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umn) and patlence {s paramount; It it common nhra
player ta have to work a few woeks on a aingle pattern
before guing on Lo the next ona. ONen, playsrs think

v have inanstared & pattorn If Uisy con sing it atcu-
‘ ly, but they may still atumble with the fingerings
certaln koys. Thia meana that the ear is gaining in
petceplion but tha connection to tha trumpet is still
laching. Both factora are equally important.
At first, it will be benelicinl for many pleysrs to use
e form of pitch reference auch as a keyboard or pltch
pipe to provide a model for singing/hearing the pat-
tern. One should NOT play the patierns on the trum-
pet firet; ae that: would reinforce leading with the
trumpet ' miechdAics, rather ‘than with the ear. The
\vMerQurpom of these patterns is to reverse that
uch repetition and patience, the inter-
vals in lha patterms will become more obvious and a
pitch reference will no longer be neccasary. The correct
intervala and fingerings will become sn automatic
" response in any koy. It is important to sing atrongly
and suthoritatively, even if mjastakes are made. Weak
or carefu) singing shows up as tentative playing.

Additional inetructions:

e Use any ayliable (such as “La”) ar solfege.

* The 7th degree in minor should be mtun] not
raised, to differentiate it from major. -

The pleyer should start with the first pattern that
is not easy in every key, though nothing is wrong
with starting with #1.

= The pstterns should be practiced In two, ten-
minute sessions each day: one during regular prac-
tce as a break, and another independent session.

Smpng/?mgering Patterns: Ascending and
. Descending (up or down arrows indicate asccnd-
| . jpg_or descending interual for the next scale

Tﬁ:ian¢as7oau4!1

14. 1206470700431

18. 1306607RD7A48(¥)171

10. 10240347807004(4)731

17. 1806470108623 1

18. 8124604078043 ($)71

10. 81348347804 (4)71

20. 6015042783451

21. 13684707804031

22, 3427604278381

29. 5924967836431

24. 166084(¥)721

26. 1782807(4)78
Descending Patterns,

876463421
8765348121
864686421
867643(4)721 .
8668246(¥)71.
8769765346231
8674364213(¥)721
879865436642(4)71
8643(1)762(4)171
8B766765346(4)761
857463524(¥)7121
8462(1)7386(¥)71
B6594(1)73(¥)731
8362(1)743861 -
823(1)76(4)7243

CEOND A ©® e

10.
11.
12,
13.
14.
16.

The benefits of practicing these patterns vocally over
a period of years are substantial. Players will start to
notice more ease in getting around the trumpet
because technique is following the ear, and note cen-
ters will become more accurate. Subtle intonation ten-

_dendies and problems will become more obvious both in

individual playing and in easembi|ss, Jmpmvement of

degree. The 7th degree often goes underneath
the tonje.) .

Ascending Patterns

123453421
123546631
123456463214)71
1235432(4)71
1234564532(4)721
13243642312(4)71
1234666436421
12345678978664231
. 1235646786421
i 12345678978664(4)721
71236466787631
1336465986421

1

2
3
4.
5.
6
7
8
9

ional Trumpet Guad

guralsbility is also much more closely related to
improvement in range and enduranco than most play-

Y ers realize.

Improving aural skill does nat gnarrmtee musician-
ship, but musical expression usually occurs more nat-
urally as the player's ear becomes more accurate and
perceptive. It ia easy for players to ignore this kind of
aural practice, but patient and systematic work will
open a new world of awarenesa that will increase the

joy of playing the trumpet.

About the author: John Schlabach is the trumpet
professor at Ohio University in Athens, OH. He is very
active a» a soloist, chamber and orchestral musician,
and clinician. Schlabach ‘earned degreea from
Northwestern and Western Illinois Universities.
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Long Tone Exercises

Colin Dorman

These make great warm-up exercises - make sure to listen for steady pitch, a firm "Ta" attack, and a quality sound.
Using both a tuner and metronome is highly recommended.

Tempos should be quarter < 60. For more information on these, see
http://colindorman.com/french-horn-exercises/long-tones/

Remington Exercises
J =60 or slower

T" C Remington
= >
mf
G Remington
| |
= l: 4 ol [”) }1 = J}: }
Z : | 2 2 z
mf T | I
Low C Remington
ra i } t i I n
half 1 1 L1 1 | 1 | 1
< ‘w’d [~
mf
Low Register Expansion Exercises
Lip bending for low register expansion.
Start on any comfortable low note, don't change fingerings. Descend as low as you can, making sure that
the lower note keeps a full sound.
als | +
33 1 —m ]
Z | 1 : =g —
T T ol -d-
0 TO 0 TO
If articulating lower notes is a challenge, play as follows:
Etc.
L N 1 N L
)y— 1 1 I f T I t f
- ¢—d = pe *— < < 1
- — — \____u/d:i_
Notes with an X indicate air attack, quarter notes are tongued normally.
Use with a metrome!
5}: ? r ¥ l{!’ - I‘S’l 'TGL" # _P—'_)_L ; lff’ N I‘.’f’ % i N I‘,rr,
w4 u L— T—& 3 ! I3 ] — _IF:[P_' l"ﬂl_‘_'_'_dj_’\_
v ¥ ' 1
Dynamic expansion for low register.
_ _ Continue down chromatically as low as possible.
> > - - ;
S = 2 g b
7[ : T I

p—::f}— p{f:—‘;—— p-—:-::_’f.::::— p—-=__—-:'__‘f:::-_—=—




BEGIN EACH TWO-MEASURE UNIT AS COMFORTADLY A8 POSSIBLE.

= o develop solt, reliable attacks, buzz the [irst pltch of each group,
= then, with the horn, beglin each group without using the tongue.

the buzz and the pitch should speak Immediately with the breath,
Repeat each step beginning with a "'soft' tongue,

MINIMIZE ANY CHANGE IN APERTURE (DO NOT CHANGE MOUTHPIECE PLACEMENT)
AS THE PATTERN DESCENDS

LI DA A A AR AR
e 1 —1 ) — r W e + + » |
1 B S e P e+
J ) = 4 1 1t EII "‘.r'_ v |« 45
i) P
40-:]"-:-@ NP [ — 0P nmp f —_ PP mp< f 2P
3 & O 0 " o) o) o\ e\
e = 1 I = 3 =
Tt 1 i —— ! i ! —
SR R EEERE 3 3 =
S —— ————
P f = pp ~ A LA
4 ™ o) O] 0 0 o )
= E = T T F = —3 —]
ﬁ + ¢ \ T — I ) — 11 S S T — + 34— —
i X ) o— T ) G— ) a— I—7 -
R T ) 34 5 = g < o € ° =
————— e —— ~———— S —
—O A\ 0] N . fé\ 'm
P ]

EXECUTEALL SLURS WITH AS LITTLE CHANGE IN EMBOUCHURE-TENSION AS POSSIBLE.
- concentrale on using tongue-arch and jaw movement, and/or plvot.

KEEP A CONSTANT FLOW OF AIR THROUGHOUT ALL SLURS. (avoid "huffs")

J = 9§-120
; L A 4 L ; — ) | L 1 & b | hY ) | 1 & L L ]
) g — ) ) 4 b o L A 4 ) & ) | ) 4 r_1 e ) | b & L ) ) 4 4 1
z L v = T T x - T ) - k:i_i_ ¥ - ¥ b S— ) w— |
) P ) < -l_ - AL —
< . = . -
MNP Mf — D MNPz nif —— P simile e —_—
9 - — » — < y — F— < : T —
) T — ) — — 1 1 —1  — —1 —
o 4 T o - 4 ) - - 1 .I = ! - I = G —
) -4 > . P ~ - -
2 1 . T—1 3 T—I 33— - o — I i
| 4 ) & I F— 2 A & - |
— + 1 - — 1 +— —1—1 I — 1+ N S— — —
rr I ) o 4.3 ) - T = ) S — T 1 —q
\‘—-—-J
——— T——
— — _— T —e— — T
4 4 1 T T— —t m T ey
i 1 ) & L . ) ) o 1 4 b 4 b § ) i ) o —
t o ) — | 1 p o a— 1 = T &
T T & ) - T ) my ) . ) § 3 » o ﬂ
Jg 4 = b-o -~ _- e —— -
\'-—._.E——-/ —




Play each repeat 3x.

TINY CHROMATIC SCALES
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BE SURE TO TAKE THE MOUTHPIECE OFF THE LIPB DURING ALL RESTS.

|

IRY;

for moderately advanced players and may be 'mm.m e
indicated. 4

An optional cut Is
h
some rlftl end o JM“””’/;

Note: 6¢ (below, opposite page) Is
ording to ability.
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cuntinue as before/repeat on A and Ab
ontinue as before/repeat on E and F
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F-0,1,2,12,23,13

Take each repeat 3x

. i 2 i
} | 1 1 [ o [] ] 1l
1 1 _‘ | 0 . 1 . 1l
~ o °® ——— \ g ﬂ
\__// \____,-/
5 B-T13, T23, T12, T1, T2, TO
1 i 1 \l } \
1 1 1 Ca| | o ) | o
L] | o |N * V [] E
e C ]
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i 1)i¢,  Prof. Erich Penzel
LL[\((\ 'L

Seite |
LIRS % Ubungen
(F:¢ol B Hom 13,23,12/3,1,2,0 , ,
1 — T pn T e . S B e gy | k
=SR]
F- Hom 0,2,1,12/3,23,13,123 _
J = = —

A
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10

PLAY EACH LINE ON ONE (large) BREATH. Begin by omitting the center section of each
(cut marked -(D- ); attempt the whole pattecrn as [luency develops. TAKE CARE THAT
EI);CESSIVE MOUTHPIECE PRESSURE DOES NOT LIMIT PROGRESS IN DEVELOPING FLEX
-IBLY.
(Some players may find It helpful to begin by using the pattern found in 8b. Begin at any com
=fortable level and work toward mastering all levels.)

$

FHo. (}) .
—0- —_ = [am o om ] [T "
-4 1 T L1 11 1 H )| ) - P -
ﬁ_ ) S - .}b ‘ - - PP
) g e et e = L e e e e
HATET T | - ﬂ-‘ g
F Hn. (1)
( - e $
A /.-—— p— [P | = s s \ e\
b " 4 = s T [Ll 1 ) PR —l I-F v - ‘,-1‘}*
) | ) & n e . T 2 _n
1 1 .
EESSEESs EAERESES |
s @
F Hn. @) , i Ns
g =R . rr— A
- ] = o : ,"g__ﬂ
g | —— | = S - Tt 1‘;";" —"J-
e
F b oo — 4 &
A o ™™ o | T fe)
o 1 . 1 } 1 ) | - 1 1 1 | 1 L
=== e rs e mr Pl oatprr, mol—i e L L T 2
% et T I e e Py SIS o
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o . 0}
2 p—— = f' L l I- T I =
£ ==SEE e SSES===SESSSSsad Eus SESSSsss
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- /—f, L] . - — m
i o 11 o Y
%ﬂ# == EENE S S
BkHn. (1) Q‘ '@'
. e\
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17 4 I ) — 1 ) TP DFF‘ j9s 2 e 0. T I 1 I ~
@—g o i bt @ a8 0t g ‘}?JIITI 1 . | 40 ot Bt T & | B £ i 1 H
| " w { } | )¢ - ) * 1 1 1 1 {_ + - vAhJ
g ’ .-.,é
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A T hd ¥ I » — (e
) i 11 L - 1 1 L 1 Y
al lé_;l - i - - ;[. ;l L ‘} % T
: et e T =2 ESTSES!
Y, L 1 1 T 113 ™ _':
K~
B*Hn. (open) 'é. ‘é‘
. Pofe 0, ,p 0
Q T = : q ) I - - 1 1 11 $ H
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SECOND STUDY

Accent each group of four notes, to Insure perfect rythm. @ vei

Commence each Exerclse by slurrlng as marked, then practice them Single Tongu y
lightly ) to bocome still more expert,try Double Tonguling. | |

Should certain Exercises prove more difficult than others, work on each until thoroughly mas
ered. Dont waste time on those that are easy.

REMEMBER that to improve,one must master difficulties each day.

Met From J-ao lo J..lzo

)
27 EEEEE = e —
v} dv*3JdZ jvezevE T
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Ty these scale variations to challenge your fingering finesse and stay harmonically fut!

"One 3 - Lydian”  (#4)

‘One 3 - Minor® (P3) (specity which iype of minor for extended patterns)
spe pe

T ]
A ----I-I:'---- --—'“'J -

__——-—
I_I"' '-—--I.'—' “-'---
\ g 7i w -l‘=—---= n-‘-—'-l"' DI Sl '---!-'l

p-f

“Ome 5 - Diminished” (3,55 (whole step firsn)

“One 5 - Whole Tone™ (44,45
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SECTION I1 Arpeggio Studies

— (or minor) keys, and exclusively on the F horn. Strive for even-
- ness of attack, dynamics, tempo and quality.

(o]
¢ = 60 to 84 @

—A_ - S e SR - — ,—,_r - . L- — ;
§:{'{j ; = SEESE . e — | = =
o, mp, mf, SF

E ~ %i‘. . The arpeggio studies should be done daily in all twelve major
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F—d

10

i
F Ha. (open) . -Qo -(b' (3
A
3,
8b T R T r e Sess== L
a1 ) . P L™ ! —— -}
—— = - ) D D 5 D N D A D D 0 N D ) N N NN O . L O - ——
u e = Y™ g | o= ——— | === - a,.‘_-'

through all valve combinations

BYHn (1) & oy )

O i 1 M 1 L ) {1 I

o T Py | Y + 1

= ‘LJI _}— } {-h I o lrrrr)‘!' r’ e I {_} ‘[_1[ T—1 we,
el 1 - —

his) S 5 0 8 O 5 T | 6 0 0 e e e | e O —~ »

ryj e 1 1 L v

through all valve combinations

RANGE BUILDING

Mouthplece pressure can become serious problem In bullding the upper register. To counter
the temptation of pressing, practice the following with an exagerrated use of the pivol. Keep
the chin flat and {irm while tipping the mouthplece away from the upper lip as the pattern as-
cends, even to the polnt that the buzz becomes distinctly audible. This technique should be
reserved for newly added notes as the upper register Is being developed and primarily [for
slurred patterns.

Slur all patterns; for accuracy of attack, tongue each pattern A throughout.

A M — . A . . )

LT

1
. - S ) (TP A S S S SR
r 4 1 Ry L 1 IV 1 1 1 ™5 | | I —T1]

e 2 1 XX L W 1 1 11 "W I [ —7

> > simile
FJ‘ln. (2)-continue as above ) ') o\
!L _——y ::. ¥ r—u— | | it = .E
LE o = - 4 ; ==‘ S - - }: .l} > | - ‘\ : H
J e O ~ — = p— O pat
Repeat the sequence moving up by half-steps.
F Ha. open BrHn. (%) BbHo. (}) BbHa. (1)
— a5 ¢ Tty Tt A
%5 e  — e
= = P w— X — 3 etc.
(”\-,-.«/5 Y 4e ":'J(r p T A e oot
Work lor speed and continuety; play the pattern on one breath and without lnterrupllbn.
F Hn. (1) 0]
2
= SESESSS = = '
J - L < g - & - Ls ]
~ < * 33
»
Repeat the pattern moving up by hall-steps to:
BbHa. (open)
L - L >
r:. {P T — 1
18 ) a— d 1
| ] == g —D
[ | s 3




Advance Lip Slurs

Colin Dorman

After becoming proficient with the Basic Lip Slurs, you can incorporate more advanced slurs into your warm-up

routine. Use all the fingerings within your range - don't just stick to the middle register!

Practice slurred and tongued.

In all the following lip slurs, make sure to notice when the notes/partials are steps (for example, #1 line 1)
or skips (#1 line 3). Knowing the distance between two partials is a crucial factor to accuracy and flexibility.

% Start 0, descend to 123 s
) —— _
e ' i 2
1 [ & {
o ——o—— o =
i v = v
- o
Start T23, ascend to T0
#f\\ —_— ——
T , t E
£ + | 1 1
= > T e
- - = -
‘.
Start 0, descend to 123
. [ I ——
Hr——r—f—= . T—=
Y] ] - l = :
Start T23, ascend to TO
A / | b'\
b— @ be 2 5
o — : ! —] 2
) ] v I
#2
Start 0, descend to 123
A _.-—-""-_--——_ o ———
B —— —
<Y I ———— |
J ¢ = * = ® g = =" - =
= = E
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A /"-_-_-—————_ ———'__'—-—-‘__\
1S ! ; —1_-;—7 |
= > — ét = = 3 ] 4 —
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Lip Trill Studies

Colin Dorman

Lip trills are an essential part of horn technique.

Although they are not necessarily easy to master,

the basic premise is quite simple. A lip trill is essentially just a
fast slur between the 8th and 9th

partial (although sometimes 7-8 or 9-10 are used).

These exercises are from a variety of sources, including Farkas, Heim, Hemb, Rider, and others.

SLOW-FAST Method:

Starting off slowly, you gradually speed up. A metronome IS ESSENTIAL to maintain a steady rhythm on the
faster notes.

Try this on a variety of 8-9 partials at first, before moving on to 7-8 and 9-10.

Al Dol Bl Bod BudS Ao Ao A-4DEE s RN
) I_I_Lm L1 1 [ ! i1 % h& &.—%—1___]
J 3 3 3
FAST REPS Method:

All grace notes are to be played fast - make sure to keep track of the number of "flips”. Keep the air
moving, and take time between each bar.

Again, do on 8-9 partials at first before using other partials..

) ) o) ra\
A ™ A y ™ g y "\/-rﬁ_ "
T T o L 1 > FEPEPL 1 a1 4 7 S |
é 27 el -~ 4 | I~ 4 Rl Al ] | I~ J ¥ ¥ | Y~ ¥y FT T —
1 1 T 1 1 1 11 )| —
S, } = i 4 ] = t —
Trying to get the first few notes to "flip" quickly can be a challenge for fast trills.
For this exercise, make sure that you imagine the "flips" before you play them. Insist on clear note changes.
m . L] .
= y PR sannsl y ’
- 1 o lg 1 1 7 |
L: : r | :I % ¥ ¥ I F Ly —
18y p— } e 1 ~— . —— jlj
o
Once you can do the "flips” on longer notes, then move on to a short note.
Again, make sure the air keeps moving and the note changes are all clear.
A = /= - l l
] C  —
;HF:;I rrn e 4 o =i
J ! f

Colin Dorman/www colindorman.com
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Thoughts on playing well and warming up

1.6 Flexibllity exercises

Having a flexible technique is a great asset. I have listed my favourite exercises

50 that there can be some choices.

ol

\

L1t

t‘;
\
X:r-

L1

ot
6l

t—— y — Pe I 1

= —%H 4 ¥ 5 f 1
e — - v 3 =
3 b3

v._
o oLl

b e



T T T ey o

Thoughts on playing wel and Warming up
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2 Octave

10S -

Major Scales/Arpegg

Colin Dorman

C/F concert
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F/Bb Double Horn Fingering Chart

In this fingering chart preferred fingerings are shown first.
Fingerings shown in parenthesis are useable under certain situations.
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F/Bb Horn Harmonic Series

Colin Dorman
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