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ABSTRACT

The purposes of this qualitative study were to 1) provide a holistic description of

procedures used by undergraduate instrumental music education majors (N = 21) in music

score study tasks; 2) examine relationships among these procedures and their use in

varying musical contexts; 3) examine relationships among score study tendencies,

education level, and overall musical ability; and 4) provide general comparisons of

undergraduate music education majors’ score study procedures and those implied by

expert conductors’ major disciplinary ways of thinking.

Each subject participated in two one-on-one interview sessions with the

investigator. During each session, subjects “thought out loud” as they studied one solo

score and one full score with intentions of performing the former and rehearsing the

latter. Each task was followed by an interview done to assess knowledge of the composer,

style, and genre of the music being studied. An introductory interview was conducted to

assess subjects’ perceptions, opinions, and beliefs about score study.

The most salient issue suggested by the results of this study was an overall lack of

transfer of knowledge demonstrated by subjects in several key areas. Responses given

during score study interviews indicated that, overall, subjects recognized the importance

of score study as a means towards development of an internal sound image (in agreement

with expert conductors). Procedures demonstrated by subjects, however, demonstrated

little evidence of internal sound image development. Responses given during composer

interviews suggested that subjects possess knowledge of composers, musical style, and

genre, and that this knowledge tended to increase with education and experience.

Subjects did not use this knowledge to contextualize the score or to facilitate decision
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making during the score study process. In general, subjects tended to focus on expressive

elements in the study of solo scores, but in study of full scores tended to favor an

approach that focused on technical elements. Results also suggested positive effects of

undergraduate course work and teaching experience as evidenced by increased frequency

and accuracy of descriptions of music elements in score study tasks and of responses

given during composer interviews.
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CHAPTER 1: INTRODUCTION

One day I was in my piano class and I was asked to go into the office of the director… he
said to me, ‘Have you ever thought to be a conductor?’ And I said, ‘No.’ He said, ‘Would
you like to try?’ I said, ‘Why?’… Tomorrow was a rehearsal with the orchestra and in
the programme were two works by Bach. So… I had the scores, very simple scores
because these were Bach concertos… The next day in the afternoon at four o’clock I was
in front of the student orchestra and after a half an hour of trying, the teacher of the class
went up to the office of the Conservatorio and said ‘A new conductor is born.’ And that
was the beginning (quoted in Chesterman, 1989, p. 133).

For most novices, learning how to conduct an ensemble in musical performance is

a process considerably more challenging than the one described above by noted

conductor Riccardo Muti. The complex nature of conducting makes it a difficult subject

to learn, and equally as difficult to teach. In fact, many professional conductors doubt that

it can be taught at all, subscribing to Leopold Stokowski’s view that, “Conductors are

born, not made. No amount of academic education can make a real conductor out of

someone who is not born with the necessary qualities” (quoted in Bamberger, 1965, p.

202).

Though it may be difficult, training novices in the art of conducting is well within

the abilities of proactive, capable teachers. Educational scholar and philosopher Jerome

Bruner wrote, “Any subject can be taught effectively in some intellectually honest form

to any [student] at any stage of development” (Bruner, 1960, p. 33). Even Stokowski

admitted that certain aspects of conducting can be taught, such as “how to beat time, how

to read orchestral scores, and the nature of orchestral instruments” (quoted in Bamberger,

1965, p. 202-203).

Findings of research in music education show that many conducting skills can be

taught effectively to novices, including gesture (Johnson & Fredrickson, 1995; Orzolek,

2002; Price, 1985; Yarbrough, 1987; Yarbrough, Wapnick & Kelley, 1979), aural

perception skills (Hayslett, 1996), and error detection (Boyer, 1974; Collings, 1973;
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Costanza, 1971; Decarbo, 1982; Grunow, 1980; Liles, 1978; Ramsey, 1979; Sidnell,

1971). Computer-assisted methods have been effective in analyzing gesture (Kraus, et al.,

2002; Marrin, 2002), score study (Hudson, 1996), and error discrimination (Gruner,

1993; Jones, 1990). Videotaped behavioral-self assessment has generally produced

positive effects on attainment and improvement of basic conducting skills (Grashel, 1991;

Karpicke, 1987; Leppla, 1990; McWilliams, 1996; Price, 1985; Yarbrough, 1987;

Yarbrough, Wapnick & Kelley, 1979).

Although many aspects of conducting can be taught effectively, time constraints

force the issue of choice with regards to which of these aspects should be taught. It would

be nearly impossible for sufficient coverage to be devoted to every aspect of conducting

within the allotted time frame of most conducting courses at the collegiate level. Frank

Battisti, former teacher and conductor of the New England Conservatory Wind

Ensemble, explains the problem, stating, “In most conducting programs… [master’s

degree students] have two years total…. With the starts and stops between semesters…

you end up with forty-eight weeks to prepare somebody to conduct. That’s not a hell of a

lot of time” (quoted in Harris, 2001, p. 81). For this reason, instructors must choose from

the multitude of related skills only those most essential to effective conducting and

address these as deeply as possible.

Leading educational scholars have proposed a strategy for selection and

development of curricular content based on the idea of planning backward (Duke, 2001;

Gardner, 2000; Wiggins & McTighe, 1998). Planning backward begins with the

identification of the ideal results and outcomes of instruction prior to development of any

other aspect of the curriculum. Identification of the exemplary student, or accomplished
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learner (Duke, 2001), can guide and facilitate all other aspects of the teaching process,

including organization of time, individual lesson content, instructional activities, and

assessment.

The selection of knowledge and skills to be demonstrated by the accomplished

learner should be based on major disciplinary ways of thinking (Gardner, 2000, p. 117),

or expertise, as demonstrated by master practitioners. Training students towards mastery

of the skills chosen for study should prepare them to think about (and do) the subject

matter in ways similar to experts in the given field. In this sense, experts become the

model of the accomplished learner, towards which students are guided through systematic

instruction.

The backward approach seems well suited to teaching conducting at the

undergraduate level. The instructional setting of higher education implies the overall

purpose of the curriculum - training students to perform, conduct, compose, teach, write,

and think about music in the same way as professionals. Therefore, it seems logical to

conclude that instruction designed to cultivate expertise in conducting should 1) consist

of objectives based on what expert conductors do — the “habits and concepts that reflect

the best contemporary thinking of the domain” (Gardner, 2000, p. 116) — and 2) correct

student misconceptions and eliminate “habits and concepts… inimical to the skilled

practice of a discipline….” (Gardner, 2000, p. 116).

Fortunately, the thoughts, ideas, and opinions of expert conductors have been the

focus of a large body of published literature. Experts have provided their insight through

numerous interviews and informal discussions, (Bamberger, 1965; Barton, 2001; Casey,

1993; Chesterman, 1976, 1989; Ellis, 1994, 1997; Harris, 2001; Hart, 1979; Knight,
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2001; Moss, 2002; Wagar, 1991; Williams, 1998). Conductors themselves have written

and contributed journal articles (Battisti, 1997; Corporon, 1997), books about the art of

conducting (Boult, 1924; Schuller, 1997), and instructional material (Battisti & Garafolo,

1990; Boult, 1924; Green & Malko, 1975; Hunsberger & Ernst, 1992; Prausnitz, 1983;

Rudolf, 1993). Expert conductors also have been subjects of experimental research

(Yarbrough, 1988, 2002) and qualitative case studies (Buell, 1990; Toney, 2000).

Identifying consistent disciplinary ways of thinking as demonstrated by expert

conductors can be difficult. Not surprisingly, experts display a wide variety of contrasting

opinions and beliefs on many topics related to their craft. However, one issue on which

all conductors seem to be in unanimous agreement is the importance and necessity of

consistent, thorough, systematic score study. Most experts assert that intensive score

study is the first step in preparation of any piece of music, and is a step that must occur

well prior to commencement of rehearsals. Knowledge gained through score study

provides the basis for musical interpretation, gesture, rehearsal planning, assessment, and

evaluation.

Unique approaches to score study are evident when comparing experts’

descriptions of their own personal practices. When asked to describe her score study

method, Catherine Comet answered, “I analyze every chord, of course. Who doesn’t?

You analyze a score… horizontally for the lines that are working together and vertically

so that you can feel the tension. Both are very important” (quoted in Wagar, 1991, p. 30).

Asked the same question, Leonard Slatkin responded, “I don’t do any analysis…. As I get

a little older I find I just have less time for analysis. I would just rather get to the music. I

don’t want to deal with all this other stuff” (quoted in Wagar, 1991, pp. 264-265).
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Interviews with five expert wind ensemble directors (Ellis, 1994) revealed

similarly individualized approaches to score study. Descriptions of order in which

musical elements were analyzed, the amounts of time spent in study, and opinions on

working with recordings or at the piano were reflective of a variety of different

viewpoints. The findings reported in this study, as well as those reported in case study

research with expert conductors (Buell, 1990; Oertel, 1998; Toney, 2000) seem to

confirm the notion that score study methods are unique to each individual and not based

on standard procedures or specific models.

When viewed from a broader perspective, however, one removed from attention

to specific steps within a given person’s method, a distinct structure organizing the

processes used by expert conductors can be identified, thus revealing a major disciplinary

way of thinking about score study. Daniel Barenboim, conductor of the Chicago

Symphony Orchestra, relates this structure as “… analogous to… a tailor copying a

jacket: before he can make a new one, he must unstitch the old one to be copied” (quoted

in Hart, 1979, p. 32-33). Barenboim elaborates:

A composer starts out with some idea, maybe a motif or a melodic idea… it’s like

an atom. Then he develops that and builds on that…. Now, when we as

interpreters get the piece, we are in the opposite situation… we don’t have all

these little cells, these little atoms, that have really been the genesis of his

creation. We have the complete picture, as it were, and we have to ‘de-compose’

it – in other words, to go backward and try and find what the cells or these little

atoms were, in order to understand how it was put together. (quoted in Hart, 1979,

p. 33)
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The overall structure of score study processes used by expert conductors can be

described in three progressive stages. First, the conductor obtains a general overview of

the work and establishes a context within which musical decisions can be made.

Development of context includes assimilation and synthesis of information about the

composer, genre, form, and expected elements of musical style, but may also include

elements of historical eras, social environments, cultural elements, and relationships with

other art forms. Expert conductors also use their established knowledge to facilitate

learning a piece of music that is new or unfamiliar to them. For example, Charles Dutoit,

conductor of the Montreal Symphony Orchestra, described in considerable detail how,

when conducting a Mozart piano concerto he had not heard before, he drew on his

knowledge of the several other piano concertos by Mozart he had previously conducted

and performed (Wagar, 1991). The use of prior knowledge allowed Dutoit to assimilate

the new work more quickly and arrive at an interpretation that was stylistically correct

and consistent within the genre.

The second stage consists of a cyclical process of identification and decision-

making. Musical elements of the score are identified; decisions with regard to treatment

and interpretation of these elements are made. The order and sequence in which experts

address musical elements tend to vary among individuals, as does the depth and detail of

their analysis of elements. The end result of this process, however, seems to be similar

among all expert conductors: a general understanding of the sequence of events, and a

hierarchy of importance of these events within the context of the piece.

Third and finally, these elements are reconstructed into a complete internal

auditory image representative of the conductor’s interpretation of the score. For most
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experts, the development of the internal sound image is the primary goal of score study,

the desired end result. According to expert opinion, the internal sound image provides the

basis for evaluation of ensemble performance, dictates the appropriateness of conducting

gestures, and is directly related to rehearsal behaviors such as eye contact and pacing.

The three-stage process identified in the preceding paragraphs has been described

by one noted wind ensemble director as a macro-micro macro approach to score study

(Ellis, 1994, p. 182). Expert conductors have contributed writings on score study methods

reflecting the macro-micro-macro approach (Battisti & Garafolo, 1990; Corporon, 1997);

several proposed models of score study also incorporate a macro-micro-macro process

(Covington, 1993; Lentczner, 1977; Markoch, 1995; Stalter, 1996).

Experts’ descriptions of procedures reveal major disciplinary ways of thinking

concerning score study that can serve as curricular foundations of beginning and

intermediate conducting classes. However, textbooks written for use in these classes

focus primarily on acquisition of physical skills necessary for beat patterns, cueing,

tempo, and style; aspects of score study are given little attention (Covington, 1993;

Harris, 2001; Hudson, 1996; Lane, 2002a; Stalter, 1996). In most cases, score study is

primarily addressed in relation to aspects similar to those identified by Stokowski

(Bamberger, 1965, p. 202-203): how to beat time, how to read orchestral scores, the

nature of orchestral instruments. An analysis of content coverage in terms of book pages

related to the topic of score study in four well known conducting texts (Greene, 1981;

Hunsberger & Ernst, 1997; Labuta, 1992; Rudolf, 1993) revealed small percentages of

total book pages in each devoted to score study (Lane, 2002a).
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When considered in relation to the depth of coverage given to aspects of gesture

and technique, score study methods proposed in many conducting texts can seem

somewhat superficial. The following is a step-by-step model presented in a common

textbook used in undergraduate conducting courses (derived from Greene, 1981, pp. 129-

130):

1. Check on what voices or instruments are needed to perform the score…

2. Take a general overview of the work. Follow the melody line…. Note

general musical form… key changes, tempo changes, dynamics, and the

emotional character of the music….

3. Make a phrasal analysis

4. Use a systematic approach to encompass the whole page, measure by

measure….

5. Read through each part individually… to understand what the players will

experience….

6. Harmonic analysis is helpful but time-consuming. Discordant passages

should be analyzed… .

7. Mark only to help learn the score, not as aids to conducting….

8. Check cymbal crashes… mark in red… conduct them.

The absence of thorough coverage of score study skills in conducting texts is

curious when one considers three points. First, though beliefs, opinions and practices of

expert conductors are highly unique and idiosyncratic, one of the only issues in which

they are in near unanimous agreement is that of score study as the most essential element

for effective conducting. Second, most experts do not concern themselves with the
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gestures necessary for a specific piece of music until they have first assimilated a deep

and thorough knowledge of the score. Finally, score study skills are generally described

by experts as considerably more difficult to learn than those of conducting technique.

Noted conductor Edo de Waart recalls that during his first years as a professional, trying

to learn scores was a source of great frustration. “I still remember [asking conductor

George] Szell… ‘How do I learn it? How do you learn a score?’ And I really have never

gotten an answer from anybody, because nobody really ever knows” (quoted in Hart,

1979, p. 209).
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CHAPTER 2: REVIEW OF RELATED LITERATURE

In his book Score Reading: A Key to Musical Experience, Dickreiter (2000)

describes three functional stages of knowledge gained through score study. These three

stages will serve as the framework for reviews of research findings relevant to score

study and its relation to other skills and behaviors associated with effective conducting.

Dickreiter’s Stage I: Insight

The first stage “… provides insight into the musical structure of a work – both the

overall design and the details – that are difficult to gain by mere listening” (Dickreiter,

2000, p. 8). This process involves the study of notational elements printed in the score

such as pitch, rhythm, harmony, phrasing, articulation, dynamics, instrumentation and

transposition. Along with the printed elements, the conductor will also examine the

history of the piece, its place in the composer’s overall body of work, and the societal,

cultural, and artistic influences that shaped the work. This information provides a context

in which the conductor can make musical decisions regarding style, performance

practice, and expressive elements contained within the score, facilitating the development

of an internal sound image.

Score study procedures have been virtually unexplored through systematic

investigation. A search of relevant indexes and databases provided no evidence of studies

that examine the use of a score study model in actual practice and the ensuing effects on

conducting or rehearsing.

Several investigators have developed theoretical models for score study. The

“Conductors’ Process Model,” a procedure for score preparation involving five steps, was

developed by Stalter (1996). The first step, Score Study, is the analysis of the
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composition in order to develop an internal sound image. The Preparation stage requires

the conductor to identify rehearsal priorities (or potential problem spots) and plan

strategies for use during rehearsal. The third step, Rehearsal, is the actual implementation

of the director’s plan over the course of allotted rehearsal time. The first three steps of the

model culminate in Performance – a presentation of the music in public setting such as a

concert or festival. The final stage of Evaluation is the assessment of the performance, as

well as the effectiveness of methods used during the first four steps.

A secondary aspect of the study was an examination of textbooks used in

beginning conducting courses. The purpose of the examination was to identify the

amount of coverage given to the Conductors’ Process Model, either as a whole or through

descriptions of the individual steps. Results indicated that the model was not presented as

a complete unit in any of the texts examined, and that individual aspects of the model

were not addressed deeply. The primary focus of most texts was the attainment of beat

patterns and technical gestures required for ensemble precision, tempo, and cueing.

A model developed by Markoch (1995) combined analytical methods of expert

theorists (LaRue, 1992; White, 1984, 1994) and expert wind band conductors (Battisti &

Garafolo, 1990). The model is based on a three-stage process of score study:

Familiarization, Exploration, and Conclusion. Familiarization is the initial stage of

analysis, during which the conductor addresses aspects of programming, appropriateness

of the music for the ensemble, and establishes the piece in contexts of style, genre, and

history. Also during this stage, the conductor poses questions or identifies topics to be

pursued in the second stage of analysis.
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The second phase, Exploration, consists of analysis in four subcategories: form

(the chronology of musical events), musical elements (rhythm, melody, and harmony),

motivic (identification of significant melodic and rhythmic patterns), and reduction

(identification of primary pitch relationships). Analysis procedure can address the four

topics in any order, the overall goal being a complete understanding the mechanics of the

score and the composer’s intention revealed through the manipulation of musical

elements.

The Conclusion stage is a summary of the “most significant information gleaned

from each mode of analysis” (Markoch, 1995, p. 43). This summary can be transferred

into planning through identification of specific rehearsal goals, problem spots, or

development of warm-up or pedagogical exercises that may aid in teaching the piece to

students. Markoch applies his method to two well-known works for wind band, and

demonstrates that a combination of theoretical approaches with methodology proposed by

leading conducting experts can be an effective procedure for score study.

Borrowing terminology from the fields of science and medicine, Covington

(1993) developed a score study method that focuses on musical morphology. Morphology

is defined as “…the branch of biology that studies the form and its structures; it

comprises the rules and generalizations governing the way living organisms are put

together. This includes the way they develop and function” (Blecher in Covington, 1993,

p. 6).

Covington’s review of literature suggested numerous methods used by expert

conductors and pedagogues, which were then analyzed and categorized. The result was

four classes of score study techniques: Basal Methods (fundamental techniques of score
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marking and initial preparation); Designated Systems (methods of score study based on

specific, systematic procedure); Invasive Techniques (in-depth examinations of

relationships of musical elements); and Synthesis of Analysis (subtitled Perspectives on

Stylistic Interpretation and Musical Expression). Covington’s method consists of four

basic procedures derived from the classified modes of score study, ‘A Clinical Approach

to Score Preparation;’ ‘A Diagnostic Examination of the Score;’ ‘Prescribed Analytical

Techniques and Procedures;’ and ‘The Synthesis of Analysis: Musical Morphology.’

In the medical field, a clinical physician obtains working knowledge of the

physiology of living patients before attempting to dissect and study individual elements

of anatomy. Transferred into the context of this project, ‘A Clinical Approach to Score

Preparation’ is the examination of a piece in its ‘living’ state (aural sound) before

analysis of the printed music begins. The initial aural examination facilitates a concept of

the work as a complete unit, provides clues to overall musical structure, and identifies

potential problems or questions the conductor will address as score study progresses.

‘A Diagnostic Examination of the Score’ continues the analysis of the piece

through aural experience, this time with the aid of the score. This process allows the

conductor to confirm, adjust, or dispel conceptions of the work developed during the first

stages. Score marking procedures begin during this stage, as well as implementations of

Basal Methods of score study. The goal of this second stage is to “… lead the conductor

to a provisional diagnosis concerning the morphology of the music. The provisional

diagnosis resulting from the collected data and analysis will either confirm or reject the

preliminary diagnosis of the initial clinical observation and will provide the basis for
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prescribing further analytical procedures for morphological clarification” (Covington,

1996, p. 63)

The third step, ‘Prescribed Analytical Techniques and Procedures,’ begins with

formal and harmonic analyses, and provides confirmation of conceptions developed in

the first two steps. This is followed by more detailed study of phrasal and textual

elements. The goal of this step is the clarification of musical elements that comprise a

work’s morphology. The final process, ‘The Synthesis of Analysis: Musical

Morphology,’ is a cumulative assessment of all information gained through the score

study process, and the synthesis of this information into the conductor’s interpretation of

the composer’s intent.

Strouse (1987) took a view that emotional effect is the ultimate goal of any

musical performance, and that score study should be undertaken with that goal in mind.

The function of the conductor is to learn the emotional effect intended by the composer

(through score study), and then to translate that emotion to the players through gesture.

To demonstrate this process, Strouse developed a method of score study — the

Comprehensive Approach to Score Preparation (CASP).

The CASP can be described in three stages. The first, Basal Structural Analysis, is

repeated exploration of the score from beginning to end, the end result being the selection

and choreographing of gestures to be used. Next, a Review of Supplementary Information

provides the conductor personal information about the composer, historical era, genre,

performance practice, or other information that places the work in broader contexts. The

third and final stage is a Detailed Structural Analysis, an examination of the minute

details of a work with the intention of discovering the composer’s “…rationale for the
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sequence of musical events” (Strouse, 1987, p. 36). The model is then demonstrated

through application to two well-known works for wind ensemble.

To provide a model of score study inclusive of 20th-century compositional

techniques, Lentczner (1977) developed a procedure appropriate for atonal band works.

He sums up expert opinion towards the necessity of a preconceived aural image by

stating, “…in order to present a musical work, the conductor must have a broad view of

the work so as to understand the logic of its progression, from beginning to end” (p. ii).

With this view in mind, Lentczner proposes a score study method based on macro-view

(or broad conception). The conductor first obtains general knowledge about the score,

such as large formal sections, overall duration and number of measures, and other

elements that give insight to the composition as a whole. This is followed by a systematic

breakdown of larger sections into smaller elements, which are then reconstructed into a

completed conception of the entire piece.

One recent project has focused on the physiological aspects of score study.

Hoffman (2002) used an electroencephalograph (EEG) to investigate the effects of score

study on auditory imaging of six experienced collegiate-level conductors. As subjects

read through three separate scores, they attempted to develop auditory images of each

piece (EEG data were collected during each reading). Comparisons of frequencies of

brain waves as measured by the EEG indicated differences in degrees of auditory

imagery resulting from familiarity with the score. Results indicated that the process of

score study facilitated communication between more remote regions of the brain and

revealed differences in functions of temporal lobes during score study. Music reading
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seemed to be a function of the left lobe, whereas processing and memory were related to

the right lobe.

Few studies have examined aspects of training novice conductors in score study

methods. Hudson (1996) developed a computer assisted music instruction program as a

supplemental training method for score study skills. Forty-four undergraduate conducting

students were given a pretest that measured knowledge of Gustav Holst’s First Suite in E-

flat, a standard work of the wind band literature. Following the pretest, all subjects

participated in three weeks of regular classroom instruction in conducting. An

experimental group underwent six additional sessions using the computer program,

during which they were trained how to study the Holst score. Posttest results showed that

the experimental group made significantly greater gains from pretest to posttest measure

than did the control group.

Survey data were used by Wine (1995a) to assess the effectiveness of score

marking training on student perception of effective instruction. Twenty-eight

undergraduate choral conducting students were provided self-instructional material in the

form of handouts that demonstrated a method of score miniaturization in three different

musical styles. In the contexts of this study, score miniaturization referred to a process of

synthesizing a four-part choral score into a format of one or two lines consisting of only

elements of rhythm, meter, tempo and markings for cueing important musical events.

Results found overall positive responses from subjects towards the use of score

miniaturization as a study tool. Most subjects indicated that they used the method less in

later stages of the project than they did during initial stages.
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In a related study, (Wine, 1995b) used survey measures to assess differences in

score marking procedures among sixty first-year undergraduate, second-year

undergraduate, and graduate conducting students. Responses indicated that subjects’

score marking focused predominantly on elements of meter, tempo, dynamics, and

cueing. Additional findings suggested that graduate students mark scores less and spend

less time engaged in score study than do undergraduates.  Forty-one subjects indicated

that they used a specific method when studying scores; sixteen of these subjects stated the

first step in their procedure was a play through (or sing through) of the entire piece.

Dickreiter’s Stage II: Performance Accuracy

The second stage in Dickreiter’s score knowledge model allows one to “…

determine whether the performance is accurate” (Dickreiter, 2000, p. 8) Expert

conductors describe performance accuracy within two contexts. One context describes

accuracy in terms of the ensemble’s performance matching the conductor’s preconceived

idea of a piece, or internal sound image, developed through score study; the other

context, generally referred to under the broad label error detection, describes performance

accuracy in terms of the printed notes, rhythms, and expressive markings being played

correctly by the ensemble. Most experts, who usually conduct ensembles of the highest

caliber professional musicians, rarely consider performance accuracy in terms of the

latter.

As part of the development of a score study training program, Grunow (1980)

examined the effects of score study method on error detection of novice conductors.

Subjects participating in a conducting clinic were assigned to one of four score study
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conditions: study of the score only; study of the score with recorded examples; study of

recorded examples only; and no score study.

Grunow found that each of the three methods of score study was an effective tool

for development of error detection. Comparisons of scores on error detection tests

indicated no significant differences between score study conditions (including the no

score study control group). Procedures from this study were further developed into an

error detection training method published under the title MLR Score Reading Program

(Grunow & Froseth, 1981).

Other researchers have used Grunow’s MLR to further investigate the effects of

score study method on error detection. Hopkins (1991) compared groups of pianists to

non-pianists under four different score study conditions: score study at the piano; study

with a recording; study using sightsinging; and silent score study. Results suggested that

study with a recording was significantly more effective than was study at the piano; no

other significant differences were found among score study conditions. Other findings

suggest that subjects were more likely to indicate rhythm errors than pitch errors, and that

subjects were more successful detecting errors than they were identifying and notating

error location and type. No significant differences between pianists and non-pianists were

found. A majority of subjects ‘imagined’ performance errors, indicating that errors were

occurring in locations where there were none.

Hochkeppel (1993) studied forty-seven undergraduate music majors under the

same four conditions as Hopkins. A test developed from Grunow’s MLR and from

programmed materials by Ramsey (1979) was used to measure error detection accuracy.

Relationships between error detection accuracy, main instrument, and scores on Gordon’s
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APPENDIX G: EVALUATION FORMS

Solo Evaluation Form

Original version published by University Interscholastic League, n.d.
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Solo Evaluation Form

Revised version for use in project.

Solo Evaluation Form
Evaluation Instructions: Comment on the areas listed below.

TONE:          TECHNIQUE:      INTERPRETATION:            SELECTION: GENERAL EFFECT:
  Control             Attack               Release         Dynamics                              Suitability to       Artistry
  Intonation           Rhythmic Accuracy      Tonguing         Tempo capacity of performer
  Quality             Pitch Accuracy             Breathing         Phrasing
  Naturalness         Smoothness               Articulation         Style

            Fingering         Rhythm
            Embouchure         Fermata Treatment

Constructive comments:
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Band Evaluation Form
Original version published by University Interscholastic League, n.d.
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Band Evaluation Form
Revised version for use in project.

Band Evaluation Form
Evaluation Instructions: Comment on the areas listed below.

TONE: Blend, Intonation, Quality, Maturity, Control, Support, Volume, Intensity,
Balance
TECHNIQUE: Rhythmic precision, Articulation, Attack, Release, Fluency, Flexibility
INTERPRETATION: Note spacing, Accents, Style, Phrasing, Tempo, Dynamic range-
control, Rhythm patterns, expression-fluency
MISCELLANEOUS: Definition of parts, Delineation of melody, Clarity-precision, Style
contrasts, Inner voices, Musicianship

Constructive comments:
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APPENDIX H: DATA TABLES

Table 18
Percentages of individual topics addressed by achievement level within Lower-level
Undergraduate group in each score setting.

Bach (Solo) Reed (Full) Copland (Solo) Arnold (Full)
High*
(16)**

Medium
(50)

High
(50)

Medium
(204)

High
(25)

Medium
(78)

High
(59)

Medium
(122)

Accidentals 0.0 2.0 0.0 2.0 0.0 2.6 0.0 0.8

Articulation 6.3 4.0 5.8 1.5 16.0 7.7 10.2 4.9

Balance/Blend --- --- 0.0 4.9 --- --- 0.0 0.0

Conducting --- --- 3.8 0.0 --- --- 0.0 0.0

Context 6.3 6.0 1.9 2.0 4.0 10.3 0.0 4.9

Dynamics 0.0 16.0 1.9 2.5 8.0 2.6 13.6 4.1

Ensemble Precision --- --- 9.6 3.4 --- --- 3.4 3.3

Evaluation 18.8 20.0 19.2 16.2 4.0 19.2 6.8 9.0

Fermatas 6.3 4.0 7.7 2.0 --- --- --- ---

Instrumentation --- --- 7.7 16.2 --- --- 25.4 20.5

Intonation --- --- 5.8 2.9 --- --- 0.0 0.0

Key 6.3 10.0 0.0 2.5 0.0 6.4 0.0 4.9

Melody --- --- 1.9 1.5 --- --- 10.2 0.8

Meter 0.0 2.0 1.9 1.5 0.0 2.6 3.4 2.5

Musicianship --- --- 0.0 0.0 --- --- 0.0 0.0

Other 18.8 4.0 0.0 2.5 20.0 16.7 5.1 2.5

Phrasing 12.5 12.0 1.9 5.4 4.0 1.3 0.0 0.0

Pitch Accuracy 26.8 0.0 1.9 2.9 36.0 7.7 0.0 1.6

Range 0.0 0.0 0.0 0.5 0.0 1.3 0.0 0.0

Rehearsal Method --- --- 0.0 1.5 --- --- 0.0 9.0

Rhythm 6.3 2.0 9.6 6.9 0.0 7.7 3.4 19.7

Score Study --- --- 0.0 0.0 --- --- 0.0 0.0

Style 0.0 4.0 1.9 3.9 4.0 7.7 3.4 0.8

Tempo 6.3 12.0 7.7 2.0 4.0 6.4 3.4 6.6

Texture --- --- 5.8 10.3 --- --- 11.9 4.1

Tone 0.0 2.0 3.8 5.4 0.0 0.0 0.0 0.0

Note: ‘ --- ‘ in a cell indicates topic not used in coding.
* High Achievers (n = 2); Medium Achievers (n = 4).
** Total number of group statements within each context.
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Table 19
Percentages of individual topics addressed by achievement level within Upper-level
Undergraduate group in each score setting.

Bach (Solo) Reed (Full) Copland (Solo) Arnold (Full)

High*
(90)**

Medium
(91)

High
(289)

Medium
(269)

High
(40)

Medium
(138)

High
(203)

Medium
(396)

Accidentals 0.0 1.1 0.3 0.4 0.0 1.4 0.5 1.0

Articulation 1.1 5.5 3.1 4.5 20.0 14.5 4.9 4.8

Balance/Blend --- --- 9.7 4.1 --- --- 0.0 1.0

Conducting --- --- 1.4 0.7 --- --- 2.0 1.8

Context 7.8 5.5 6.6 5.9 5.0 5.1 5.4 6.6

Dynamics 21.1 17.6 5.5 5.2 15.0 2.2 3.4 6.6

Ensemble Precision --- --- 2.1 2.6 --- --- 4.9 3.3

Evaluation 15.6 14.3 17.3 17.8 12.5 17.4 18.2 20.7

Fermatas 15.6 7.7 3.1 1.9 --- --- --- ---

Instrumentation --- --- 19.7 12.6 --- --- 20.7 22.0

Intonation --- --- 3.5 2.6 --- --- 1.5 1.3

Key 4.4 3.3 0.3 5.6 0.0 8.7 1.5 1.0

Melody --- --- 2.4 2.6 --- --- 4.4 2.8

Meter 0.0 1.1 0.0 0.4 0.0 0.7 0.0 0.0

Musicianship --- --- 0.3 0.4 --- --- 0.0 0.8

Other 4.4 14.3 3.8 2.6 2.5 18.8 1.0 2.5

Phrasing 6.7 9.9 1.7 3.7 7.5 3.6 0.0 0.0

Pitch Accuracy 3.3 7.7 0.3 1.9 17.5 13.0 3.4 3.0

Range 1.1 0.0 3.1 0.4 0.0 0.7 2.0 1.0

Rehearsal Method --- --- 0.7 1.1 --- --- 3.0 1.5

Rhythm 2.2 1.1 3.1 5.2 5.0 2.9 7.4 5.1

Score Study --- --- 0.0 0.4 --- --- 0.0 1.5

Style 2.2 2.2 2.1 3.0 2.5 3.6 3.0 4.0

Tempo 14.4 8.8 1.4 3.7 10.0 6.5 8.9 2.3

Texture --- --- 7.6 9.7 --- --- 3.9 4.3

Tone 0.0 0.0 0.7 1.1 2.5 0.7 0.0 1.3

Note: ‘ --- ‘ in a cell indicates topic not used in coding.
* High Achievers (n = 4); Medium Achievers (n = 5).
** Total number of group statements within each context.
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Table 20
Percentages of individual topics addressed by achievement level within Student Teacher
group in each score setting.

Bach (Solo) Reed (Full) Copland (Solo) Arnold (Full)
High*
(38)**

Medium
(199)

High
(213)

Medium
(186)

High
(65)

Medium
(117)

High
(280)

Medium
(414)

Accidentals 2.6 1.0 1.4 9.7 3.1 0.0 0.0 1.4

Articulation 5.3 0.5 3.3 0.0 16.9 2.6 9.3 3.4

Balance/Blend --- --- 0.5 0.0 --- --- 0.4 2.9

Conducting --- --- 1.4 9.1 --- --- 0.4 1.4

Context 7.9 3.0 4.2 0.0 3.1 12.8 4.6 2.9

Dynamics 18.4 22.1 3.8 4.8 20.0 9.4 7.9 7.5

Ensemble Precision --- --- 2.3 2.2 --- --- 1.8 4.1

Evaluation 13.2 16.1 15.5 2.2 20.0 12.0 14.6 21.3

Fermatas 23.7 12.1 6.6 9.7 --- --- --- ---

Instrumentation --- --- 20.7 29.6 --- --- 12.1 18.4

Intonation --- --- 0.9 0.0 --- --- 0.0 1.2

Key 2.6 2.5 1.4 1.1 4.6 4.3 3.2 1.2

Melody --- --- 2.8 1.1 --- --- 3.9 4.8

Meter 2.6 0.0 0.9 1.1 1.5 1.7 1.1 0.7

Musicianship --- --- 2.3 0.0 --- --- 0.0 0.5

Other 2.6 20.6 1.9 4.8 7.7 20.5 3.9 3.4

Phrasing 5.3 10.1 3.8 2.2 4.6 9.4 0.7 0.5

Pitch Accuracy 7.9 3.5 4.2 0.0 6.2 6.8 7.1 2.9

Range 0.0 0.0 0.0 0.0 0.0 0.9 2.9 1.4

Rehearsal Method --- --- 4.2 0.0 --- --- 7.9 1.4

Rhythm 2.6 0.5 1.4 5.9 3.1 4.3 6.8 6.5

Score Study --- --- 0.0 0.5 --- --- 0.0 0.2

Style 0.0 1.0 0.5 1.1 1.5 8.5 2.1 3.1

Tempo 5.3 4.5 2.8 0.0 7.7 4.3 4.6 1.9

Texture --- --- 11.3 15.1 --- --- 2.1 5.3

Tone 0.0 2.5 1.9 0.0 0.0 2.6 2.5 1.4

Note: ‘ --- ‘ in a cell indicates topic not used in coding.
* High Achievers (n = 2); Medium Achievers (n = 4).
** Total number of group statements within each context.
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