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Introduction

Relaxation Techniques consists of a series of Yoga-like exercises designed for advanced and
professional trumpeters who feel the need to improve tone quality, range, and endurance. These exercises
serve to increase strength and eliminate tensions, thus developing greater efficiency in the use of the lips
and breathing muscles. As your playing set-up becomes more relaxed, a more natural style of playing will
emerge. Your sound will become more open, endurance will increase, and you will be able to add at least a
third to your usable high register.

Many Trumpet methods are collections of exercises or studies, sometimes arranged in a progression
from easier to more difficult, but with little or no explanations of how to practice them. Relaxation
Techniques is different: since how you practice is more important than what you practice, this book
contains detailed instructions on how to practice each exercise, with particular attention to tempo,
dynar_nics, articulation, breath control, mental attitude, and the amount of rest to be taken between
exercises.

Since this method of practicing is quite different from most other methods and totally unlike any
known style of performing, all instructions should be carefully followed. Many of the instructions tend to
make the easiest-looking exercises quite difficult. Do not take short-cuts to make them easier to play or
petter«sounding. The success of this method depends on your constant attention to every detail of the
instructions. . :

Relaxation Techniques should be practiced daily. Practice tirhe should be between 45 and 75 minutes
per day. For best results, do not practice more than this amount and discontinue your regular practice
routine. By limiting your practice you will break down tensions (bad habits) faster. Don’t be afraid that this
practice restriction will cause a loss of endurance—as limited as these exercises seem, they will keep you in
condition. However, if you feel the need for some additional practice, you may spend five or ten minutes
on such practice immediately before the last exercise of each lesson.

Relaxation Techniques is organized as a series of lessons. Each lesson should be practiced daily for at
least two weeks, except for Lesson I, for which one week is sufficient. Do not be in a hurry to go from one
lesson to the next—unlike other methods, there is little value in progressing from the front to the back of
the book. Indeed, many of the exercises are repeated from one lesson to the next. Every exercise in each
lesson should be done well and fairly easily before going on to the next lesson, no matter how long it takes
to achieve this.

It is suggested that you use a loose-leaf format in practicing these exercises. Simply remove the binding
staples, cut along the center fold, and punch holes to conform with your binder. Then you will be able to
arrange each lesson’s exercises consecutively and eliminate excessive page-turning during your practice
sessions. (The decision to publish Relaxation Techniques in several volumes was due to the page limitation
of wire-binding—other types of binding are harder to take apart.)

Relaxation Techniques is derived from the teachings of the late Maurice Grupp, to whose memory
these volumes are dedicated.

Practice Requirements

When practicing these exercises, you should use an electric metronome. It is more accurate
than the spring-operated type, and it eliminates the need for periodic winding. You will also need
a serviceable music stand, adjustable in height so that it can be used when both standing and
sitting. A chair is indispensable. It should be straight-backed (no arms) and comfortable. And
don’t practice out-of-doors. A moderately live room is best.
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The Relaxation Movement

The Relaxation Movement is an integral part of the Warm-Up and of the first exercise of each lesson.
It should be performed as follows:

1. With the lungs at least moderately full, relax and let the air com
breath should make no sound as it escapes.
2. f\t tlle same time, drop the jaw and push the lips forward from the
00" (of course, with the jaw dropped, it will be more like “AW”). U
the right position.

If it looks like this. drop the jaw. The lips should be pushed out more.
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e out (let it out, don’t blow it out). The

corners of the mouth, as if saying
se a mirror to make sure you're in

It should look something like this.
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d the position for a moment before
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5. When the air stops coming out, do not try to blow out more air. Hol
inhaling.

For the first week or two, check yourself daily with a mirror and re

you are executing the Relaxation Movement properly. Although awkward at first, it produces a pleasant

feeling and is useful for relaxing during brief rests in any performance.

LESSON I

Warm-Up Exercise

-read these instructions to make sure

Set your metronomeé at 40. Be sure it’s properly calibrated by checking it against a watch—it should
de 40 beats per minute. (Another reason why an electric metronome is a must: spring-operated ones
ds.) The Warm-Up Exercise should be practiced while standing, as follows: ’

t be a deep breath. As you continue this exercise this inhalation will
let it come in. Make this breath as quiet

provi

are erratic at slow spee

1. Inhale for one beat. This need no

become a natural reflex. Don’t gasp or force it in any way, just
as possible—exoessive noise is a sign of tension in the throat.

2. Do the Relaxation Movement for two beats. Remember, don

itself without help from your breathing muscles.

3. Inhale slowly, deeply, and smoothly for three beats. If you wish to wet your lips, part of this breath may
be taken through the nose. This breath must also be silent.

_Buzz the lips for six beats. At first, buzz any pitch you like, trying high notes, low notes, and glissandos.
After a few days, find the pitch with the loudest sound. Strive for the loudest possible sound, to achieve
maximum vibration of the lips. If you have difficulty sustaining a loud buzz for the full six beats, then
settle for a shorter buzz on some days and a softer one on other days, until control develops. If you ar¢
unable to buzz your lips at all, you may omit steps 1 through 4 and begin your Warm-Up Exercise with
step 5. But try buzzing your lips at least once a week. You may develop the ability to buzz the lips as
you practice Relaxation Techniques.

Repeat steps 1-4 four times, until you have buzzed the lips five times in all.

5. Repeat step 1.
6. Repeat step 2.

7. Repeat step 3. '
8. Buzz the mouthpiece for six beats, At first, buzz any pitches you like, but after a few days aim for the

loudest sound you can get (but not in the high register).

Repeat steps 5-8 four times, buzzing five times in all.
9. Repeat steps 1, 2, and 3 one more time, insert your mouthpiece in the Trumpet, and proceed without

breaking the rhythm to the first exercise.

>t blow the air out. Just let it come out by
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Exercise No. 1

This exercise continues the pattern of the Warm-Up Exercise, with long tones substituted for buzzing.

The rests are to be performed as in steps 1, 2, and 3 of the Warm-Up: one-beat inhale, two-beat Relaxation
Movement, and three-beat inhale.

The long tones are to be played with minimum mouthpiece pressure. To find the minimum pressure,
start a tone with your normal playing pressure and then reduce pressure until the pitch becomes unsteady.
Then add just enough pressure to steady the pitch somewhat (occasional wobbles can be tolerated).

Since you are not using your normal mouthpiece pressure, you won’t have a “feel” for the different
pitches. Instead of your normal “feel,” then, think of making the different pitches by aiming the air stream
higher or lower. The first note, middle G, should be aimed at an imaginary target directly in front of you at
eye level. The lower notes should be aimed progressively lower, until low G is aimed at your toes, and low
F-sharp behind your heels. The notes above middle G should be aimed progressively higher than eye level.

Th?’ long tones should be played loudly, but not forced. You will find that the reduction of
mouthpiece pressure will lower the resistance of the lips and the sound will be fairly loud without forcing.

If you have trouble, at first, sustaining the lower tones for the full six beats, you may play softer to
conserve air.

Do not try for a “good” sound. Because of the reduced pressure, your lips may at first produce
random vibrations making a “fuzzy” tone. Accept all imperfections in the sound and strive for as much
brightness or “sizzle” as you can get. You will find that you can aim the air stream to get maximum
brightness in the sound. It is helpful, after you memorize this exercise, to gaze fixedly at the imaginary
targets. (But don’t bend over to look at the extremely low targets. Just imagine that you have X-ray vision,
close your eyes, and look down through your body at your feet.) You may notice that the targets will be
slightly higher or lower (for brightest sound) on different days. This is caused by normal physical changes
of the lips. Don’t be concerned about it.

Lower your instrument during the rests. This will help avoid tension in the neck and shoulders. Inhale
slowly and deeply, filling the lungs evenly throughout the last three beats of each rest. Do not hold your
breath at any time. Even if you think your lungs are full, there is always room for a little more air. Upon
inhaling a really full breath, you are likely to feel some stretching of the muscles of the lower back and
along the tops of the shoulders. A little pain in these areas when inhaling deeply is not unusual. Remember

to make sure all breaths are silent.

The three low F-sharps at the end of this exercise are the most important. The object of this exercise is
to make them sound loud and clear for six full beats (although a slight diminuendo just before you run out
of air is acceptable). Don’t be discouraged if you cannot achieve this immediately. It often takes weeks of
daily practice. If you have difficulty sustaining the lower tones, you may add an extra beat of inhalation
before playing them, making seven-beat rests.

find that the beginning of this exercise yields poor results on c;rtain days, ?reating an urge
to stoY o;r::::?cing. No matter how badly it sounds, just continue to practice without breaking the rhythm.
You \5ﬂl usually find that after ten or twenty notes the sound will start to clear up and your breath control

will improve.

After finishing Exercise No. 1, rest for a few minutes, If you wish, limber up a bit by bending or
stretching. Perhaps it’s better just to relax, but remain standing. As your lips relax from practicing this
exercise, they tend to start to tingle a few moments after finishing the exercise. If this occurs, wait until the

tingling has subsided. Then begin Exercise No. 2.
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Exercise No. |
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Exercise No. 2

Exercise No. 2 should be practiced standing, at a speed of M.M. 60=quarter-note. This speed allows
ample time for breathing shallowly in and out between notes so that each note can be played at the end of
the breath (see page 11). Normal mouthpiece pressure may be used, but continue to aim the air stream at
imaginary targets to produce the different pitches. After you memorize this exercise, gaze at the targets
(even during the rests) as in the previous exercise. As before, middle G should be aimed at an eye-level
target, and the higher notes targeted progressively higher. The highest note you can play should be aimed at
a spot on the ceiling directly over your head. Lean the head and shoulders back to look at this target. This

opens the t‘hroat and upper chest, overcoming a common tendency to close the throat for high notes.
In this exercise, each note must be very short and very loud. Use the tongue to stop the notes, and

keep the volume as high as possible. Listen to the sound: if it is dull and dark, aim at a slightly higher
target; if it sounds thin, aim a little lower. If you miss a note, ignore your mistake and continue as if you
had played perfectly. If you miss two notes in succession, stop and rest for four measures and resume
practice with the last note you played properly. If you miss the same note twice again (this is likely to
happen as you reach the top of your range), rest for four measures, and once again go back to the last good
note you played. If your third attempt fails, and you miss the same note twice again, end your practice of
this exercise for the day.

Lower your instrument during the rests, and relax your lips completely. If you wish, you may do a
Relaxation Movement during any rest. But be sure to put the mouthpiece on the lips carefully before
playing each note—failure to do so causes “clams.”

Remember to play each note at the end of the breath. At first it will be difficult to avoid retaining
more air than you need. It will also be helpful to tighten the anal sphincter muscle when playing the higher
notes. This will help you get air compression normally obtained by taking a full breath. Be sure to release
this muscle after playing each high note, and tighten it no sooner than one beat before each note.
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Warm-Down Exercise No. |

The Warm-Down Exercise should be practiced standing, at a speed of hgiﬂ;go;::;g:;r;::::éeRe?t fo_"
two or three minutes before beginning this exercise—longer if you have pra of this

book, as discussed in the Introduction.

ginning and end, should be played at the
d out during each rest. In this exercise,
t therefore breathe quite shallowly so

All notes in this exercise, except for the long notes at the be
end of the breath. As in Exercise No. 2, you should breathe in an
however, the rests are only half as long as in Exercise No. 2. You mus : 4 :
that the air will come out in time for the next note (remember, /et the air come out, don’t blow it out),
Although there is not enough time to lower your instrument during the rests, you should reduce
mouthpiece pressure and relax your lips completely while breathing between the notes.

The short notes should be played as short as possible, and the dynamics must be o ll)ser;;d. p};y the
low notes as loudly as possible, and the higher notes so softly that they are bare}y audible. This will most
likely be rather difficult at first. Ignore all mistakes. If a note fails to speak, or if you P'a’V a wrong note,
keep going as if you had played it perfectly—even if you miss every note in the exercise: (Th:s advice 3
repeated throughout Relaxation Techniques. If you can learn to disregard errors in practice, they will

become less unsettling during performance.)

exercise ends your practice

When you have finished this exercise, put your instrument away. This
routine for Lessons I & I1.
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