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    EXPLANATION OF WARM-UP EXERCISES
The purpose behind these warm-up steps are to make sure that when you finally get to the horn, things will work correctly. 
In MY opinion, I strongly feel that most warm-up routines are not logically thought out and more often than not, either tire 
the student out, and/or  create a negative attitude of boredom, and more importantly, just don't get the job done. Most 
routines take too much time and have no logical basis at all.

The logical beginning step 1 of the warmup has to do with only the facial muscles that are part of forming a functional 
embouchure. The action of "fluttering" ( sometimes also called "flapping" ) serves a very vital purpose and that is to 
increase the rapidity of blood flow throughout the three basic muscle areas surrounding the lips, sort of a "massage". 
Those muscles are called ORBICULAR ORIS, BUCCINATOR, and DEPRESSOR. The Orbicular oris is the somewhat 
ovoid ( oval-shaped ) muscle that surrounds the lips. The buccinators are muscles that diagonally extend from the mouth 
corners upward toward the ears but of course not that far. And the depressors are muscles that start at the mouth corners 
and extend downward toward the chin as if in a very sad frown.

When these muscles are employed in playing, the body manufactures a secretion of lactate or lactic acid ( both terms 
apply ). This secretion tends to build to excess with the more stress we experience in playing. We can feel this build up in 
aching feelings primarily in the corners. If we don't stop soon thereafter, the aching turns to pain and then we pretty much 
MUST stop. This lactate stays in the muscles unless we remove it by fluttering. If you don't alleviate it before retiring at 
night or after playing , it will tend to deteriorate the muscle tone and strength in the muscles and your embouchure will feel 
to varying degrees stressed in the morning, making the warm-up more challenging. SO, by doing a certain amount of 
fluttering as a first step, you will alleviate the lactate and start to "loosen" up the muscles to help them be able to vibrate 
more easily. In addition to this alleviation of lactate, the blood deposits oxygen to assist in the flex action of the muscles. 
The blood also deposits glycogen or blood sugar which is your endurance fuel. All FREE OF CHARGE, no gadgets, 
vibrators, electric stimulators, etc. It's a "built-in" rehab tool.

Step 1 also asks that you flutter to a "DESIRED FEELING". This is an awareness issue more than anything. So, the first 
assignment is to start paying close internal attention to what your "chops" feel like. When you are playing well, 
comfortably, if you can, stop, close your eyes and roll and lightly squeeze your lips together to "see" what they feel like. 
Closing your eyes helps your internal sense of muscle memory ( kinesthesia ). If you memorize that feeling, then it 
becomes a point of reference and a feeling that you want to try to get at least close to on a daily basis. That adds 
consistency and therefore stability to that one aspect of your embouchure conditions. Don't strive for perfection but get as 
close as possible.

Step 2 has to do with lip buzzing, sometimes also referred to as "free" buzzing. This exercise serves two very vital and 
precise purposes. The first is to gradually help develop muscle tone in these muscles by doing the buzz as an isometric 
exercise. The second purpose is to gradually help develop a "center" for tone production. This is where your lips and 
muscles in the orbicular oris will vibrate to produce sound. In order to achieve the maximum gains in lip buzzing, it really 
needs to be done correctly. Sometimes I see students who THINK they are lip buzzing but what they are doing has no 
isometric gripping in the action and will produce very little, if any, muscle tone. 

When I had my first evening with the trumpet at age 10, my stepfather, who had tried to play a bit when he was very 
young but gave up after a couple of years, sat with me and got me started. His first request was to have me pretend to 
spit out a small piece of tobacco ( yes, I already knew, unfortunately  ) off the tip of my tongue. As I did, I "pinched" my lips 
tightly together but with that tiny aperture for the tip of the tongue to squirt out the imagined tobacco piece. I later changed 
this concept to a "grain of sand" to keep from encouraging any student to have anything to do with tobacco! Anyway, as I 
snapped my tongue tip inward in the spitting action, it made a tiny needle-like buzzing sound. It also caused a bit of 
tickling, tingling vibrations in my facial muscles around the lips. So, this was VERY strange for me on my first 5 minutes 
with the trumpet. So, my stepfather put the mouthpiece into the trumpet and asked me to play. Of course, it sounded like a 
kazoo with that tiny aperture. Then he said, "Drop your jaw and open that up!" All of a sudden, this fat low C came out and 
I thought , Oh, this is EASY to play!  :-) 

Back to the point of the buzzing technique. In order to challenge the muscles most notably in your corners but ALSO the 
muscle surfaces that surround the lips BETWEEN the corners, you must create this isometric intensity as if spitting that 
"grain of sand" . You should start by doing a pitch in the MIDDLE, NOT really low or really high. With this pitch, you do 
repetitive single-tonguing trying to get that very fine, needle-like sound. In pretty much ALL cases of people who have 
never done much lip buzzing, they will have to use two fingers on their dominant hand to act as supports in centering the 
buzz. I think the index and middle finger work the best for this. They should extend outward as if being the mouthpiece 
shank, not laying flat on the chin. The gap between the fingers should be no wider than your mouthpiece rim. You can 
check this by inserting a little finger from your other hand in between the support fingers. Using a mirror will help greatly in 
you getting the "image" of this gap. Too close will stop it from working, too wide will cause it to spread.  So, do about 30 
seconds of single tonguing on one note, STOP BUZZING, flutter for blood flow to alleviate lactate. REST….for a couple of 
hours or so! You will no doubt feel that you can do much more than 30 seconds and yes, you probably CAN. BUT, we 
want you to do this 30 second session 6-7 times per day. If you do TOO MUCH on any one session, you will be too 
traumatized ( tired ) to do the complete set. This is called "interval training" and is used by athletic trainers to build muscle 
strength in the most direct and successful way. As you become more adept at the buzzing, you can go to 45 seconds or 
even a minute but remember that a GRADUAL program will bring success in due time. Rushing there and doing damage 



or just extreme tiring will work against you.

After awhile you can start to extend the buzzing upward a bit to create more isometric tension. Start with diatonic 
movements  up to maybe only 3 notes of a scale, then 5 notes, then eventually the octave ….and onward. Eventually do 
little simple tunes like nursery rhymes with buzzing alone. It's a challenge but great training for the chops.  I'm always 
good for 2 & 1/2 octave glissandos or arpeggios with buzzing. BUT, I've been doing this since age 10! Take your time, do it 
right!

Step 3 deals with mouthpiece buzzing. I often describe the mouthpiece as "the trumpet" and the actual trumpet as "the 
amplifier". The introduction of the mouthpiece onto the embouchure setting without the horn is an extremely helpful step 
and if done properly, makes the addition of the actual trumpet a much more positive action. 

There are basically THREE working octaves on the trumpet. The MIDDLE octave starts at G-2, second line and goes to 
A-3, first ledger line (STEP A). There is an octave (plus) below that and an octave (plus) above it. Any decent working 
player should at least consider striving for being able to play this entire range. Of course there can be and ARE notable 
exceptions. In their cases, their musicality did not require that degree of extended range. BUT you can hear that they all 
can play very consistently up to at least high F and G.  SO, rather than typically start any drill, exercise, etc., at the bottom 
octave, I found that by starting to play in the middle octave and gain excellent functional control there and then expand 
gradually upward and downward, even if only one note at a time. In doing so, the player has the opportunity ( and 
responsibility ) to correct any outnesses with the setting and the control of the aperture and therefore the airstream. If you 
find yourself closing down too much, you must lower your jaw slightly to regain the center of the note on each one as you 
progress. One rule of thumb here is that if your first note of this drill doesn't center at least reasonably well, DON'T go to 
the next note until you have made the adjustment to correct the aperture / airstream. This rule should be extended into 
pretty much everything you play especially in the practice room. If it's a tune, Make sure the first note plays well before 
going on. "Wipe your feet!". :-)

STEP A has the player doing only one note at a time on the mouthpiece until a reasonably clear and centered sound is 
produced just on the G-2. When this is achieved, ascend to the A-2, repeating the drill, and then on upward until one 
reaches the A-3. At this point, I suggest doing a slight lip (jaw) vibrato to check for aperture centering. The pitch will lower 
and raise by doing this but don't go too far away in either direction from the basic pitch of the top note. I also suggest 
thinking in terms of dynamics when doing these drills so I like to feel that thinking of a "medium" dynamic ( as opposed to 
soft or loud ) is the best place to start. That is usually sufficient for the warm-up but it's OK to experiment with the other 
two. You'll find that soft can be the most difficult without the horn.

After completing STEP A, go on to STEP B which is really nothing more than combining the effects of STEP A into a one-
movement action. Once again if you start closing down, you must make corrections. If you don't , the closing down issue 
will go with you as you continue until it likely shuts you and your access to the high register off. The "wipe your feet" rule 
applies…..fix before continuing!

Now to step C. This has you lowering your G-2 note a fifth to the C-1. So, you must center THIS note before continuing. It 
will require a degree of dropping the jaw to open the aperture and allow this note to be produced. When C-1 is reasonably 
well centered, take a full breath and ascend in a medium speed glissando to C-2, sustain it for a second or two and then 
glissando on upwards to C-3, sustain for a second or two and then glissando back down to C-2, brief sustain and then 
down to C-1.  If you do this with your eyes closed and use your ear for pitches, you'll be able to "see" quite clearly the 
functions of the jaw movement that are necessary to play well and control your aperture / airflow. In addition, as you 
become aware of the necessity of air pivoting, you'll be able to "visualize" those directional movements inside of the cup, 
all done with the jaw. Pivoting will be covered more extensively in a subsequent article.

So, now that you have done the mouthpiece buzzing steps, it's time to add the trumpet to the mouthpiece. We go back to 
STEP A and do the single tongued scale from G-2 to A-3 , playing each note a few times to ensure it's being centered and 
all the way up with the slight jaw vibrato on the A-3. This can be done a few times to stabilize it. Then go to STEP B, using 
the same principle as on STEP A. Once stabilized with a few repetitions, go to STEP C2. So, the glissando now becomes 
a diatonic scale with the same slight sustains at the octaves. I suggest using the slight vibrato at each sustained octave 
note just to open up the "slot" and produce maximum overtones.

In a BASIC sense, your warm-up is finished. One could refer to this as STAGE ONE warm-up. For many pro level players 
this will possibly be enough to get onto playing or practicing. However, if you wanted to extend the warm-up to a STAGE 
TWO, I have written out an extension exercise that helps open up the register extensions a little at a time. You must stop 
and breathe whenever necessary and I also suggest that you use this exercise sensibly in not trying to do the entire range 
before you have worked your way thru the gradualness that is required in ANY learning process. You are "teaching your 
body" so be smart and considerate. Keep your "ego" ( self-importance ) OUT of the practice room ( AND the bandstand ).

I do hope this helps you to focus more logically, scientifically, and successfully on developing a consistent warm-up. You 
MUST however, personalize it to fit YOUR playing needs.

Bobby Shew
2014
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