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ABSTRACT
This paper provides an in-depth analysis of the parallels between athletic training and
music practice. The paper explores the parallels between athletic training and music practice
through vignettes, as well as through a review of literature. The review of literature explores
these parallels through definitions of practice, the role of mentors in developing habits, the
function of structure and contextual interference, the effectiveness of holistic approaches, and the
concept of expert performance and deliberate practice. Next, the paper uses the deliberate,
strategic methods of athletic training to inform the creation of a practice plan for classically
trained collegiate wind musicians that seek to increase stamina, improve technical skill,
strengthen breath support, heighten mindfulness, and improve focus. Finally, it contains
instructions for use of the practice plan, as well as suggestions for modifications musicians may
use to adapt the plan to fit their specific goals and practice styles. Developed to be a practical
application of the research, the plan is intended for the collegiate wind musician seeking to
incorporate structure into their pre-existing practice routine.
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CHAPTER 1
VIGNETTES

Vignette 1
A runner begins to train for a marathon. She has trained athletically for over ten years,
but just has two years of experience running for distance. She is well-versed in the measures she
must take to prevent injury, gain strength, and improve her time. The runner recently purchased
several books detailing suggested training plans, running technique, proper stretching routines,
race day expectations, and suggested nutrition. She reads the books carefully, then uses the
information she gathers to create a training and nutrition plan that will best suit her lifestyle,
schedule, and time goal.
As she begins her training, she makes careful documentation of every run and training
session she completes and adheres religiously to her training plan. She continuously revises her
goals based on her body’s response to the rigorous training. The training becomes incrementally
more difficult as mileage increases and the timing requirements tighten. The runner designs each
workout to prepare herself mentally and physically for the race. She works daily to improve her
technique, speed, and endurance, while providing her body with ample time to rest.
Race day arrives. The runner arrives at the race site early to warm up and stretch. She
visualizes herself completing the race and achieving her goal time. She registers, receives her
number, and pins it to her shirt. She has practiced running on similar terrain and drove the
course as soon as she got into town. The runner feels confident and prepared. While the race is
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challenging, she feels sure that she will complete the race successfully. During the race, she tries
to clear her mind and enjoy the feeling of running. When the race is completed, she takes a
moment to feel happy for her accomplishment. In the following days, she begins planning and
researching for her next race.
Vignette 2
A musician begins to practice for a concerto. She has trained musically for over ten
years, but just has three years of experience training at a college music school. She is wellversed in the measures she must take to prevent injury, increase endurance, and improve
technique. The musician recently purchased the score and several recordings of the piece she is
set to perform. She studies the score and listens to the recordings carefully, then uses the
information she gathers to develop her interpretation of the piece, as well as a practice plan that
will best suit her schedule and time restraints.
As she begins her deliberate practice, she makes careful documentation of every session
and adheres religiously to her practice plan. She continuously revises her goals based on her
response to the practice plan. The practice plan becomes incrementally more difficult as the
length of of practice sessions increases and the standards increase. The musician designs each
practice session to prepare herself mentally and physically for the concerto. She works daily to
improve her technique, speed, and endurance, while providing her body with ample time to rest.
Concerto day arrives. The musician arrives at the concert hall early to warm up and
perform breathing exercises. She wears her formal dress and visualizes herself giving a musical
performance and taking her final bow. She has practiced performing this piece daily and stood
onstage at the dress rehearsal yesterday. The musician feels confident and prepared. While the
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concerto is challenging, she feels sure that she will complete the performance successfully.
During the performance, she tries to clear her mind and enjoy the feeling of sharing her music
with the audience. When the concerto is completed, she takes a moment to feel happy for her
accomplishment. In the following days, she begins planning and researching for her next
performance.
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CHAPTER 2
INTRODUCTION AND RATIONALE

As a student pursuing an undergraduate degree in Music Education at Penn State
University, I fully realize the vigorous expectations for individual practice that accompany
acceptance to a collegiate music program. As I persist in navigating these expectations, I persist
in attempting to find a practice program that provides the structure, focus, and regularity
necessary for consistent improvement in musicianship. Many of my musician peers struggle to
develop consistent and effective practice routines in part because the skill of practicing is
generally self-taught.
For my entire life, I have concurrently been an athlete and a musician. I began playing
the piano in kindergarten, at the same time that I played t-ball and soccer. When I began clarinet
in fourth grade, I began basketball and continued both through high school. In sixth grade, I
started accompanying the junior choir at church on piano and regularly doing P90X, an at-home
training program, with my father. Throughout high school, I joined the marching band and
began seriously considering a career in music while playing varsity basketball and discovering
my love for yoga and running. In my time at Penn State as a music major, I ran a half and full
marathon, practiced at a yoga studio, and visited the gym daily.
Although it frequently irritated both my coaches and music teachers that I could not
choose between the two disciplines, I truly believe that my two passions of fitness and
musicianship have always existed as a symbiotic relationship in my life. The similarities between
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the two disciplines are endless. In an ensemble setting and on the basketball court, nonverbal
communication, trust, and intuition are essential for success. In solo performance and while
running a marathon, focus, stamina, and adrenaline carry a clarinetist to the last fermata, and an
athlete to the finish line. Furthermore, one cannot expect to spend hours preparing for an
upcoming performance in the practice room or training in the gym for an upcoming game
without complete command of fundamentals, extensive planning, and absolute focus.
When my practice routine began to feel inconsistent, ineffective, and uninspired, I looked
to my background in fitness and athletic training. I wondered if I could use the tools for
structuring effective workouts and training programs in order to structure a more effective
practice session. This curiosity led me to work towards pursuing a Certified Personal Trainer
certificate from the National Academy of Sports Medicine (NASM) and launched my research
pursuits in developing effective practice routines based on the pillars of athletic training.
In order to address the practice challenges that I, alongside my peers, face, I created a
clear musical practice program intended for use by collegiate wind musicians to help them reach
their performance and practice goals. The practice program is based off of the Optimum
Performance Training model (OPT) from NASM, and marries the principles and science behind
athletic training with the demands of studying music. I hope that this thesis may serve as a guide
not only to music students, but also to music educators and applied lesson teachers in giving their
students the tools necessary to establish positive and effective practice routines and habits.
Through this research, I plan to shed light on the parallels between athletic training and
music practice in order to use the deliberate, strategic methods of athletic training to inform the
creation of a practice plan for classically trained collegiate wind musicians that seek to increase
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stamina, improve technical skill, strengthen breath support, heighten mindfulness, and improve
focus.
The purpose of this project is to help classically trained collegiate wind musicians to
utilize more effective practice routines. In creating practice routines modeled after athletic
conditioning programs, I will demonstrate how students can approach musical practice in a way
that specifically isolates different areas of musicality and provides sufficient scaffolds to produce
improvement in focus, speed-work, and endurance. With insight gained through my personal
experiences as a musician and athlete, research in the fields of musical practice and personal
training, and my experience studying to gain a Certified Personal Trainer certificate through
NASM, I hope to answer the following research questions:
1. What parallels exist between the practice demands of musicians and the training
demands of athletes?
2. What aspects of athletic training benefit, improve, or enhance musician practice
routines?
3. How can a practice routine be modeled after an athletic training plan to support
musical growth in a classically trained, collegiate wind musician by aiming to
improve focus, speed-work, and endurance?
Because athletes and musicians have similar demands in focus, speed-work, and
endurance, I plan to use the techniques of athletic training programs to create practice routines
for musicians that address both the physical and mental demands of achieving musical
excellence. I plan to prove that the parallels that exist between athletic training and practice
routines are valuable in helping musicians construct practice sessions that are intentional,
effective, and rewarding. Using the conclusions I draw, I will create a template practice program
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ready for use by classically trained collegiate wind musicians that incorporates traditional warmup exercises, etudes, solo repertoire, and studies in intonation, tone quality, and endurance that
closely mirrors an athletic training program in its format, organization, and progression of skills.
In providing this template, I seek to offer collegiate musicians the structure in a practice routine
that will enable them to feel focused in their practice sessions and see improvement quickly.

TRANSPLANTING METHODS OF ATHLETIC TRAINING TO MUSIC PRACTICE

8

CHAPTER 3
LITERATURE REVIEW

Practicing as a Musician
Learning to play an instrument requires both fine and gross motor skills, muscular
endurance, breath control, mental stamina, creativity, and musical knowledge. Musicians
develop these skills over countless years as they progress from learning to produce a tone to
preparing repertoire for a solo recital. Progress occurs slowly, and musicians constantly refine
their practice routine to discover how to improve skills efficiently and effectively. Zhukov
(2009) offers multiple definitions of practice, including preparing for performance, honing
musical skills, and working on fundamentals. Assuming that many musicians work towards all
three definitions at once, musical practicing becomes a very complex skill requiring high
amounts of multi-tasking and programming.
Teachers and mentors provide suggestions for practice, often in a checklist: Perform
scales at “x” metronome marking, practice long tones with a drone, learn one etude per week,
and begin the opening cadenza of a given solo piece. The teacher often does not state, but
implies that students should simultaneously work to develop musicality by listening to music,
improve technique by independently practicing technical exercises, and increase breath support
by having a consistent warm-up routine. As a result, students frequently enter a practice room
“blind,” having a vague idea of the items that must be checked off for their practice session, but
leaving the structure and method completely unplanned. According to Brooks (1995), musicians
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often form their practice techniques by using a combination of prior knowledge and experiences,
their own personal bias, and influence from consumed media. Therefore, teachers play a
significant role in influencing the practice habits of their students.
McPherson and Davidson (2002) assert that a teacher’s role is to “set manageable and
appropriate goals for [a student’s] progression, and to monitor the success or otherwise of the
practice strategies they employ while learning their instrument” (p. 154). Using an
amalgamation of theories that exist concerning musician practice, prior experience, and
assessment techniques, a teacher can help to guide students towards productive practice. A
student must then digest the given recommendations and consider their learning style, time
restraints, and personal goals to develop a practice routine that serves them well.
Because music practicing is such a complex discipline, Stambaugh and Demorest (2010)
use motor learning research to investigate the effect of contextual interference on musical
practice sessions for seventh grade wind instrumentalists. Stambaugh and Demorest define
contextual interference as “the frequency with which a new task is undertaken in a practice
session,” (p. 21) and state that the contextual interference hypothesis “predicts random and serial
practice schedules are superior to block schedules for retaining newly acquired motor skills” (p.
25). Therefore, they hypothesized that higher levels of contextual interference aid learners in
learning and completing high-complexity tasks, such as learning several pieces of music at once.
In their study, Stambaugh and Demorest tasked the musicians with practicing three different
pieces of music in an eighteen-minute time period, using a different method of practice for each
musician-subject. The methods of practice considered included blocked, random, and serial
practice schedules. In blocked practice, musicians completely finished one piece before
beginning the next. In random practice, musicians rotated between pieces every two minutes for

TRANSPLANTING METHODS OF ATHLETIC TRAINING TO MUSIC PRACTICE

10

the entire eighteen minute period. In serial practice, musicians rotated between pieces every
minute for the entire eighteen minute period. While the study found no significant differences in
technicality or musicality scores based on the method used, it did conclude that “structured and
deliberate practice [was] more effective than informal practice, [and] the use of models improved
performance at all levels” (p. 21). Simply having a structure in mind for practice allows the
musician to focus and work deliberately toward clear and established goals.
Although the method of practice scheduling may not be a significant factor in
determining success, the specific practice strategies chosen by the musician do have an effect.
Zhukov (2009) advocates for use of evidenced-based practice strategies, including chunking,
listening to models, mental rehearsal, and an overall holistic approach. Chunking involves
increasing the length of units of repetition as a musician improves, in order to “link consecutive
fragments into extended sections” (p. 7). Listening to models and engaging in mental rehearsal
are both examples of practice without an instrument. In mental practice, musicians envision and
audiate a piece of music, thinking about how it might sound and what it might feel like to play
the piece. Listening to models is a branch of mental rehearsal, thinking through a task in one’s
head without engaging in physical movement, and can be beneficial to musicians when used in
conjunction with physical practice (Brooks, 1995, p. 4). In fact, Stambaugh and Demorest
(2010) found that “physical practice alternating with mental practice was as effective as physical
practice alone” (p. 21). Mental rehearsal is best utilized when a musician is physically fatigued,
or when a long practice session may benefit from a change in pace, or contextual interference.
In addition to physical work on technique and mental work on musicality, Zhukov (2009)
encourages musicians to pursue a holistic approach for practicing, or one that incorporates
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“stretching exercises, settling into one’s environment, improving basic posture and coordination,
coping with difficulties and aiming at simplicity of solutions, listening techniques and
understanding of structure, and, finally, focusing one’s attention on the sensations of touch and
movement” (p. 8). A holistic approach is necessary because music performance is such a
physical discipline. Without recognizing the connection between a musician’s mind and body,
and an awareness of the body as an instrument, a musician may never progress past technical
accuracy in their music-making endeavors. Musicians should strive to think of a holistic
approach in their everyday practice, but can utilize this mentality on rest days to improve their
musicianship while spending time away from their physical instrument.
In sum, the key to a musician’s success in any practice routine is intention, having a
purpose behind each chosen exercise and focusing all attention to the task at hand. Lehmann and
Ericsson (1997) conducted extensive research on expert performance and deliberate practice.
Deliberate practice requires musicians to set observable and measurable goals, as well as decide
which strategies will aid them in reaching their set goals (p. 44). Deliberate practice also expects
the musician to engage in self-assessment, monitoring their own practice to determine when to
edit goals, mark goals as complete, or set new goals. According to Lehmann and Ericsson,
musicians engaging in deliberate practice need to set goals just out of their reach, prompting
“repeated failures until eventual mastery is achieved” (p. 48). Musicians must constantly
monitor their routine and progress, making sure each practice session contains a goal just beyond
their current ability level in order to ensure steady growth. Lehmann and Ericsson insist that
achieving expert performance in any field requires deliberate practice with set goals, planned
procedures, intense focus and awareness, and constant self-monitoring.
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Training as an Athlete
Just as Lehmann and Ericsson explored the concept of expert performance in a vast array
of fields and disciplines, Green and Gallwey (1986) note and expound upon the numerous
parallels between expert performance of musicians and athletes in their book, The Inner Game of
Music. They write, “People ‘play’ sports and ‘play’ music, yet both involve hard work and
discipline. Both are forms of self-expression which require a balance of spontaneity and
structure, technique and inspiration. Both demand a degree of mastery over the human body, and
yield immediately apparent results which can give timely feedback to the performer” (p. vii).
Both athletes and musicians require fine and gross motor skills, muscular endurance, breath
control, mental stamina, and a unique brand of creativity, as well as ample prior knowledge
about their specific discipline. And, both athletes and musicians develop these skills over
countless years, progressing from execution of fundamentals to mastery of their craft. In both
disciplines, progress occurs slowly. Athletes and musicians constantly refine their training
routine to find out how to improve skills efficiently and effectively. Many programs and training
styles exist, and athletes must trust coaches, mentors, and their own intuition to create and follow
a training plan that allows them to reach their specific and predetermined goals.
Coaches and trainers provide suggestions for athletic training in a very specific manner.
In contrast to the practice habits of many musicians, athletes systematically follow evidencebased practices for training in order to help prevent injuries and ensure progress towards goals.
Athletes rarely enter the gym blind, without a plan, and without an evidence-based training
practice in mind because injury can so easily occur. The National Academy for Sports Medicine
(NASM) instructs its trainers to follow the Optimum Performance Training Model (OPT Model),
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which systematically and carefully guides its athletes through progressive levels based on each
athlete’s ability level, strength, and goals. The levels include the Stabilization Level, Strength
Level, Hypertrophy Training, Maximum Strength Training, and the Power Level.
Athletes begin at the Stabilization Level, during which the primary goal is to improve
muscular endurance, flexibility, balance, coordination, and posture. Clark and Lucett (2017)
state that successful completion of the Stabilization Level “requires proper alignment of the
human movement system and the stabilization strength necessary to maintain that alignment” (p
10). Without control of posture, athletes are unable to complete the movements required to
successfully complete future levels. The consequences of moving to the next level without
control of posture include increased stress of the joints and overloading of the soft tissues.
Whereas musicians may not suffer obvious consequences for overtraining or lack of sequencing
in their practice, athletes experience injuries that force them to train using evidence-based
practices. The negative effects musicians experience from inefficient or unintelligent practicing
are much more subtle, but can be avoided with proper sequencing and use of evidence-based
practice strategies.
After the Stabilization Level, NASM suggests that athletes progress to the Strength
Level, intended for improving endurance and increasing overall strength and work capacity,
before progressing to Hypertrophy Training, intended for increasing muscle size. From there,
athletes move to Maximum Strength Training in order to improve peak force, and finally reach
the Power Level, intended for the development of speed and power. By moving strategically
and intentionally through each of the levels, athletes build the strength necessary to complete a
training program that includes traditional strength exercises using very heavy weights
immediately succeeded by a power exercise using similar joint dynamics, but with the goal of
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moving as fast as possible. This accomplishes all of the goals of each previous level
simultaneously by enhancing “prime mover strength while also improving the rate of force
production (ability of muscles to exert maximal force output in a minimal amount of time” (p.
12). If an athlete were to attempt to jump right to the Power Level without successful
completion of each of the previous levels, they would risk serious injury, as well as almost
guaranteed failure. If the athlete skips the fundamentals in favor of quick results, they risk
injury, frustration, and surrender in the face of their goals.
As Stambaugh and Demorest (2010) concluded in their contextual interference study,
simply having a structure in mind allows a person to work intentionally towards clear and
established goals. Athletes, of course, do not all adhere exclusively to NASM’s OPT Model.
There exist a plethora of plans and strategies from which athletes choose. Athletes use an
amalgamation of all available training strategies and formats to create a training plan that will
help them to reach their individual goals. The plan created in this project combines strategies
from the OPT Model, the marathon training plans of Hal Higdon (2005), and the author’s
personal experience with training styles derived from basketball, functional training, distance
running, CrossFit, and yoga.
In sum, the key to an athlete’s success in the gym is intention: having a purpose behind
each chosen exercise and focusing all attention to the task at hand. By following the direction of
Lehmann and Ericsson (1997), setting observable and measurable goals and identifying
strategies to reach set goals, athletes will succeed in attaining their goals with optimal efficiency.
Musicians should strive to emulate the manner in which athletes constantly engage in selfassessment, monitoring their own practice to determine when to edit goals, mark goals as
complete, or set new goals.
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CHAPTER 4
PARALLELS

The parallels between the physical and mental demands on athletes and musicians are
boundless. In this section, the author provides a juxtaposition of quotations from Marathon: The
Ultimate Training Guide by Hal Higdon (2005) with her application of each excerpt to the music
practice room. These excerpts and applications were used to inform the creation of the practice
plan presented in this project.
Quotation 1: “Progressively longer runs guarantee success” (p. 53).
In this practice plan, musicians are encouraged to regularly reflect and set realistic goals
while constantly challenging themselves to improve. When beginning a new plan, musicians
must remember to start small and build solid habits before progressing to longer practice sessions
with more complex exercises in order to ensure long-term success.
Quotation 2: “Where you end in weekly mileage depends partly on where you begin” (p. 54).
If a musician begins this practice plan without any prior experience of following a plan or
maintaining a consistent practice regimen, they cannot expect to achieve success by jumping into
the program at high gear. Musicians must remember to stay grounded and take well-paced,
gradual steps towards achieving set goals.
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Quotation 3: “Rest days keep you healthy” (p. 55)
Mentally and physically, the body needs rest. Musicians are athletes and often forget
about the physicality that goes into playing their instruments. Additionally, cramming or overpracticing can lead to anxiety, which negatively impacts performance. Higden (2005) writes,
“The purpose of training is to break the body down so it will rebuild itself stronger than before.
The musculoskeletal system generally requires 48 hours to recover after hard work” (p. 55).
While practicing for a recital is not quite as physically demanding as training for a marathon
because musician training is psycho-motor rather than purely physical, the sentiment still holds
true that a body cannot function at its best without enough rest.
Quotation 4: “Regularly scheduled step-back weeks make it possible to survive the stress load
that is part and parcel of the high mileage necessary for successful marathon training. You can
relax during step-back weeks, knowing that you are storing strength to push ahead to the next
level of achievement” (p. 56).
Some weeks, musicians may find that they are unable to practice effectively due to other
obligations. Instead of feeling guilty and frustrated for being unable to keep up a rigorous
practice routine, musicians should feel confident in their decision to cut back on practicing, as
long as they do not cut back every week. In addition, on step-back weeks, musicians should
avoid cutting back practice time more than 25% in order to maintain endurance. Nonetheless,
periodic step-back weeks are helpful in lowering stress, increasing productivity, and improving
the musician’s quality of life. This cut-back will make a musician’s likelihood of success greater
when they return to their regular habits the next week.
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Quotation 5: “Consistency counts in the long run” (p. 58).
Even practicing for ten minutes is better than not practicing at all. The act of putting an
instrument together reminds a musician’s body of how it feels to play, focuses attention on goals,
and provides a check-in point for what a musician must work on in following days. In addition,
any level of consistency allows musicians to keep up the endurance they built over many weeks,
months, or years or practice.
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CHAPTER 5
DESCRIPTION OF PRACTICE PLAN AND INSTRUCTIONS FOR USE

Description of Plan
This plan is intended for use by collegiate level wind musicians for use over a period of
several months in preparation for a performance. Although the author, a clarinetist, devised the
plan with consideration to the techniques and fundamentals used in clarinet playing, she intended
to make the plan easily transferable to any wind instrument. Similarly to a personal training plan,
the week begins with careful goal setting, as well as mindful and even spreading of repertoire
and exercises throughout the week.
Each day of the plan contains a different focus, including Strength and Endurance,
Technical Accuracy, Speed, Interpretation, and Cross Training. The National Academy of
Sports Medicine’s Optimum Performance Training (OPT) Model serves as the model for the
format of each individual day. While the phases of each practice session remain consistent
(Warm-Up, Core and Breath Work, Speed and Agility, Resistance, and Cool Down), the focus
changes. Athletes tend to focus their workouts around a unique muscle group each day, and
musicians utilizing the plan do the same. Musicians may decide which day of the week to assign
to each page in the plan. However, the author recommends that, as in athletic training, musicians
do not complete practice sessions with the same focus two days in a row.
A suggested order is listed in Table 1.
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Table 1. Suggested Order

The order listed in Table 1 takes into account the intensity of each separate day, spreads
out similar focuses, and inserts light or rest days after more challenging days. It does not matter
what repertoire the musician chooses to tackle each day. The author advocates for an approach
in which musicians mindfully identify concepts, technical passages, and other specific aspects
needing improvement in their repertoire. Then, musicians may make an informed decision
regarding which training focus day best suits their goals for each pieces practiced throughout the
week.
How to Use
To begin, musicians will fill out Figure 1 (found in Chapter 6), “Practice Organizer,”
keeping in mind the etudes, excerpts, and solo repertoire they intend to target during the week.
For achieving long-term goals, musicians may fill out several “Practice Organizers” at once to
obtain a vision for a month or semester’s worth of practice. After generating a list of the etudes,
excerpts, and solo repertoire for intended practice and marking the days of intended practice for
each, musicians will turn their attention to the “Areas of Focus” section at the bottom of Figure
1. In this section, musicians prioritize specific measure numbers or concepts within specific
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pieces that require intensive focus during the week. After filling out the first two sections and
setting specific and measurable goals for the week, musicians determine which warm-ups are
most appropriate to program, based on the repertoire selected for each day. Goal-setting serves
as a critical aspect of both athletic training and musician practice in that it allows for more
meticulous and deliberate planning throughout the week.
Musicians may choose to modify practice sessions to meet their individual needs. To
simplify practice sessions, musicians will decrease the number of sets completed for each
exercise, choose less than three pieces or excerpts under “Areas of Focus,” or cut out any number
of steps in the “Resistance” section (although the author advises against shortening the
“Resistance” section more than two times per week). Additionally, musicians may choose not to
repeat the “Strength and Endurance” or “Technical Accuracy” days, instead adding more days of
cross training or rest, or adding additional “Speed” or “Interpretation” days. To make practice
sessions more challenging, musicians will complete multiple sessions each day, or repeat the
“Warm-Up” section with a different set of etudes or exercises. Musicians may also choose to
add more than three pieces or excerpts under the “Areas of Focus” section, repeating the
“Resistance” section multiple times to practice a greater variety of pieces and excerpts. Even if
musicians choose to increase the rigor and intensity of practicing, musicians should refrain from
skipping cross training days and should consider taking one rest day each week to focus on
mental health and injury prevention.
Every page contains a section designed for reflection. The reflection for each will likely
vary, but may potentially answer questions such as, “What went well today?”, “What still needs
improvement?”, “What techniques today were effective in helping me to improve?”, “How can I
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improve my focus in future practice sessions?”, “What may I need to modify for the rest of this
week to be successful?”, “How did I feel about my practice session today?”, etc. Daily reflection
functions as an assessment tool that assists both musicians and athletes in setting goals in future
weeks.
On “Strength and Endurance” days, musicians will refer to Figure 2 and Figure 3.
Musicians must plan to move slowly and focus on their breath and core the entire time. The
author encourages musicians to feel grounded and maintain a strong core. Tone stands as the
constant focus while moving through the exercises. Tempo markings must err on the slower
side, to allow musicians to primarily target phrasing and tone quality, while simultaneously
solidifying technique. Please see the “Exercises and Definitions” section of this guide to
investigate appropriate exercises for the “Stretch Sequence” and “Core Activation” sections, as
well as to receive guidance on performing a “Tabata” (in “Speed/Agility”), and a “Tempo Run.”
The author recommends that musicians complete two “Strength and Endurance” days per week.
Appropriate passages to select for “Strength and Endurance” days are listed in Table 2.
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Table 2. Passages for Strength and Endurance

On “Technical Accuracy” days, musicians will refer to Figure 4 and Figure 5, and work
to maintain focus by striving for consistency and meticulousness throughout the practice session.
On these days, musicians avoid marking sets as complete until completing each with 100%
accuracy. Careful selection of breath exercises that help to center and focus the mind, as well as
warm up the body, sets the tone for the entire practice session to follow. Please see the
“Exercises and Definitions” section of this guide to learn about performing a “Sprint”, as listed
under “Speed and Agility.” The author suggests that musicians complete two “Strength and
Endurance” days per week. Appropriate passages to select for this “Technical Accuracy” days
are listed in Table 3.
Table 3. Passages for Technical Accuracy
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On “Speed” days, musicians will refer to Figure 6. They should apply the meticulous
work they completed on the “Technical Accuracy” days and focus on increasing tempo. Runners
do not stand a chance of improving their time without applying the power and technique they
gain from practicing fundamentals and strengthening exercises. Likewise, musicians do not
stand a chance of improving tempo without slow, deliberate practice of fundamentals and
technique. As a reminder, the “Exercises and Definitions” section of this guide defines
unfamiliar terms and prescribed exercises. Musicians must continue checking back to their
“Practice Organizer” page for each week in order to ensure that they are on track and practicing
all of the etudes, excerpts, and solo repertoire they originally intended to cover. Appropriate
passages to select for “Speed” days are listed in Table 4.

Table 4. Passages for Speed
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On “Interpretation” days, musicians will refer to Figure 7. Musicians will focus their
attention on musicality. Musicians must make decisions regarding musical ideas and attempt to
execute them. The author proposes that musicians review exercises in the “Resistance” section
before practicing and make sure to gather all needed materials ahead of time. Materials needed
for this include paper and a pencil, a timer, a recording device, and professional recordings of
repertoire (recordings should be pre-set to the correct location in the recording before
commencing practice). To look up unfamiliar terms or prescribed exercises, musicians will
review the “Exercises and Definitions” section of this guide. Appropriate passages to select for
“Interpretation” days are listed in Table 5.
Table 5. Passages for Interpretation

Finally, on “Cross Training” days musicians will refer to Figure 8. Musicians will be
active musically, physically, and mentally without setting foot in a practice room or assembling
an instrument. On this day, recharging, practicing wellness, and exploring music in a new and
different way acts as the focus. Musicians aim to leave this day of practice feeling refreshed and
eager to tackle the next week. Much like athletes, musicians need rest for physical, mental,
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emotional, creative, and musical benefits. Many musicians find themselves in creative ruts if
their routine does not allot enough time for them to wind down or experience a change in pace.
Musicians can feel free to explore music that is not a part of their repertoire every day, but
especially on their “Cross Training” days. Please see the “Exercises and Definitions” section of
this guide for descriptions of unfamiliar terms or prescribed exercises. To reflect on this day,
musicians may think about the day, or about the week as a whole. Musicians may ask questions
like: “What went well this week?”, “What still needs improvement?”, “What techniques this
week were effective in helping me to improve?”, “How can I improve my focus in future
weeks?”, “What may I need to modify for next week to be successful?”, “How did my day of
‘Cross Training’ affect my progress as a musician and/or towards my goals?”, etc.
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CHAPTER 6
PRACTICE PLAN
Template
Figure 1. Practice Organizer
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Figure 2. Strength and Endurance (1)
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Figure 3. Strength and Endurance (2)
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Figure 4. Technical Accuracy (1)
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Figure 5. Technical Accuracy (2)
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Figure 6. Speed
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Figure 7. Interpretation
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Figure 8. Cross Training
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Exercises and Definitions
The musician must note that there exist nearly unlimited possibilities for each listed exercise. The
examples listed under the “Options” sections merely provide a starting point. The musician
should feel free to consider their own specific goals and modify each exercise to fit their ability
level, time constraints, and preferences.
WARM-UP, CORE/BREATH WORK, AND COOL-DOWN DEFINITIONS
Core Activation
Purpose: The core includes the spine, hips and pelvis, proximal lower limb, and abdominal
structures. These muscles and bone structures serve a stabilizing function in the body and allow
the limbs of the body to have mobility and function. Kibler, Press, and Sciascia (2006) define core
stability as “the ability to control the position and motion of the trunk over the pelvis and leg to
allow optimum production, transfer, and control of force and motion” while the body engages in
kinetic activity (p. 190). Musicians must activate the muscles in their core before practicing to
decrease their chances for back injuries, increase motor function in the body’s extremities, and
improve posture for more success in breath support.
Options:
•

Breathing crunch, as seen in Figure 9. Inhale to lower, exhale to raise.
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Figure 9. Breathing Crunch

•

Breathing crunch with added twist, as seen in Figure 10.

Figure 10. Breathing Crunch with Twist

•

Plank, as seen in Figure 11.

Figure 11. Plank

•

Side Plank, with the option to add a twist, as seen in Figure 12.

35

TRANSPLANTING METHODS OF ATHLETIC TRAINING TO MUSIC PRACTICE
Figure 12. Side Plank

•

Moving Boat, as seen in Figure 13. Inhale to raise, exhale to lower.

Figure 13. Moving Boat

•

Moving Boat with twist, as seen in Figure 14. Inhale to raise, exhale to lower.

Figure 14. Moving Boat with Twist

•

Moving Bridge, as seen in Figure 15. Inhale to lower, exhale to raise.
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Figure 15. Moving Bridge

________________________________________________________________________
Balance and Play
Purpose: This is another form of core activation. When a musician is tasked with playing a
passage without being able to sit in a chair or stand on two feet, they must automatically and
unconsciously engage their core to stay upright. This provides the same benefits of the core
activation moves above. However, the main benefit of “Balance and Play” exercises in this
practice program is improved posture and awareness of breath support.
Options:
•

Stand on one leg, as seen in Figure 16.

Figure 16. Stand on One Leg

37

TRANSPLANTING METHODS OF ATHLETIC TRAINING TO MUSIC PRACTICE
•

38

Wall-sit (option of a single-leg wall-sit), as seen in Figure 17.

Figure 17. Wall-Sit

____________________________________________________________________________
Breath Exercise
Purpose: Working on breathing without an instrument has the potential to improve stamina,
volume of breath, direction of breath, and ease of breath during performance. Many of the
suggested options originate from pranayama, or the practice of breath control in yoga. Ankad, et.
al (2011) found that even short-term practice of pranayama decreased resting heart rate, blood
pressure, and overall cardiovascular function in healthy individuals. Therefore, engaging in
breathing practice benefits a musician’s technical ability on their instrument, increases energy,
lessens anxiety, and improves their overall cardiovascular function.
Options:
•

Pranayama
o

Alternate-Nostril Breathing
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Lift your right hand and touch your index and middle fingers to your palm,
leaving your thumb, ring, and pinky fingers straight up. Place your thumb
on your right nostril to close it and breath in deeply through your left. At
the top of your breath, close your left nostril with your right ring finger and
exhale through your right nostril. Inhale through the right nostril and
repeat the process, alternating breaths between nostrils. The key to this
breathing practice is concentration.

o

Ujjayi Breath
§

Also known as Ocean Breath, the Ujjayi breath is used throughout the
entire yoga practice, but is also an effective breathing exercise standing
alone. In an Ujjayi breath, breathe in and out through your nose. On
exhales, constrict your throat to create a gentle hissing noise in the back of
your throat (to sound like ocean waves). Make all of the inhales and
exhales even, and make them longer and longer each time you complete a
breath, gently expanding your stomach.

o

Three-Part Breath
§

Place one hand on your chest and one hand on your stomach. Gently inhale
into your chest, pause, inhale more air into your upper abdomen, pause, and
breathe the rest of your inhale to inflate your stomach like a life raft.
Slowly and smoothly release the air from your belly to your upper
abdomen to your chest and repeat.

•

Diaphragmatic Breathing
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Place one hand on your chest and one on your stomach. Take a deep breath in,
noticing the expansion of your stomach. Breath out slowly, noticing the deflation
of your stomach. Allow the air to flow in and out without tension or force.
Continue for several minutes.

•

Breathing Counts
o

Using diaphragmatic breathing, breathe with a specific count. Options include (but
are not limited to):
§

In for 12 counts, out for 4, 8, 16, or 24 counts.

§

In for 8 counts, out for 4, 8, 16, or 24 counts.

§

In for 4 counts, out for 4, 8, 16, or 24 counts.

§

In for 2 counts, out for 4, 8, 16, or 24 counts.

____________________________________________________________________________
Elevate Heart Rate and Play
Purpose: When a musician elevates their heart rate before playing, they simulate performance
conditions. Performing several seconds of aerobic exercise before playing a difficult passage
serves as a useful tool for giving the body practice in performing with an elevated heart rate or
sweaty hands, which are likely to occur before a performance. Practicing with an elevated heart
rate allows musicians a chance to practice calming down in the event that they experience
performance anxiety. When it comes time for the performance, the musician will feel more at ease
knowing that their body can handle playing the most difficult passages in their repertoire under
demanding and taxing conditions. The American Heart Association reports that a raised heart rate
“dilates your blood vessels, ensuring that your muscles are well supplied with oxygen. It also
raises your muscles’ temperature for optimal flexibility and efficiency” (“Warm Up, Cool Down,”
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p. 1). In this way, a raised heart rate not only simulates the circumstances of a performance, but
also serves as a warm-up for a musician’s muscles for optimal practice conditions.
Options:
Combine any of the following exercises for a total of one minute of work. Repeat one minute of
exercise between each repetition in the practice program.
•

•

Easy
o

Jumping Jacks

o

March in Place

Moderate
o

High Knees, as seen in Figure 18.

Figure 18. High Knees

o
•

Jump Rope

Advanced
o

Burpees, as seen in Figure 19.
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Figure 19. Burpees

o

Jump Squats, as seen in Figure 20.

Figure 20. Jump Squats

____________________________________________________________________________
Long-Tone Exercise
Purpose: Long tones, as their name suggests, are notes sustained for a long time that enable a
musician to achieve evenness of tone, a high quality of sound, and endurance in breath support.
They serve as a staple in every wind musician’s practice routine, and are essentially the
equivalent of an athlete’s stretching routine prior to performing physical activity. They reinforce
the fundamentals necessary for playing, focus the mind, and enhance technical skill.
Options:
For all options, a musician should set the metronome to the lowest possible tempo that still allows
them to get through each phrase on one breath with a high quality of tone and stable intonation.
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Starting in the chalumeau register of the clarinet, play selected pitch starting at a
pianissimo dynamic. Crescendo for four beats to fortissimo, then decrescendo for four
beats to niente, while keeping intonation as stable as possible. Repeat on each pitch of a
chosen scale, or move chromatically up the range of the instrument.

•

Choose one measure of selected repertoire to repeat on a loop at the lowest possible tempo
that allows the musician to repeat the passage at least four times. Perform the measure on
a loop, moving through a the full range of dynamics slowly (from pianissimo to
fortissimo, and back to pianissimo). Take a deep belly breath in between each repetition.
Repeat several times using the same measure, or choose several different measures to
execute throughout the warm-up.

______________________________________________________________________________
Move in All Planes
Purpose: The author intends this exercise to kinesthetically enforce the musical ideas that a
musician conceptualizes in their interpretation. To practice this exercise, musicians must sing
through a chosen passage needing more expression in their repertoire. After singing through the
passage how they intend to play it, they must sing while moving in all planes to express the
artistic decisions they have made. The final step is to play while executing the expressive
movements in all planes before scaffolding out the movements and playing while channeling the
feeling of expressive and dramatic movement without physically moving.
Options:
•

Lateral movement to express phrase length, legato, etc.

•

Vertical movement to express dynamics, intensity, etc.

•

Slow movement to express static passages, calm atmosphere, etc.
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Quick movement to express changing tempo, sudden changes in dynamics, etc.

•

Other possibilities for movement:
o

Sharp, angular movement

o

Circular movement

o

Bouncy movement

o

Floating movement

o

Sporadic movement

o

Etc.
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____________________________________________________________________________
Record Yourself
Purpose: The purpose of recording oneself in a practice session is self-assessment. Musicians
who record themselves during practice are better able to tell whether their attempts at expression
are coming across as intended, whether their technique is smooth and accurate, and whether their
intonation is stable, among other important aspects of performance. In fitness, athletes often have
a coach to correct form in order to ensure that the athlete does not become injured and is working
most efficiently towards intended results. Musicians often do not have a second opinion until
they are faced with the high-pressure situation for which they practiced. Without recording
oneself, a musician cannot possibly expect to achieve desired results in a reasonable time frame.
Options:
•

Length options:
o

An entire piece

o

A section of a piece

o

One phrase
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One measure

Self-Assessment options:
o

Record and listen immediately after recording. Identify one aspect to fix, and
repeat until desired sound is achieved.

o

Record several times and listen after practice session. Identify up to three
problems to fix and create a plan for addressing these aspects in next practice
session.

____________________________________________________________________________
Reflect
Purpose: Musicians must reflect after each practice session in order to document progress, assess
mental state, and create future goals. Athletes document progress by recording the number of
repetitions for each exercise, the amount of weight used, and whether they reached time goals
they set previously. Because of this careful documentation, athletes know exactly where they
stand after each workout, and have the information necessary to plan future training sessions.
Options:
•

Create a template or rubric that contains a listing of goals and a number scale for assessing
progress on each goal. Be sure to include a section for specific comments.

•

Free-write after each practice session about progress made in whatever aspect is
significant on each specific day.

•

Make notes in the margins of each practice worksheet, commenting on each individual
section of the practice session.

____________________________________________________________________________
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Scalar Warm-Up
Purpose: Scalar warm-ups reinforce fundamentals necessary for success on any instrument.
They are equivalent to agility drills used by sprinters that develop the motor skills necessary for
success. Just as a sprinter would not train by sprinting constantly in each training session, but
instead dedicates time to training fundamentals, a musician should not jump right to repertoire
practice without dedicating some amount of time to fundamentals.
Options:
•

Scales (extended range)

•

Arpeggios

•

Thirds

•

Variations of any of the above

____________________________________________________________________________
Sing Through Piece with/without Recording
Purpose: When a musician sings through an entire piece, they are free to focus solely on the
musicality of the piece without the added technical burdens that the instrument presents. This is a
form of mental practice that allows a musician to gain familiarity with a piece while
kinesthetically practicing the execution of musical ideas. As a cool-down exercise, athletes may
perform an exercise with weights and scaffold away the added weight until they are performing
the exercise with no weight at all. Without the extra burden of added weight, athletes are free to
focus on their form, and find it much easier to complete more repetitions. Likewise, singing is a
tool musicians can use near the end of their practice session when they feel the most fatigue.
Options:
•

Sing through a piece with a recording
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Sing through a piece without a recording

•

Sing the piano part (or accompanying part) with a recording
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____________________________________________________________________________
Stretch Sequence
Purpose: Performing music is a physical activity. Musicians often experience discomfort,
tension, and pain while playing, which can easily be alleviated by stretching before practicing.
Options:
•

Wrist/Fingers
o

Pulling and pushing motion, as seen in Figure 21.
Figure 21. Pulling and Pushing Wrist Motion

o

In tabletop position, moving in all directions (forward and backward, side to side,
and clockwise and counterclockwise) over wrists, as seen in Figure 22.
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Figure 22. Tabletop Position

o

Wrist circles (rotate wrists clockwise and counterclockwise from starting position),
as seen in Figure 23.
Figure 23. Wrist Circles

•

Shoulders/back/neck/chest
o

Bring arm across chest, as seen in Figure 24.
Figure 24. Arm Across Chest

o

Pull apart shoulder blades (arms extend front), as seen in Figure 25.
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Figure 25. Pull Apart Shoulder Blades

o

Expand chest (arms extend back), as seen in Figure 26.
Figure 26. Expand Chest

o

Shoulder stretch on wall (changing the angle of the hand on the wall changes the
location of the stretch), as seen in Figure 27.
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Figure 27. Shoulder Stretch on Wall

o

Lower-back twist, as seen in Figure 28.
Figure 28. Lower-Back Twist

o

Hanging forward fold, as seen in Figure 29.
Figure 29. Hanging Forward Fold

o

Head rolls (rotate head clockwise and counterclockwise, and lean to each side).
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Spine/Back
o

Cat-Cow, as seen in Figure 30. Inhale as head raises, exhale as head lowers.

Figure 30. Cat-Cow

o

Cobra, as seen in Figure 31.

Figure 31. Cobra

o
•

Twist or forward fold to counteract, as seen in Figure 29 or Figure 32.

Breathing Twists
o

Seated, as seen in Figure 32. Inhale in neutral position, exhale to twist.
Figure 32. Seated Twist
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From forward fold, as seen in Figure 33. Inhale in fold, exhale to twist.
Figure 33. Twist from Forward Fold

•

Legs
o

Quad pull, as seen in Figure 34.
Figure 34. Quad Pull

o

Seated glute stretch, as seen in Figure 35.
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Figure 35. Seated Glute Stretch

o

Downward Dog, as seen in Figure 36.
Figure 36. Downward Dog

o

Hamstring/calf extension, as seen in Figure 37.
Figure 37. Hamstring/Calf Extension
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Hip flexor lunge back and forth, as seen in Figure 38.
Figure 38. Hip Flexor Lunge Combination

____________________________________________________________________________
Tempo Run
Purpose: In training for a race, athletes use tempo runs to simulate the pace they intend to use
during the physical race without completing the entire distance of the race. For example, if a
marathoner intends to run 26.2 miles at a pace of a 9:30 minute mile, their tempo run may involve
running 8 miles at a pace of a 9:30 minute mile. In this way, they practice maintaining the desired
pace and get their body acclimated to the feeling of running at race pace. For musicians, a tempo
run means taking a portion of music for an upcoming performance and performing it at the goal
tempo. For example, a musician preparing for a solo recital may play one piece at goal tempo to
simulate a run-through without the complete endurance and time needed to complete a run of the
entire recital. Runners typically perform several tempo runs per week, training for one race.
Musicians should practice several tempo runs per week, but on different pieces. Generally,
musicians should not practice at full tempo until they are confident they will not be drilling
mistakes.
Options:
•

Perform one piece at goal tempo.
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Perform a section of a piece at goal tempo.

____________________________________________________________________________
Walk and Listen
Purpose: This is simply a way to fit in listening practice while simultaneously taking a mental
break and improving cardiovascular endurance.
Options:
•

Create a playlist of all pieces in repertoire.

•

Listen to one piece on a loop.

____________________________________________________________________________
SPEED/AGILITY DEFINITIONS
Hill Runs
Purpose: As a cardio workout to increase speed in runners, athletes sprint up a hill and walk
down, repeating for 8-12 repetitions. To simulate this sort of challenge musically, musicians can
set a “hill” for themselves (for example, a place in a passage where it is difficult for the musician
to make it to the end of a phrase without running out of breath) and repeat the following process
8-12 times: Breathe deeply in and out while singing the passage in head, then play the passage
(allowing oneself to fail, but monitoring how it feels). Throughout the 8-12 repetitions, musicians
should push themselves marginally harder each time to overcome the mental roadblocks faced
that tell a musician they must breathe. Musicians should keep in mind the importance of being
gentle with themselves mentally when they make mistakes or fail, while continuing to push.
Options:
“Hills” can take the form of:
•

Passages with breathing challenges
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Passages with technical challenges

•

Passages with intonation challenges

•

Passages with range challenges
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____________________________________________________________________________
Sprint
Purpose: All-out sprints are used by athletes as a measurement. Athletes sprint to improve their
time, and to assess whether their training has been effective. Musicians can check whether their
training has been effective by periodically checking how fast they can play a particular passage.
Musicians should pick two to three passages to monitor each day, to see how fast they can be
played without mistakes (reminder to musicians: this is simply a data point, so try not to put too
much pressure on yourself). In between sprints, musicians must practice other exercises included
in the practice plan to increase speed. While sprints are not the best way to practice fast passages
on a consistent basis, they do serve as a useful data point and assessment tool.
Options:
•

Sprints are only meant to be performed if the musician is capable of the goal tempo. They
are not meant to serve as a practice tool, so use sprints with discretion.

____________________________________________________________________________
Tabata
Purpose: 20 seconds of work, 10 seconds of rest for 4 minutes. Choose two exercises to alternate
for the entire four minutes. Rest one minute and repeat four times. The entire workout is 20
minutes and is made up of eight total exercises.
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Options:
•

Musician’s choice: _____ seconds of work, _____ seconds of rest for _____ minutes.
Choose _____ (2-4) exercises to alternate between during the entire length of time
chosen. Rest one minute and repeat ______ times, using the same exercises or choosing
new ones.

•

EXAMPLE:
o

Twenty seconds of work, ten seconds of rest for four minutes. Two exercises
were chosen to alternate for the entire four minutes. Rest one minute and repeat
timing four times, using new exercises on each repetition.

o

Round 1:
§

Exercise 1: Sustain a long tone with a drone.

§

Exercise 2: Taper long tones in and out evenly.

§

For each repetition of both exercises, choose a note from a different
register.

§

Looks like: Exercise 1 for twenty seconds; rest ten seconds (deep
breathing); Exercise 2 for twenty seconds; rest ten seconds; repeat 4 times.

o

One-minute stretch, or (optional) insert breathing exercise.

o

Round 2:
§

Exercise 1: Choose a tonguing pattern to perform on a single note (increase
tempo with each repetition).

§

Exercise 2: Choose a key and tongue do-sol using sixteenth notes (change
register with each repetition).

o

One-minute stretch, or (optional) insert breathing exercise.
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Round 3:
§

Exercise 1: Chromatic noodles (performed by moving up and down
chromatically between five half-steps, such as C C# D D# E Eb D Db C
repeated several times). Choose a different starting pitch for each
repetition.

§

Exercise 2: Increase tempo on chromatic noodles (using the same starting
pitch as Exercise 1 for each repetition).

o

One-minute stretch, or (optional) insert breathing exercise.

o

Round 4:
§

Exercise 1: Extended range scales. Pre-designate a different spot to begin
for each repetition (do not start on “do”). For each time interval, start at the
pre-designated pitch in the chosen key and play the scale up and down until
time runs out (use a metronome).

§

Exercise 2: Extended range thirds. Use the same process as Exercise 1.
Pre-designate a different spot to begin for each repetition (do not start on
“do”). For each time interval, start at the pre-designated pitch in the chosen
key and play the scale up and down until time runs out (use a metronome).

o

One-minute stretch, or (optional) insert breathing exercise.

____________________________________________________________________________
RESISTANCE DEFINITIONS
Cross Training Resistance Section
Purpose: The purpose of the prescribed exercises in the “Cross Training Resistance” section is to
provide the musician with ways to practice musicality while spending time away from the

TRANSPLANTING METHODS OF ATHLETIC TRAINING TO MUSIC PRACTICE

59

physical instrument. Additionally, the “Resistance” section provides opportunities for selfassessment, reflection, and planning. Athletes use “Cross Training” days to improve their
athleticism while taking time off from their usual sport or training plan. “Cross Training” for
athletes may include playing a sport, taking a brisk walk, or practicing yoga. “Cross Training” for
musicians includes listening, score study, breathing, and reflecting.
Options:
•

Attend a concert.

•

Listen to and evaluate recordings from practice sessions.

•

Review notes from lessons.

•

Review reflections from previous weeks.

•

Perform core and breathing exercises.

•

Practice a secondary instrument.

•

Play duets with another musician.

______________________________________________________________________________
Interpretation Resistance Section
Purpose: The purpose of the prescribed exercises in the “Interpretation Resistance” section is to
give a musician a variety of ways to practice musicality and apply concepts to specific repertoire.
As athletes train all parts of the body to increase their overall strength and power by using a
variety of techniques and exercises, musicians must constantly vary their routine and techniques
in order to become well-rounded in all aspects of their musicianship.
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Options:
Musicians may choose to use one passage throughout all of the listed exercises, or choose a
different passage for each exercises. Musicians may feel free to devise their own musicality
exercises as they become more comfortable with the format of the practice plan.
•

Long Tones with Dynamic Scheme, Transfer to Passage
o

Musicians will practice a long tone exercise with the exact dynamic scheme they
wish to transfer into a section of their repertoire. They will perform the dynamic
scheme on long tones, then perform the dynamic scheme on their chosen passage
and repeat several times.

•

“Go to Here” Passage
o

Musicians will identify one passage that needs more direction. They will place a
star (or several stars) in their music that dictate where the passage must lead
musically. They will test several options and practice their favorite several times.

•

One-Minute Story
o

Musicians will designate one passage that needs more musicality. They will set a
timer for one minute and write a quick story that describes the music in the
passage. They will read the story out loud, then think the story in their head as
they play.

•

Opposite Articulation, Correct Articulation
o

Musicians will identify one passage that requires more accuracy or clarity in
articulation. They will perform the passage with the exact opposite articulation
required, then perform the passage with the correct articulation and repeat several
times.
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Try Another Articulation
o

Musicians will designate one passage that may require a change in articulation
(possibly the same as in the exercise above). They will try several articulations and
note te positive and negative aspects of each option until they reach a conclusion.

•

Emulate Recordings
o

Musicians will listen to three different recordings of the same passage. After each
individual recording, musicians will emulate what they heard and repeat the
process for each recording.

•

Huge Exaggeration
o

Musicians will use this technique in a passage that requires more obvious
expression. They will hugely exaggerate the dynamic scheme, articulation, and
expressive markings several times, recording each time and reflecting on what they
heard.

•

Mark What You Want, Play What You Want
o

Musicians will choose one passage and make musical decisions by making
markings for every expressive element they wish to perform. After making the
markings, they will play exactly what they have written several times, recording
each time. Musicians will evaluate the recording and make edits, if needed.

____________________________________________________________________________
Speed Resistance Section
Purpose: The purpose of the prescribed exercises in the “Speed Resistance” section is to provide
musicians with a specific process for improving the speed of technical passages. As athletes
strategically manipulate weights used or effort given in order to increase strength or stamina over
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time, musicians must strategically manipulate the tempo when practicing to increase speed over
time.
Options:
Musicians should complete the math involved before beginning to practice.
•

Tempo (T) can be the final goal tempo, or something slower.

•

The numbers can be changed if T - 55 is too slow.

•

Musicians can choose to increase or decrease the number of rounds completed.

____________________________________________________________________________
Strength and Endurance Resistance Section
Purpose: The purpose of the prescribed exercises in the “Strength and Endurance Resistance”
section is to provide musicians with a specific process for improving strength and endurance.
Similarly to the “Speed Resistance” section, this section mirrors the strategic manipulation of
weights or effort given by athletes in order to increase strength or stamina over time.
Options:
Musicians should complete the entire section using one passage of music, and complete all
necessary math before beginning to practice.
•

The chosen tempo can be the final goal tempo, or something slower.

•

Musicians can choose to increase or decrease the number of rounds completed.

•

Musicians can vary the practice rhythms used on each round.

____________________________________________________________________________
Technical Accuracy Resistance Section
Purpose: The purpose of the prescribed exercises in the “Technical Accuracy Resistance” section
is to provide musicians with a specific process for improving the accuracy of technically
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challenging passages. Similarly to previous “Resistance” sections, this section reflects the careful
and deliberate work that athletes complete to improve accuracy in form.
Options:
Musicians should complete the entire section using one passage of music.
•

The chosen tempo can be the final goal tempo, or something slower.

•

Musicians can choose to increase or decrease the number of rounds completed.

•

Musicians can vary the rhythmic displacement used on each round.
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CHAPTER 7
SUMMARY AND CONCLUSION

The parallels that exist between the physical and mental demands on both musicians and
athletes are extensive. Both musicians and athletes require fine and gross motor skills, muscular
endurance, breath control, mental stamina, creativity, and prior knowledge of their individual
fields. Because the disciplines are analogous, musicians can use aspects of athletic training to
benefit, improve, and enhance their own practice routines. Using primarily two styles of training,
NASM’s OPT Model and Hal Higdon’s Marathon training guide, the author developed a practice
plan utilizing aspects of each style to help musicians improve focus, speed-work, and endurance.
Warm-ups, core and breath work, speed and agility drills, resistance training, and cool downs
performed by athletes can be manipulated to fit music practice sessions and cater to the specific
goals of musicians. Possible exercises that musicians can translate and use in their own practice
sessions include core-activation activities, breathing exercises, stretch sequences, running drills,
and resistance workouts. These exercises are effective because musicians must care for their
body to prevent injuries while meticulously working to improve fundamentals, drill new skills,
and perfect technique, just as athletes do in the gym.
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