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Are We There Yet?

Improving student musical expression in band and
orchestra

David S. Zerull, Ph.D.
Shenandoah University
Winchester, Virginia

Important Questions to Explore

® What is expression?
® How does music work?

® How does an understanding of how music works
effect expression?

® How do we teach musical expression?

® How can this teaching enhance teaching musical
listening?

‘What is Expression?

® Expression is performing in a way that enhances
the anticipatory effect of the composition and
ultimately affirms the predicted point of arrival.

® Movement or motion in music is central to
applying expression in music.

What do we need to know about
experiencing music?

® material experienced runs its course to
fulfillment

® has unity that gives it its name

® 4 conclusion is...the consummation of a
movement

® Beginning, Middle, and End




Music is...

Sound

Motion

Motion and Metaphor

Motion is experienced as we structure
sounds in our musical imagination.

“Moving metaphors”

® Percussion “rushed”

® Clarinets are “slow”

® Trombones came in “early”

® That line doesn’t “go” anywhere

Reimer on Creating Personal Musical

Experience
recall ® satisfies musical
implications

anticipation

® anticipates
expectations

® close
expected
consequences ® beginning

o fulfillment

Meyer on Tendencies and Resolution

resolution
expected outcome
tendency
resolution
consequent

tendencies are learned as a result of repeated
hearing




More Metaphors of Movement

® Expectation to Fulfillment

® Anticipation to Resolution

¢ Beethoven Piano Sonata #12, Op. 26

How music works is related to
“Anticipation”

Humans have developed an ability to anticipate and
build expectations. Upon arrival, the situation is
evaluated and there is a response. In musical listening,
a similar expectation or prediction is made about what
will follow. When one arrives at the predicted point,
there is a positive feeling associated with it.

Expectation and Prediction

® Expectations provoke positive or negative
“emotions”. Emotions serve as motivational
amplifiers to encourage behaviors presumed to
be adaptive and discourage behaviors presumed
to be maladaptive.

® Successful predictions evoke positive feelings.
We tend to prefer predicted outcomes.

Tension and Release

® Delaying an expected outcome extends the
period of tension which often increases the
pleasure evoked by the resolution.




Music

® Composers create the illusion of movement
through time.

® This is the journey.

Expectation and Arrival

® Think of journeys and experiences having a
beginning, middle, and end.

® Think of composers providing signs directing us
on our path to arrival.

The “What” Prediction

® The classic, standard, cliche, no doubt about it...
V7tol

®  Beethoven Symphony #s, First Movement

Other uses of the Powerful V7

® In the opening gesture, we predict both what
and when

®  Beethoven Symphony #1, First Movement




Meter and Rhythm

® Meter provides the reoccurring temporal
template.

® Rhythm helps us predict the appearance of
future stimuli.

® Grouping and pattern is the result in our musical
imagination.

Rhythm
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Rhythm Creates Movement

® Meter sets up expectations.

® Rhythm helps anticipate next event.

o Tchaikovsky Symphony #2, Fourth Movement

The “When” Prediction

® Composers can use certain thythmic figures to
help us predict musical events.

® The use of these devises is especially effective
when the reoccurring temporal template changes
signaling the end of a musical piece or
movement.

®  llandel Messiab excerpts
®  And the Glory of the Lord
®  [lisToke is sy

s  Ouverture.




Other Musical Devices for Expectation

® Repetition

® Sequence

o “Tchaikovsky Symphony # 4, Second Movement

Tension in Music

® ‘Tension often increase the sense of pleasure
evoked by the resolution or arrival.

Anticipation and Suspension

® Anticipations are the quintessential expectation-
related embellishment.

® Suspensions create high expectation for what
will follow.

®  Victoria O Magnum Mysterium.

Delay as Tension

® Composer Designed

e Victoria O Magmum Mysteritm.

® Performer Expressed




Hearing it All Together

® Ticheli An American Elegy

Expression

® Expression is performing in a way that enhances
the anticipatory effect of the composition and
ultimately affirms the predicted point of arrival.

Teaching Journey and Arrival

® Teaching expression and making music depends
on the student knowing “why” he is doing this.
Musical expression and performing in a
musically expressive way requires that the
student knows “where” he is going and “how” to
get there. We must be sure that students sense
movement,

Techniques for Teaching Expression

® Scales

Chord progressions
® Identifying cadence parts

® Crescendo and decrescendo as direction




Connecting Expression Techniques to
Performance

¢ Lisk: Natural Laws of Musical Expression
® Low searches for high

® High searches for low

® Why are these “laws” effective?
®  Strauss Don Juan. Op. 20
®  Rimsky-Korsakov Scheberazade. Op. 35, Second Movement

Connecting Expression Techniques to
Performance 11

¢ Laudermilch: An understandable approach to
musical expression.

® Concept 10: Music never stands stifl

®  Dvorak Cell Concerto Op. 104, Second Movement

Connecting Expression Techniques to
Performance 111

® Laudermilch

® Concept 11: Repeated notes are intensified
with crescendo

®  Bach Concerta for Violin, BWYV 1042, First Movement

Listening...the Bonus!

® By emphasizing the way music works, with its
aspect of journey and arrival, we are teaching
listening. Deep musical listening requires an
ability to recognize form (not sonata-allegro,
etc.), and if students can analyze and understand
the workings of music, they will by definition be
able to follow the piece from beginning to end.




The Journey

® In their musical imagination, students can be
carried on the journey and hear not a collection
of notes or sounds, but sense the organization
and structure of the elements working together
to form the musical work of art-large or small,
old or new, popular or Western art music.

An Invitation

® Teaching music “musically” requires a knowledge
and understanding of the art and how it works.
We can use that knowledge to more fully engage
our students in making and experiencing music.

Are we there yet?
Improving student musical expression
in band and orchestra

David S. Zerull
Shenandoah University

Thank You




Beethoven Symphony #1
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Allegro ¢on brio.
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O magnum mysterium

Tomas Luis de Victoria (1548 - 1611)
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Strauss Don Juan
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Bach Violin Concerto
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