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Fostering the Musician’s Spirit:
Developing and Nurturing Musicality in Students
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Identifying'Musicality

e Frank Mannheimer: “Musicality deals with the music behind the notes.”
e Joanne Smith: “Musicality is the expression of that which comes from within.” Musicianship,
then, “is the ability — the skill —to decipher what is to be expressed.”

The aim of art is not to represent the outward appearance of thin Y
but their inward significance.
risgtotle

The Influence, Education and G ernan€ of V‘@yE
1. ExpresSivéhess —A ychology — Psychological state®— i
Inflectidlh — NuBnBe — Subtlety
L assi Drama — Acting — Performa eograph
* Active Listening — Pre-gudiati rfaed Ligfening (knowing what to listen for)

5. Intention — Nj@dRing nscio ght — Awareness
6. _Inspirdtion @ a usical conceptualization
. WInterpr@tatio anslation of the printed score — Performance practices — Musical style
rticulation — Ornamentation — Touch
Technique — Ability — Mastery — Control — Command — Fluency

10. Aptitude — Generalship — Naturalness — Talent — The X-factor
11. Dance and Song — Nature — Personification — Music-ification

© 0

12. Semiotics — Symbolism — Imitation
13. Gender-appropriateness — Class-appropriateness — Cultural-appropriateness
14. Line — Contour — Shape — Direction — Motion

15. Rubato — Timing {Phrasing ontrot

aekperience]

16. Tension and Releas

17. Creativity — Comp®s
18. Spirituality — Soul
19. Beauty — Art — the
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Developing, Nurturing, and Empowering Musicality —

Finding Flow - /

Flow is an almost euphoric mental state where a where a person is fully immersed in an activity
with a feeling of energized focus, full involvement, and success. Flow can be found in the short
term (in a performance, for example), but should be aimed for over the long term by regularly
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o . Appropriately' matched to the personality of the student
o Is'music that somehow resonates with the student

o Music that the student finds appealing, likable or attractive
o Repertoire that is in a musical language they can understand and gelat
e The later stages &
o Somehow expands the horizons of a studegts unf u
o Can be in direct contradiction t iMpergonalit @ i.e$giving a shy girl
a bombastic piece; givi h ol e a slowMyrical piece)
r&@or era \O

iv
o Music of from agflinfa
2. Sequenci re 'res 0 i
. p idte a gical progression of r ple@tio
hnical
of fhusi®that meets a student’s skill to the

Spiral musical concepts agf tec
o Create a step q%
cha of tf pi€cevwo®a 1:1 ratio
&dea f one selection to another so students aren’t learning
irely new sets of information for each piece

3. Wvoid routine and predictability

e Inlessons
o Lessons don’t always have to follow the same format from week to week
e Start with scales one week
e Begin with problem areas within a newly assigned piece the next
o Keep in mind right-brained and left-brained activities during lessons
e Theory is a left-brained activity while performing is a right-brained

ke the shift between left-
ns — keep them lumped

e [n practic ust change also
o 30 minutes may be too long for a young beginner
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Singing p— PAGE 4

The voice is the first instrument experienced by human beings not only as indi‘véjals, but as a
speciesas.well. Singing strengthens the internal generation of music.

¢

1. Sing while they play
e _Gives the music a sense of line, direction and phrasing
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takes to reach those high notes while they sing)

o/ Will hear the end of a phfase —the end of long slurs will be tapered as they
run out of-breath

o Taps into their stream of consciousness

o Makes the music more personal as they are now more physically in control
of the melody or phrase Y

2. ... while they’re not playing \
e Sing everywhere all the time O
e Solidifies memory %
e Reinforces the physical ¢ ctu maki O
3. Write lyrics 0‘ \
o WLlylkics sh aLﬁe music
o $l@mood and emotion \B
0 In meter
? ER o The prose ant e&e sholild Milatch the melodic rhythm
a e

e (Consider thé v@ acula g composer

al rh of a spoken language effects melody
elody rhythm
1 e Word placement in the mouth
e The role of vowels and consonances
e Examples:
o Singing “Lie-be dich” for the opening statement of Beethoven’s Sonata Op.
31, No. 3. (“Ich lie-be dich” for mm. 3-6.)
o Italian bel canto for Chopin Nocturnes
o Thinking of a closed “Mmmm” for the end of a long note on clarinet

o Paraphrased critique about Yo-Yo Ma’s artistry: “He has such a wide variety
mto the string that his playing

4. Vocalize
e Vocalize p

o)
o Not unlike how a conductor might demonstrate an instrumental part
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1. Tothemselves -

Listening p— PAGE 5
5

e For beautiful tone production, but also for

o Dynamic shape L :
o Phrasing
o Color
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e Recordthemselves
o Audio record
e "This takes the tactile sensation out of the listening process
e Allows them to listen to what they’re doing without having to
watch, play and listen simultaneously

e Gives them an objective perspective of their own.play Y
o Video record @

e Provides an opportunity to segteghnica

e Students can se mafge choré®efa

e Can see@e ings ne@d to be timed better‘ \ON

2. Torelate rks »
. 46‘ orks, or works of the e, y%U they’re
o}
o Gives aconte B C &(o u
| 18| es

dingsy@f@lternate orchestrations of the same piece
Oox

1 o Listen to all works for Clarinet and Orchestra by Mozart
N e Listen to Beethoven’s string quartets if playing Op. 101

t¥uring that period

e Listen to the fully orchestrated Mahler songs, if accompanying
e The music of contemporaries of the composer they’re playing
o Provides historical context
o To hear what lesser composers were doing at the time

3. Guided listening

e [ijstento
o
o)
o A

BY NC: ND process behind your decision

e Composition students can benefit from seeing orchestration and instrumentation
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Expressing —— PAGE 7

1. Emotional Depth - //\'
. Improvise in order to gain a deeper emotional understanding of themselves

o Not.only a good outlet, but helps‘connect feelings to musical sound
o “Ilmprovise for 10 minutes focusing on [such-and-such emotion]”
e Do sorepeatedly, but with a variety of emotions

] O N M l C H %ShE”d eat'"leclvntﬁswk‘tsg'”@‘"YNawkward

want to stop prematurely
e Brainstorm a list of emotional states
o An ongoing list'within their music/assignment books
o Students can refer to this when learning new music: “what emotion do you
connect with this [section/variation]?”

e Repeat a phrase multiple times, each time seeking yet a deeper emotiona
connection to the phrase L
o Not only for expressive passages, but for humor;
o This then becomes a practice st q ﬁ
2. Over-exaggerate O? O
e Propertie ‘ \
ate dynamics and/or artic
ve them use too much ruba \
R o Slow the tempo downfer 8peed it
? ”PIay is pied X 0s
@ ft h the student about which decision might be best

O ‘
e Take a passage and perform the passage eight different times

3. Experiment
o Adifferent mood, character or feeling should be employed each time

do
hé&ke aking the music schmaltzy — things need to return to the

e proportion when the over-exaggeration exercise is finished

e Some moods should be close to the desired result
e Other moods should be in direct opposition to the desired result
e Trydifferent articulation markings for a passage that aren’t found in the score

a
i@pn 5 through a passage or
cadence

e Asktheq BY NC ND one? What would that have
sounded like?”
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Creating (cont.) y p—— PAGE 11
I//

1. Visual imagery
e Create visual images, dfawings or depictions of their piecés
o Use.a variety of textures, co’lor’s‘ and lines
e Use de;cription vocabdlary in explaining a possible scene found within the piece
o ‘Have students describe what’s happening '
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2. Mapping
' e Drawing or creating some type of “map” for their piece, a la Rebecca Shockley
o Helps students view their music from yet another perspective

o Frames their music in a more objective way
o Good for solidifying memory
o The creation or depiction of their piece helps personalizegihe mieafling of
the music O
3. Narrative Y
e (Create or understand th<story @ tiV@ that accompanies a piece OT\ O
b a Qassi

e (Classical g@gciod

o T rétgpics contained within each secti sidgwit sical
s@nata, for example) X
R O Helps enliven the musig fiom gﬁc tifle as “Sonata”
? e Found naturally in the &erio
a piec@s (Sghum¥ann’s Papillons or Carnival)
Qci sical™paintings” (Smetana’s “Moldau,” from Ma Vlast)
e poems (Strauss’ Don Quixote)
O o Thematic transfiguration (Liszt’s Sonata in B minor)
e Found throughout Impressionistic works as well
o Debussy placing the name of his Preludes at the end of the piece

o Ravel using themes of the “exotic” — Alborada del Gracioso (Spanish),
Tzigane (Gypsy) and Cing Melodies Populaires Grecques (Greek)

©0Gle
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