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«THINKING WITH SOUNDS OF MUSIC»: DIDACTIC PERSPECTIVES OF
WOLFGANG GUGGENBERGER SYSTEM IN THE TEACHING PROCESS OF
TRUMPET SCHOLAR.

The purpose of the article: to consider the innovative and widely used in Western European practice of the last decades,
the system of training professional performers of trumpeters of the German musician and teacher Wolfgang Guggenberger. The
research methodology is based on the use of the following methods: historical - in identifying the prerequisites of modern
musical and pedagogical systems for teaching wind instruments, comparative - in comparing different approaches to interpretation
and principles of vocational training on the tube, analytical - in clarifying the main elements of the presented systems. The
scientific novelty of the research consists in the inclusion in the musicological and musical-pedagogical compendium of the
national science of the actually unknown, not developed until now in Ukrainian language system of training the performer on
wind instruments. The origins of the main points, historical and theoretical parallels with the systems of Rolf Kvinka and Vincent
Tsihovich, as well as with the theory of Alfred Tomatis and the concept of the Cikszentmihaia flow are traced. Conclusions.
Summing up the practical importance of the system V.Guenberzhera, we highlight the following steps, which will play an
important role in the daily work of Ukrainian teachers in the preparation of professional performers: the program of mental
installation; stage of play; stage of execution.

Keywords: methods of teaching playing wind instruments, V. Guggenberger, A. Tomatis, R. Quincke, streaming states,
ASA, BERP.

Baxkanwk Ilempo Bacunvosuu, xanouoam MucmeymeosHascmed, o0oyenm Kageopu 6UKOHABCbKO20 MUCMEYmed
Haguanvno-nayxogozo incmumymy mucmeyms [JBH3 «IIpukapnamcvruii hayionansnuii ynieepcumem im. B. Cmeganuxay.

«MucauTH 3ByKaMI»: THAAKTHYHI MepPCHeKTUBHM 3aCTOCYBAHHS CHMCTeMHU BoJib(ranra ryrrenéeprepa B mpoueci
HiITOTOBKH CTy/eHTa-Tpy6aua.

Merta poGoTH: pO3MIISHYTH IHHOBAIiHY 1 LIMPOKO 3aCTOCOBYBaHY B 3aXiJIHOEBPONEHCHKIH MNpPaKTHI OCTaHHIX
JECSATIWIITh CHCTEMY IIIrOTOBKH TIpo(decifHINX BHKOHABIB-TPYOadiB HIMEIPKOTO MY3WKaHTa Ta BHKIaJada Bombsdranra
I'yrrenGeprepa. MeToqO0IOTIsA IOCIIKEHHST [PYHTYEThCS Ha BUKOPUCTAHHI HACTYIHUX METO[IB: iCTOPHYHOrO — Y BHSBIEHHI
MepelyMOB CYY4aCHHX MY3WUYHO-TIEJIArOTiYHUX CHCTEM BHKJAJaHHS TP Ha JYXOBHUX IHCTPYMEHTaX, KOMIIAPaTHBHOTO — Y
3iCTaBJICHHI Pi3HUX MiJAXOJIB JI0 iHTEpHpeTalii Ta IPUHLUIIB NpodeciiHOro HaBUaHHS Ha TPyOl, aHAJITUYHOTO — y 3’sICYyBaHHI
OCHOBHHX €JIEMEHTIB IpeAcTaBleHnX cucteM. HaykoBa HOBM3HA JIOCHIDKEHHS TOJISITAE Y BKIIOYEHHI B MY3HKO3HABUMH Ta
MY3MYHO-TIEJarOTYHUN KOMIIEH/iyM BITYM3HSHOT HayKd (PaKTHMYHO HEBIZIOMOI Ta HE ONpalboBaHOI J0CI YKpPaiHCHKOIO MOBOIO
CUCTEMH IiJrOTOBKH BUKOHABIIS HA AyXOBHX iHCTpyMeHTax. [IpocTexeHi BUTOKM 3acalHUUUX TI0JIOKEHb, TPOBEICHI ICTOPUYHI Ta
TeopeTHyHi mapaneni i3 cucremamu Ponbda Ksinke ta Bincenra LlixoBidya, a Takox i3 Teopieto Anbdppena Tomarica Ta
KOHIeniero moToky Mixas Yikcenrmixai. BucnoBkm. IlizcymMoByrouM mpakTHyHe 3HaYeHHs cuctemu B. [yrrenOeprepa,
BHIIIAEMO HACTYIIHI €TaIld, SKi BiAIrpaBaTEMYTh BaXXJIMBY POJb 1 B IIOAEHHIH Mpami yKpaiHCHKUX IEJaroriB HaJ IMiATOTOBKOIO
BUKOHAaBIIiB-NIpodecioHaiB: mporpama MeHTaJIbHOTO HallAIITYBaHHS; €Tall pO3IrpyBaHHs; €Tall BAKOHABCTBA.

KirowoBi cioBa: MeToauka BUKIaJaHHS TPU Ha JyXOBUX iHCTpymenTax, B. I'yrrenGeprep, A. Tomartic, P. Ksinke,
norokoBi cranu, ASA, BERP.

Bakaniok Ilempo Bacunvesuu, xanoudam uckyccmeoseoenus, OoyeHm Kageopvl meopuu U  UCMOPUU
UCROTHUMENLCKO20 UCKYCCMEA UHCMuUmyma uckyccme Ilpuxapnamckozo Hayionaibhozo ynugepcumema um. B. Cmeganuxa

«MBICIMTH 3BYKaMHU»: JHAAKTHYECKHE MEPCHEeKTUBHI NMpuMeHeHMsi cucTeMbl Boubgranra I'yrrenteprepa B
npouecce NOAroTOBKH CTYACHTA-Tpy0ayda.

Ieabp padoThI: paccMOTPETh MHHOBAIIMOHHYIO M IIUPOKO MPUMEHSIEMYIO B 3alaJIHOEBPOIEHCKOI NpaKTHKE MOCIECTHUX
JIECATHIICTUII CUCTEMY IOATOTOBKH MPO(ECCHOHATBHBIX HCIOJNHHUTENEH TpyDOaueil HEMEUKOro My3bIKaHTa U IPEroaBaTelis
Bonbgranra I'yrrenbeprepa. MeToao0rusi UCcieJ0BaHN OCHOBAaHA Ha MICIOJIB30BAHUH CIECAYIOLIMX METOJOB: HCTOPHYECKOTO
— B BBIIBJICHHM IPEANOCHUIOK COBPEMEHHBIX MY3BIKaJIbHO-NIEArOrMYECKUX CUCTEM IIPENOJIaBaHUsl WMIPhl Ha JTYXOBBIX
HMHCTPYMEHTAaX, KOMIIAPATHBHOTO - B CONOCTaBJICHUH PA3JIMYHbIX ITOAX0A0B K HHTEPIIPETALMI U IPUHLIHUIIOB PO(HECCHOHAILHOTO
o0ydeHnst Ha TpyOe, aHAIUTHYECKOTO — B BBIACHCHWH OCHOBHBIX JJIEMEHTOB IPEICTaBJICHHBIX cucTeM. HayuHasi HOBH3Ha
HCCJIEJOBAHMS 3aKJIIOYACTCS BO BKIIOYCHUHM B MY3BIKOBEIUECKHI W MY3BIKAIBHO-IIEArOrHYeCKUil KOMIIEHIMYM OTE€YECTBEHHOMN
HayKH (paKTHYECKU HE M3BECTHOM, HE MPOPabOTaHHOI 10 CUX MOP HAa YKPAUHCKOM S3bIKE CHCTEMBI MOJATOTOBKU HCIIOJNHUTEIS Ha



yXOBBIX MHCTpyMEHTaxX. IIpociexeHsl HCTOKM OCHOBHBIX IIOJIOKECHUH, HPOBEICHHBIC HCTOPUYECKHE M TEOPETHUECKHE
napautenu ¢ cucremamu Posnbda KBunke n Buncenra LluxoBuua, a Taxke ¢ Teopueid Anbdpena Tomaruca 1 KOHLEIIUEH TOTOKa
Unkcenrmuxaiiu. Boisoasl. [ToapIToskuBas npaktuueckoe 3HaueHue cucreMsl B. ['yrrenOeprepa, BeIIEIsIEM CIEAYIOIIUE JTAllbI,
KOTOpBIE OYIyT WIpaTh BaXXHYIO POJIb M B €XCIHEBHOH pabOTe yKpaMHCKHX IIE€AAaroroB HaJ IOATOTOBKON HCIOJHUTENEH-
podecCHOHANOB: MPOrpaMMa MEHTAIBHONW YCTAaHOBKH; 3Tall Pa3bIrPhIBAHMS; 3TAIl HCIIOTHEHMUS.

KaloueBble ciioBa: MeTOAMKa TpENoJaBaHWS WrPbl Ha JyXOBBIX HMHCTpyMeHTax, B. I'yrrenbeprep, A. Tomaruc,
P. KBunke, motokoBsie cocTosuust, ASA, BERP.

The purpose of this article is to consider the innovative and widely used Western
European practice of the last decades for the training of professional performers-trumpeters
of the German musician and teacher Wolfgang Guggenberger. The methodology of the
research is based on the use of the following methods: historical - in identifying the
preconditions of modern musical and pedagogical systems of teaching the game on wind
instruments, comparative - in comparing different approaches to the interpretation and
principles of professional training on the tube, analytical - in clarifying the basic elements of
the systems presented. The scientific novelty of the study consists in the inclusion in the
musical and musical-pedagogical compendium of the national science of the actually
unknown and not yet developed in the Ukrainian language the system of preparation of the
artist on wind instruments. The traces of the origins of the starting positions, the historical
and theoretical parallels with the systems of Rolf Quinque and Vincent Cichovich, as well as
the theory of Alfred Tomathis and the concept of the flow of Mihai Chiksentmikai are
carried out. Conclusions. Summing up the practical significance of V.Guggenberger's
system, we distinguish the following stages that will play an important role in the daily work
of Ukrainian teachers on the training of professional executives: a program of mental
adjustment; stage of play; stage of performance. Keywords: methods of teaching on wind
instruments, W. Guggenberger, A. Tomatis, R. Quinque, flow, ASA, BERP. Problem solving
in general and its connection with important practical tasks. Among many modern
professional trumpeter training systems ,which are now developing in the world, the concept
of the German professor Wolfgang Guggenberger deserves special attention. For over thirty
years, this musician, who has been successful not only as a teacher, but also as a soloist, does
not cease to surprise the public far beyond the borders of Western Europe with his results.
Therefore, it is important for the Ukrainian musicology to provide more detailed information
on the main components of the author's training system for the trumpeter developed by
W.Guggenberger during the years of performing and teaching practice and described in his
work "Basics Plus" [2]. It should be added here that the author of these lines was personally
trained in the class of Professor Guggenberger at the Trossingen Higher Music School, thus a



general review is supplemented by personal observations, as well as practical tips on using
the system in his own pedagogical practice.

Recent research and publications, the selection of unresolved parts of the general
problem. Before moving on to a detailed review of the system, it should be noted that
Wolfgang Guggenberger studied in Munich, in the class of renowned Rolf Quinque, and
completed his studies at the Trossingen Higher Music School in the class of Professor Horst-
Dieter Bolz). He perfected his skills in Chicago (USA) under the guidance of Vincent
Cichowicz, Adolph Herseth, and Arnold Jacobs. Being a young performer has won the
highest awards at international contests. For almost twenty years (1986-2005) he was
Associate Professor and Head of the Department of Wind and Percussion Instruments at the
Conservatory of Richard Strauss in Munich, since 2005 he has been Professor at the High
School of Music in Trossingen. He is a member of the German Musical Council, actively
acting as a soloist and teacher with concerts and masterclasses around the world.

Presentation of the main research material. As we see, at the stage of preparation and
improvement the future teacher received the foundations of two leading schools: German in
the person of Rolf Quinque, known for his author’s system ASA (Atem-Stiitze-Ansatz,
Breath-Support Mouth piece [7, 8, 9, 10] and the American, primarily due to communication
with the legendary V. Cichowicz, the author of the Basic Sound concept. [6]. Therefore,
before proceeding to a more detailed consideration of the fundamentals and prospects of
W.Guggenberger's system, we’ll briefly remind the fundamental principles of his two most
well-known teachers, since they directly influenced the method of the future author of Basics
Plus.

In the 1980s, a series of publications by the German trumpeter and educator Rolf
Quinque made a real breakthrough in the technique of teaching how to play the wind
instruments. A longtime soloist at the Munich Philharmonic, a brilliant performer, R.
Quinque bases his method on "three whales" - the breath (Atmung), the support (Stiitze) and
the ambulance (Ansatz), offering a series of exercises for the development of each element.
They are built on the principle of simpler to more complex, special attention is paid to
interval legato.

The cornerstone of Vincent Cichowicz's system is, along with the technical perfection,
the mental notions of sound. According to the convictions of an American teacher, the

formation of tones occurs first of all in



the imagination of the performer: without a painstaking daily mental work, the general
development of muscle, even the most virtuous, will be meaningless. "If you do not complete
daily exercises with more interesting musical material, you just will stop growing. Someone
can develop a brilliant physical skill, but never become a real musician "[quat. for: 6, 18]

Interestingly, that just this idea for the mental training of the performer becomes
fundamental in the system of Wolfgang Guggenberger himself, which is not accidentally
called the Basics Plus, as if continuing the foundations of the legendary American musician.
"Every sound made by us is a manifestation of our personality and has its own life. ...
Therefore, even for "play" exercises, we must pay no less musical attention than sketches or
concerts (after all, Haydn’s concert also begins with a simple gamma figures), "says W.
Guggenberger.

The teacher warns in the first place from the routine of daily exercises, when there is a
danger to reduce the performance concentration to the usual technical process and thus limit
the involvement of the three senses: vision, hearing and touch. "The physiological
components of the multifaceted process of playing a musical instrument can only function if
the analytical logical thinking of the left hemisphere is balanced with the emotional,
figurative, for which the right hemisphere of the brain corresponds. And only the means of
our imagination can make this balance possible "[2, 5]

The author of the Basics plus system relies on his own experience gained in the classes
of V. Cichowicz and R. Quinque, as well as on the work of the prominent French
otolaryngologist of the twentieth century Alfred Tomatis, who first pointed out the direct
connection of hearing and voice and developed a system of audiopsychophonology. "Our
physiological sensations” sit "in the ear: the ear itself controls tension and relaxation, muscle
tone, posture, motility and fine motility. Therefore, we are talking about the cybernetic
control circuit: the brain (command) - the muscles (performance) - the ear (control) - the
brain (adjusting the command) "[11, 67].

An important feature of the Basics Plus exercise system is their double voice. On the
one hand, it is, according to the author, "programmed" to concentrate our attention on the
most important, on the other hand it induces to think and imagine the music space wider.
Therefore, the exercises are designed to be performed in the solo (the second voice "is
performed" in the imagination), and in the duet. It’s necessary to stress that this construction

of instructional material also corresponds to the main ideas of A. Tomatis: according to the



three laws deduced by a scientist, a person is capable of reproducing only those sounds that
he hears, so the expansion of the auditory space increases the interpretive possibilities (the
so-called "Tomatis effect™) The third law of the audiopsychophonologist is to create a certain
muscular inertia: the change in phonation is due to the condition of the auditory control
process through auditory reflexion. That is, auditory stimulation, if it is repeated at certain
intervals, modifies, according to the principle of inertia, the listening process, and - as a
result - phonation (articulation).

The Tomatis system ("The Mozart Effect") has been used for a long time and
successfully in the training of vocalists, while among the performers on wind instruments, it
has become less widely used. V.Guggenberger, without referring directly to the laws of
Tomathis, naturally and reliably applied them in his system, since the larynx, oral cavity,
tongue and lips, the main groups of muscles that trigger the phonical system of articulation,
are for the musician-wind instrument performer as important as for the vocalist.

According to the third law of Tomathis, hearing forces the muscles to work, and they
modify the osteo-muscular position of the middle ear. On the other hand, the aforementioned
muscle groups move the phonical system, the action of which is "triggered” by certain
nervous mechanisms. The most common environment for this neuromuscular population is
the sound of the native language (ethnic hearing). However, according to Tomatis, if you set
up the listening process for another type of speech, then eventually the entire neuromuscular
complex will start working in an "alien" rhythm: thus, the new activity gradually becomes
related both through cerebral memory and through muscle training.

So, along with intensive mental work, first of all over musical imagination,
W.Guggenberger offers a whole range of preparatory muscle exercises. The first group of
exercises is directed at the breath. Only "natural reflexes enable us to have a free and deep
breath". Such natural reflexes are yawning and air intake. The next prerequisite for a natural
and productive inspiration is the correct posture. And, finally, for self-control, one more
method can be used - the sound on the breath inspiration must correspond to the components
of the "hoooho".

For training of productive inspiration, you can use such auxiliary tools as inflatable
mattress or garden hose, or purchase a special device Breath-Builder available in music

stores.



The second group of exercises is directed at the exhalation. Here, according to
W.Guggenberger's recommendations, the most important thing is to give an air flow the
energy of motion and speed, which commensurate with the violin bow. From ourselves we
add that similar analogies with string instruments are constantly found in the work of R.
Quinque. Consequently, the sound of exhalation must "blow", and the sound stream should
not be converted into pressure, but actually maintain fluidity over force. Auxiliary means for
training the correct exhalation include: a piece of paper (blow away from you); flame of the
candles (do not blunt, make it tremble); the back of the mouthpiece and even your own fist.

The third group of preparatory exercises are the exercises on the inner imagination and
concentration. They activate the right hemisphere of the brain and have a direct effect on
muscle functions, as well as intuitive reactions. Here W. Guggenberger derives a number of
rules, which are partly consistent, as it has been already noted, with the observations of A.
Tomatis. The first and most important ambition of a German teacher says that an artist on
wind instruments should think like a vocalist. This means that singing through the inner ear
is critical for concentration. The mental image for the introductory exercise is a "golf
player", the muscles are relaxed and flexible, attention is concentrated on "balls", any
muscular tension will block its "movement" (air flow).

The author starts out the lessons from the exercises with a mouthpiece. By the way, W.
Guggenberger uses a special model for a mouthpiece, known as BERP (Buzz Extension and
Resistance Piece, a trainer for resistance and kickback) for these purposes. It can be
purchased with the Basics Plus collection. The BERP technique for the preparation of brass
wind performers was introduced in 1986 by a well-known American trumpeter of Italian
origin Mario Guarneri, a longtime member of Louis Armstrong dixiland and the Los Angeles
Brass quintet, the New York Philharmonic and the San Francisco Symphony Orchestra. As a
San Francisco conservatory tutor, he tested the BERP method primarily in his class, and later
founded a whole company with a similar name. In fact, M. Guarneri developed and made the
method of his teacher world -famous, prominent musician James Stamp. This method allows
the performer to fully control the resistance and the force of the air flow required for sound
production. In Western Europe, the BERP method, along with W.Guggenberger, is already
used by many educators.

The next group is working with one sound, as well as with legit combinations of

several tones. From it we turn to two groups of exercises, directed on the correct air flow.



Overall this unit of exercises coincides with the system of ASA, offered by Rolf
Quinque,the teacher of W. Guggenberger, and is primarily aimed at breathing, posture, ear
pads. However, W. Guggenbeger unlike his teacher, and many other representatives of
purely "technical” trend in training soloist trumpeter is not limited to external factors that
give quick results (performing endurance, virtuosity). For the German teacher, the mental
aspect is more important, the immersion in the sound stream, thinking with the sounds, and
not the well performed elements.

Interestingly, the psychological concept of flow was first published by an American
scientist of Hungarian origin Csikszentmihalyi Mihaly in 1980, while as V. Cichowicz
successfully has been implementing his Flow-Studies since the 1960s. According to the
teachings of M. Csikszentmihalyi [3, 4, 5], the state of the flow is characterized by the full
enthusiasm of what the person is engaged in at a particular moment, a sense of satisfaction
and self-confidence, the ability to effectively solve problems of any level of complexity,
activating memory and the ability to analyze information.

M. Csikszentmihalyi offered a series of exercises and practices that allow the
introduction of a group of people into the state of the stream. Part of these practices can be
successfully applied (and is applied) in the process of musicians training. The fact that the
activities of musicians is (or should be) basically streaming phenomenon, is confirmed by
many Yyears of practice and further musical and psychological research in this area. In
particular, Andreas Burzik, now a violinist, psychologist and teacher in Germany,
emphasizes that one of the main tasks of the teacher is the actual introduction of the student
into the state of the stream, full immersion in the task, immersion into the performing
process, engagement - but without excessive efforts: music making must firstly bring
pleasure. "Flow experience is an expression of trance like, complex brain activity that
regulates consciousness and even the most complex tasks can be solved easily, without any
efforts” [1, 3]. A. The method offered by Burtsik of daily activities also requires full
participation in performing the process, even if it is a preparatory exercise - thus self-
regulatory functions are activated , performing expression is inseparable from sensory-motor
activities, and the performing is a holistic and natural processes.

On the basis of similar principles, W Guggenberger bases his exercises on the
development of the auditory senses and. One of the most vivid mental images, which the

teacher often uses in the classroom setting the students for "flow" - the image of a tree:



taking energy from the earth through the roots and trunk (feeling of support through the legs
and body) and "exhalation™ of it into the instrument.

The further structure of Basics Plus resembles most didactic collections in this
direction and is built on the principle from simpler to more complex. The three groups of
exercises are devoted to the three-waves, the following two-gamma and gamma like
constructions, and then intervals. More attention deserve mouthpiece exercises: as itis in R.
Quinque's manual, the main thing here is the balance between stress and diffusion, as well as
constant control over the flow of air. Interestingly, the Basics Plus also ends with two
exercises for diffusion. The most complex range block precedes them.

Conclusions

Summing up the practical significance of W.Guggenberger's system, we can
distinguish the following steps that will play an important role in the daily work of Ukrainian
teachers on the training of professional performers.

- Mental adjustment program.

According to W.Guggenberger's recommendations, as well as after the discovery of A.
Tomatis and M. Csikszentmihalyi, we pay the greatest attention to the mental adjustment of
the student both to a daily exercise and concert performances. The work begins with the
notions of the sound to be extracted from the instrument: the balance between stress and
diffusion, the correct posture, focus on the task, the active work of the imagination - the
images of the "tree" and "golf player". We would add that it is constantly necessary to
motivate students to enrich their spiritual world: to recommend works of fiction, fine arts, to
encourage more often to observe the beauty of nature, the world around, to engage in non-
military sports. Only a multifaceted, fully developed personality can become a true artist, a
musician with a future, therefore, under all circumstances, avoid any limitations, fixations on
the technical difficulties of the instrument, mechanistic in everyday exercises.

- Playing before stage.

At this stage, it is not necessary, although recommended, to use the above mentioned
devices, including Breath Builder and BERP, you can use common materials. The most
important at this stage is the upbringing of the sense of resistance and the return of the air
flow, directed to pure resonance sound. Exercises should be structured from simpler to more

complex, from individual tones to legacies, gradually increasing their range. Exercises are



very useful in bilingual sound, in particular, for individual classes as they contribute to the

development of internal hearing and ensemble skills.

- Stage of performance.

Here, according to the teachings of M. Csikszentmihalyi, the most important for the

teacher is the ability to bring the student into a state of "flow", the maximum concentration

on the task, no matter how complex it is, full merger with the instrument, complete devotion

to the musical work. Actually, this approach to the performance is most effective, it can be

called Capital Music Making: it will require complete devotion to his work, both from the

student and from the teacher.
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