Alto Sax .
Bar, Sax Double Tonguing
Hoffman
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BALANCE /'BLEND

The first criterion toward achleving 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 criterion is to

always know who has the moving line,
ears aware of the parts being played around you. The third criterion 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 woodwind players know when to-support a given line, create balance within that
fine, or project an important line with a full supported sound.

When trying to achieve good balance and blend:

Ask yourself, “Am 1 in tune 'with the ensemble?” First listen to intonation in your section
and then branch out to other séctions, always kéepingin mind that you should'listen down to the
bass voice. If you are'supporting a moving line, ask yourself, “Am I playing fouder than
that Tine?” Finally; ask yourself, “Am | playing within the other sounds, balancing .
my sound against it with a rich, supported, full bodied tone?”

Balance and Blend reqt.:ires" the performer iq listen Ve{y'b!ds_'elj.; There are 3 levels of listening

required If you are to becorié a greatly balanced brass section:
LEVEL ONE LISTENING focuses on the sounds, volume, style, etc of his or herself, Self-
awareéness fs an important key toward higher fevel playing.

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

LEVEL THREE I,-I'STE'QING focuses on the sounds, volume, style, etc of all instruments in the

ensemble, .

BOPPING

Bopping is a technique that is’
production. Bopping Is executed by reducing every note down to a staccato eighth note.

Additional rules to ;bopp’ihg are as follows:
Everyththg is‘;:;erfqrmed .'at the dynamic of p {plano). Unless dictated by a ;staff

member. o S
o Slurred passages are played. full duration to the end of the slur. B
Tied notes are to articulated and hot sustained. The tied note will.not be played
.- after the first articulation. : .
Make sure the throat Is open and relaxed.
No “Dit” articulation should be heard.
. Only “dAAh.” Sounds.
_Keep all notes open-ended.
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MAKE YOUR BEST SOUND * ALWAYS LOOK YCUR EQEST * T ONLY COUNTS ON THE MOVE
25 e .

and who has the melody. This Is achieved by keeping your -

used to improve timing and perfect uniform articulation and tone

1



SHHS Tuning Sequence 20

Score

Woodwinds

i ] 1 1 1
@c
F.vi
AL
® n
nuf 0/ ‘.—.ll o Mo
Q) Cl|[e Gl ¢lo Qi Clle
1 I 1
¢ _o# Cllo G|l B
,Eh G i
L) T TTe
nu nua |_|T/ 3 BL TR
-9 ¢ ||| € ¢ ¢l|||P
B 2 S 7
o = = i = v 1 1 i
N P N NGe 9y N
[*] & =
= m >
D 5 = S 2
k= < 5 8
5 2 = S
= 3 =
O m m

z
O
=
O
=
ECdp Q= Cll[|l6 co ¢ ¢
¢ cdgll  qlllje ¢ qall  dp
] n ] i
-9 Qi
Gl Q]
Ul il
&l N e/ \n . ®
g ¢ Cll[[Y ¢o (Gl Sl
a Ay an S1d nd ARt
3 e N N o N NG
M M < = m




Baritone Sax

Doxology l
for the SHHS Marching Hilltoppers

traditional
arr. H. A. Hoffman IV
Freely
Ay AN A o ~
i — = i 1
ar) 4 — *—& J' ]
ol i
6 ~
f & N | /4 )
. (s {63 I % I J’ I —
D —& "L & — ! S ©
o) o » < L4 — o

© 2020 HAH Music



Gustav Holst
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